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PROGRAMME	

	
Poem	 	 Otar	Taktakishvili		
	 	 (1924‐1989)	
	 	
Musica	ricercata	 György	Ligeti		

I. Sostenuto	–	Misurato	–	Prestissimo	 (1923‐2006)	
II. Mesto,	rigido	e	ceremonial	
III. Allegro	con	spirito	
IV. Tempo	di	Valse	(poco	vivace	–	“à	l’orgue	de	Barbarie”)	
V. Rubato.	Lamentoso	
VI. Allegro	molto	capriccioso	
VII. Cantabile,	molto	legato	
VIII. Vivace.	Energico	
IX. Béla	Bartók	in	memoriam	–	Adagio.	Mesto	
X. Vivace.	Capriccioso	
XI. Omaggio	a	Girolamo	Frescobaldi	–	Andante	misurato	e	tranquillo	

	 	
INTERMISSION	
	
Eccentricities,	Six	Sketches,	Op.	25	 Nikolai	Myaskovsky		

I. Andante	semplice	e	narrante	 (1881‐1950)	
II. Allegro	tenebroso	e	fantastico	
III. Largo	e	pesante	
IV. Quieto	(Lento)	
V. Allegretto	vivace	
VI. Molto	sostenuto	e	languido	 	

	
Preludes,	Op.	23	 Sergei	Rachmaninoff		

VII. C	minor	–	Allegro	 (1873‐1943)	
VIII. A	flat	major	–	Allegro	vivace	
IV. E	flat	major	–	Andante		

	
Diary,	Seven	Pieces	for	Piano	 Rodion	Shchedrin	

I. Sostenuto	assai	 (1932‐						)	
II. L’istesso	tempo	
III. Allegretto	moderato	(in	ritmo)	
IV. Allegro,	ma	non	troppo	



 
 

 
 

V. Lento,	sempre	poco	rubato	
VI. Presto	leggiero	
VII. Sostenuto	alla	Campane	 	

	
This	recital	is	in	partial	fulfilment	of	the	Doctor	of	Musical	Arts	in	Piano	Pedagogy	and	Performance.	
	
Marie	Haines	is	a	student	of	Lydia	Wong.		
	
Marie holds a Bachelor’s degree from McGill University and a Master’s in Piano Performance from University 
of Toronto which she completed in 2018 under the tutelage of Marietta Orlov. As a current doctoral student, 
Marie’s dissertation focuses on researching humour in Rodion Shchedrin’s solo piano works.	



Program Notes 

Poem – Otar Taktakishvili 

Taktakishvili’s earlier compositions often emphasized lyricism, folk material, and 

simplicity, allowing his music to remain accessible to audiences during the Soviet social realist 

era. Poem exemplifies symphonic textures with a longing, vocal melodic motif that is woven 

throughout different voices in the piece. A sense of timelessness arises from this thematic 

material and its repetitions; its construction requires the pianist to allow it to stretch over time 

and space, and resist the urge to drive it forward. The theme develops very little, seemingly 

floating within the present time, but the surrounding material evolves to create an intensifying 

atmospheric reminiscence for the Georgian land and people it recalls. In this way, the Soviet 

nostalgia differs in its treatment of the past, as it is never attempting to regain what it once was, 

and yet not looking to forget the glory of how it came to be. In the final moments of the piece, 

Taktakishvili subtly pushes his material beyond this boundary. Though the music recedes to a 

similar setting in which it began, it now yearns for an imaginary homeland that never was and 

likely never will be.  

Musica ricercata – György Ligeti  

 “In 1951, I began to experiment with very simple structure of rhythms and sonorities as if 

to build up a ‘new music’ from nothing…I asked myself: what can I do with a single note? With 

its octave? With an interval? With two intervals? With certain rhythmic relationships?”  

As an avant-gardist, Ligeti sought an intellectual and experimental alternative to 

traditional compositional methods and sonorities. In stark defiance of Soviet social realist ideals, 

Musica ricercata exhibits an ex nihilo approach to composition that does not completely 

abandon past musical traditions, but draws inspiration from them. Beginning with a single note, 

the piece gradually expands in intervallic range and complexity with each movement until all 

twelve tones of the octave are used. 

 The title of the work refers to the Baroque ‘ricercar’, an imitative and contrapuntal 

compositional form popularized by Girolamo Frescobaldi in the seventeenth century which 

Ligeti employs in the final movement of this piece. The Italian term ricercare also means ‘to 

search out’, alluding to the work’s experimental nature and broadening complexity. The idea of 



imitation can be found throughout this piece as a method of altering motives and creating new 

material. This is particularly noticeable in Ligeti’s statements of basic melodic or rhythmic cells 

which are then shifted or altered for new variations of the initial idea. The third movement is one 

example of this, depicting an unresolved struggle as to whether the thematic idea belongs in a 

major or minor mode at each appearance. The imitation of real-life objects and characters are 

also explored, most notably in movement IV, in which the pianist imitates the sound of a barrel 

organist playing a peculiar waltz. Ligeti’s widespread use of folk elements throughout the work 

also serves as imitative function. Most notably, movement VII employs a lyrical folk melody 

over a continuous ostinato bass, emulating the breadth of an open landscape. This abruptly 

becomes an energetic folk dance in the following movement where the initial rhythmic statement 

only aligns in the beginning and ending bars and is otherwise interrupted before it resolves.  

Eccentricities, Six Sketches, Op. 25 – Nikolai Myaskovsky  

Originally titled Prichudi, which roughly translates from Russian as ‘Quirks’, 

Eccentricities is a set of piano miniatures that were written in 1917 after Myaskovsky was 

relieved of his duty on the front lines of the war. The work was premiered by Prokofiev, who felt 

their capricious character suited him. At first glance, the faster movements seem humorous when 

in actuality, a deeply haunted existence is being masked by satirical criticism. The piece begins 

with a longing reminiscence of a simple folksong melody accompanied by distant church bells in 

the left hand, but the atmosphere is icy and far from the comfort of home. The onset of the 

second movement abruptly launches the rest of the piece through states of emotional chaos, 

anxiety, and devastation. In the fourth movement, a grimly hopeful theme is introduced, 

accompanied by a new version of the distant bells heard in the first movement. This theme 

reappears in the sixth movement again, though now distorted and grotesque amidst a lack of 

concrete tonality. The theme is passed around in a fugue-like texture, never ceasing to wander, 

and yet never reaching a conclusion.  

Preludes Op. 23, Nos. 7, 8 and 6 – Sergei Rachmaninoff 

Written in the earliest years of the twentieth century, Rachmaninoff’s first set of preludes 

demonstrates a stark transition between the romantic and modern compositional styles. Each 

prelude illustrates an experimentation in colour and a fusion of technical virtuosity with extreme 



musicality. The greatest challenge for the pianist concerning Preludes VII, VIII, and VI is the 

creating clarity of the melodic material atop Rachmaninoff’s dense textural writing.  

The seventh prelude portrays inner turmoil through its whirling sixteenth notes, and bells 

are heard in the outer voices, ringing through the atmosphere of unease. The eighth prelude 

makes use of middle-voice melodies that shift seamlessly from the left to right hands. 

Rachmaninoff’s continuous sixteenth notes return throughout this prelude, but the mood is more 

hopeful. While less technically virtuosic, the sixth prelude requires long, seemingly endless 

phrases that transform in colour and emotion throughout, as well as melodicism of the left hand 

material.  

Diary: Seven Pieces for Piano – Rodion Shchedrin 

Rodion Shchedrin’s compositions are undefined by a single characteristic style, instead 

encompassing a multitude of influences throughout his works. As a composer known for walking 

the “middle path” between the traditional and the avant-garde, Shchedrin draws inspiration from 

both worlds. Diary is an exemplary work, written with several stylistic influences that reflect the 

composer’s own life as a pianist and composer in the twentieth and twenty-first centuries. 

Among these influences are the minimalist approaches to movements II, III, and IV, the allusion 

to his experiments in baroque form and style in movement VI, and the traditional Russian bells 

in the final movement. While not quintessentially atonal, nearly every movement contains 

references to tonality even when among dissonance, generating the effect of being of neither 

tonal nor entirely lacking a key. Instead, each movement of Diary fittingly exists somewhere in 

between the two options.  

The most engaging parts of Shchedrin’s set are his indications of piano dynamic as low 

as pppp, requiring the pianist to create sonorities that reverberate faintly rather than sing out. The 

quietest moments occur in the seventh movement’s descending passages that are marked in the 

score as evoking a choir from afar. These are signs of the aesthetic distance that permeates many 

of Shchedrin’s works, leaving the audience straining to listen to each note before they are jarred 

back to reality by a contrasting event.  


