
FRANZ SCHUBERT (1797–1828)
Trio in E-flat Major for Piano, Violin, and Cello, op. posth. 148, D. 897,  

“Notturno” (1827?)
Gilbert Kalish, piano; Philip Setzer, violin; Dmitri Atapine, cello

Nachtstück, op. 36, no. 2, D. 672 (Mayrhofer) (October 1819) 
Lachen und Weinen, op. 59, no. 4, D. 777 (Rückert) (1823?) 
Nikolay Borchev, baritone; Inon Barnatan, piano

Sonata in A Major for Violin and Piano, op. posth. 162, D. 574, “Duo” (August 1817)
  Allegro moderato
  Scherzo: Presto
  Andantino
  Allegro vivace
Danbi Um, violin; Gilbert Kalish, piano

INTERMISSION

FRANZ SCHUBERT
Trio no. 1 in B-flat Major for Piano, Violin, and Cello, op. 99, D. 898 (1827?)
  Allegro moderato
  Andante un poco mosso
  Scherzo: Allegro
  Rondo: Allegro vivace
Inon Barnatan, piano; Erin Keefe, violin; Clive Greensmith, cello

August 2
Sunday, August 2, 10:30 a.m., Stent Family Hall,  
Menlo School

Schubertiades feature an intermission reception hosted in 
partnership with Ridge Vineyards.

SPECIAL THANKS
Music@Menlo dedicates this performance to the Martin 
Family Foundation with gratitude for its generous support.
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Schubertiade IV

Moritz von Schwind (1804–1871). 
Study for An Evening at  
Baron von Spaun’s, 1868. 
Art Resource, NY
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FRANZ SCHUBERT
(Born January 31, 1797, Vienna; died November 19, 1828, Vienna)
Trio in E-flat Major for Piano, Violin, and Cello, op. posth. 148, 
D. 897, “Notturno”
Composed: 1827?
Other works from this period: Piano Trio in B-flat Major, D. 898 
(1827?); Eight Variations in C Major on a Theme from Hérold’s Marie 
for Piano Duet, op. 82, D. 908 (1827); Symphony no. 9 in C Major,  
D. 944, “The Great” (1825–1828); Deutsche Messe, D. 872 (1826–1827); 
Four Impromptus for Piano, op. posth. 142, D. 935; Four Impromptus 
for Piano, op. 90, D. 899 (1827)
Approximate duration: 8 minutes

By 1827, Franz Schubert had been following a bohemian existence in 
Vienna for over a decade, making barely more than a pittance from the 
sale and performance of his works and living largely by the generosity 
of his friends. The pattern of Schubert’s daily life was firmly estab-
lished by that time: composition in the morning, long walks or visits 
in the afternoon, companionship for wine and song in the evening. A 
curious dichotomy marked Schubert’s personality during those final 
years of his life, and the duality in Schubert’s character was reflected 
in the sharp swings of mood marking both his psychological makeup 
and his creative work. The ability to mirror his own fluctuating feel-
ings in his compositions—the darkening cloud momentarily obscuring 
the bright sunlight—is one of Schubert’s most remarkable and charac-
teristic achievements and touches indelibly the works that he created 
during the last months of his brief life.

In 1827, Schubert took up the genre of the piano trio, producing 
the Trio in B-flat by early autumn and its companion, the Trio in E-flat, 
the following November; the composer himself assigned the works the 
consecutive opus numbers 99 and 100. Also dating from those same 
months in 1827 is an isolated slow movement for piano, violin, and 
cello, a lyrical Adagio in E-flat major (D. 897), which originally may 
have been intended for the B-flat Trio (D. 898) but was ultimately 
rejected for that work. When this piece was published as Schubert’s 
Opus 148 in 1845, it was titled “Notturno,” the name by which it is still 
generally known. The “Notturno” is built from two distinct musical 
strains, one sweet and melodic and the other more impetuous, which 
are given in alternation: A–B–A–B–A.

FRANZ SCHUBERT
Nachtstück, op. 36, no. 2, D. 672 (Mayrhofer)
Composed: October 1819
Other works from this period: 1819: Overture in e minor for 
Orchestra, D. 648; Piano Sonata in A Major, op. posth. 120, D. 664; 
Quintet in A Major for Piano, Violin, Viola, Cello, and Bass, op. posth. 
114, D. 667, “Trout”; Overture in g minor for Piano, Four Hands, D. 668

Lachen und Weinen, op. 59, no. 4, D. 777 (Rückert)
Composed: 1823?
Other works from this period: 1823: Die schöne Müllerin, op. 25, 
D. 795; Twelve Écossaises for Piano, D. 781; Rosamunde, Fürstin von 
Cypern, D. 797; Fierrabras, D. 796; Piano Sonata in a minor, op. posth. 
143, D. 784
Approximate duration: 8 minutes

Johann Baptist Mayrhofer was born in Steyr in 1787, went to school in 
Linz, and moved to Vienna in 1810 to study law. He met Schubert four 
years later, and the two became close friends despite their contrast-
ing characters—Mayrhofer was moody and melancholic; Schubert was 
ebullient and outgoing. Schubert was influenced both by Mayrhofer’s 
thoughtfulness and by his knowledge of the classics, and he set some 
three dozen of his poems during the next four years. They grew close 
enough personally that the composer moved into the poet’s quar-
ters late in 1818, but when the libertarian but congenitally contrary 
Mayrhofer accepted what seemed to be a deliberately self-flagellating 
post with the state censor’s office in 1820 to make ends meet, Schubert 
moved out. Their friendship continued, however, and Schubert set 
nine more of Mayrhofer’s verses. Mayrhofer was deeply moved by 
Schubert’s early death in 1828 and largely gave up writing thereafter. 
He first tried to commit suicide in 1831 and finally succeeded five years 
later. Mayrhofer’s “Nachtstück” (“Nocturne”), which Schubert set in 
1819 (D. 672), considers the parting thoughts of an ancient bard, who 
is seen in the opening lines wandering into a wood, where he sings his 
own elegy to the accompaniment of his harp before death comes qui-
etly to claim him.

Friedrich Rückert (1788–1866) was Professor of Oriental Litera-
ture at Erlangen and Privy Counselor to King Friedrich Wilhelm IV at 
Berlin. He was known as both a productive scholar, with many trans-
lations of texts from Persian, Arabic, Hebrew, Armenian, Ethiopian, 
Coptic, and Sanskrit, and a prolific writer of poems, many of which 
were influenced by the forms, images, and content of Oriental verses. 
His poems, which appeared in many periodicals, anthologies, and col-
lections during his lifetime, were popular and highly regarded, and 
they inspired musical settings from such nineteenth-century compos-
ers as Robert and Clara Schumann, Marschner, Loewe, Strauss, and 
Mahler. Schubert set some half-dozen of Rückert’s poems, including 
the playful Lachen und Weinen (Laughter and Weeping).

FRANZ SCHUBERT
Sonata in A Major for Violin and Piano, op. posth. 162, D. 574, 
“Duo”
Composed: August 1817
Other works from this period: 1817: Piano Sonata no. 5 in A-flat 
Major, D. 557; no. 6 in e minor, D. 566; and no. 7 in D-flat Major,  
D. 567; String Trio in B-flat Major, D. 581; Eight Écossaises for  
Piano, D. 529; Sonata in a minor for Piano, op. posth. 164, D. 537;  
La pastorella al prato for Male Voices and Piano, D. 513
Approximate duration: 23 minutes

During the summer of 1817, Schubert completed six sonatinas for 
violin and piano to play at the convivial Viennese evening soirées 
now known as Schubertiades and at the homes of wealthy patrons. 
Contemporary with the sextet of sonatinas of 1817 was the Sonata 
in A Major for Violin and Piano, which was probably intended for 
Schubert’s brother and frequent chamber music partner Ferdinand, 
an organist, teacher, and violinist for whom the Koncertstück for Vio-
lin and Orchestra in D Major (D. 345) had been composed the year 
before. The sonata was published by Diabelli in 1851 as the “Duo,  
op. 162,” too diminutive a title for Schubert’s most ambitious creation 
for this pairing of instruments.

Though the A Major Sonata for Violin and Piano displays a scale 
and solidity of form that may well have been influenced by Beethoven’s 
ten examples of the genre (the last of which was completed in 1812, 
five years before Schubert’s composition), the violin’s arching, melo-

Program Notes: Schubertiade IV
Notes on the Program by Dr. Richard E. Rodda

*Bolded terms are defined in the glossary, which begins on page 94.
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dious opening theme, limpidly accompanied by the piano, could have 
come from no one but Franz Schubert, the incomparable composer 
of songs. The second subject is similar in character to the main theme 
but somewhat more animated and more subtly shaded as to harmonic 
color. A third thematic idea is provided by vaulting arpeggios traded 
between the participants before the exposition comes to a quiet, teas-
ing close. The brief development section, using the dotted rhythms of 
the piano’s limpid accompaniment and a triplet figure first heard as a 
tag to the main theme, is hardly more than a leisurely modulation back 
to the home tonality for the start of the recapitulation and the recall 
of the exposition’s themes to round out the movement. The scherzo, 
a playful affair with unexpected changes in dynamics and convivial 
exchanges of musical information between the partners, is contrasted 
by the sweet, sinuous chromaticism of the central trio. The Andan-
tino is a Schubertian “song without words” whose gentle lyricism gains 
expressive depth from its moments of instrumental embroidery and 
its wide-ranging (and typically Schubertian) harmonic richness. The 
sonata-form finale, a pleasing blend of vigor and tunefulness, grows 
from the thematic seeds earlier planted in the scherzo.

FRANZ SCHUBERT
Trio no. 1 in B-flat Major for Piano, Violin, and Cello, op. 99,  
D. 898
Composed: 1827?
Approximate duration: 38 minutes

For further information on this work, please see the program notes above 
for the Trio in E-flat Major, “Notturno.”

Though there exists no documentary evidence concerning the prove-
nance or purpose of the Piano Trio no. 1 in B-flat Major, it was apparently 
composed during the summer or early autumn of 1827; its companion, 
the Trio no. 2 in E-flat Major, was written quickly during the following 
November. Schubert himself assigned the works the consecutive opus 
numbers 99 and 100. A sense of expressive bounty floods from the 
opening theme of the B-flat Trio, a sweeping melody for the strings that 
paraphrases Schubert’s song Des Sängers Habe (The Singer’s Possession) 
of February 1825, whose text virtually summarizes his music-bound exis-
tence: “Shatter all my happiness in pieces, take from me all my worldly 
wealth, yet leave me only my zither and I shall still be happy and rich!” 
The subsidiary subject is a lyrical inspiration sung by the cello above rip-
pling piano triplets. Both themes figure in the development section. The 
Andante is one of those creations of ravishing lyrical beauty that could 
have been conceived by no one but Schubert. Its outer sections, calm and 
almost nocturnal in expression, take as their theme a flowing cello mel-
ody in the nature of a barcarolle. An agitated minor-key central section 
provides formal and emotional contrast. The scherzo and trio composing 
the third movement juxtapose the two most popular Viennese dances of 
the day—the ländler and the waltz, just the sort of thing that Schubert 
loved to improvise to accompany the dancing of his friends at their soi-
rées. Schubert called the finale a “rondo,” but its theme returns with 
such extensive alterations that the movement’s formal type is closer to a 
developmental sonata form than to the traditional refrain-based rondo 
structure. Here, also, Schubert hinted in the main theme at an earlier 
song, Skolie (Skolion) (1815): “Let us, in the bright May morning, take 
delight in the brief life of the flower, before its fragrance disappears.” 
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