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OVATION CIRCLE
($10,000+)
Anonymous
Corinna & Mark Faigenbaum

ENCORE CIRCLE
($5,000-$9,999)
Esther & Walter Hewlett

VIRTUOSO’S CIRCLE
($2,500-$4,999)
Anne Baldwin
Susan Schaps & Robert Shelton
Mimi & Jim Van Horne

GUEST ARTIST’S CIRCLE
($1,000-$2,499)
David & Betsey Fryberger

COMPOSER’S CIRCLE
($500-$999)
Erik Ambjor 
Lisa & Matt Chanoff
Jane Johnson
Robert & Joyce Kleiner

PRINCIPAL’S CIRCLE
($250-$499)
Anne & William Hershey
Michael & Leslie Schroeder

PATRON’S CIRCLE
($100-$249)
David & Charlotte Biegelsen
Joanne & Peter Carey
Francis & Christine Currie
Alfred & Elizabeth Dossa
Roland & Lois Feller
Tom & Nancy Fiene
David & Louise Harrison
Dr. Harry & Mrs. Susan Hartzell
Gregory & Susan Henninger

William T. Horne, M.D.
Andrew Lan
Jean Bernard & Elisabeth Le Pecq
Marc Levensen
Yun & Ding Lu
Joan B. Norton
Bonnie Packer
Rosendo J. & Leslie O.Pont
Amalia & Harvey Popell
Anne Prescott
Becky & Larry Reed
Robert R. & Susan W. Ritz
Becky Reed Rosenberg
Lydia Titcomb
Sean and Joy Wu
Pam Lampkin & Bob Zipkin

FRIEND’S CIRCLE
(UP TO $99)
Steven Alter
Michael Condie
Linda & Roger Dahlberg
Judith Ets Hockin
David Featherstone
Dorothy Kennedy
Peter & Sonia Lobban
Ted Lorraine
Teresa Merchant
Dieter & Erika Scherer
Dr. Richard L. Sogg
Lewis Wexler

GIFTS IN KIND
Colorprint, discounted printing
Dr. Derek Katz, 
  salon moderator & program notes
Ledwith, Houghton & Co., CPA’s
Yvonne Wun, 
  discounted graphic design

Thank you from the 
Board of Directors and musicians.
Roy Levin, President
Mark Faigenbaum, Secretary
John Houghton, Treasurer
Anne Baldwin
Jane Troy Johnson
Judith Rock
Pam Lampkin, Executive Director
Stephen Harrison and Susan Freier,
 Artistic Directors

Your current employer may 
match your contribution to the 
Ives Collective. 
Contact your company’s human 
resources professional for details.

The Ives Quartet, Doing Business
as the Ives Collective, is a 501c(3)
organization. (Tax ID# 77-0492473)

Please donate at
www.ivescollective.org OR call
650.224.7849 OR mail check to:
Ives Quartet
P.O. Box 60464
Palo Alto, CA 94306

FRIENDS OF IVES COLLECTIVE
Thank you FRIENDS OF IVES COLLECTIVE for supporting our 2021-2022 return to LIVE performances! 

We are so pleased to welcome you back!
(Contributions from the following donors were received between July 1, 2021 - January 20, 2022)

www.ivescollective.org | plivesquartet80@gmail.com | 650.224.7849

Please save these dates!

Spring Collective
Keisuke Nakagoshi, piano; Hrabba Altadottir, violin
Kyle Bruckmann, oboe; Melissa Matson, viola
Susan Freier, violin/viola; Stephen Harrison, cello
Benjamin Britten 
Phantasy Quartet in F minor, Op.2 (1932)
Rebecca Clarke
Piano Trio (1921)
Sir Edward Elgar 
Piano Quintet in A minor, Op.84 (1919)

Friday, May 13, 2022, 7:30PM  |  St. Mark’s Church, Palo Alto
Sunday, May 15, 2022, 4:00PM  |  Old First Concerts, San Francisco

Salon Concerts
Along with guest moderator, U.C. Santa Barbara musicologist Derek Katz, we discuss and 
demonstrate what fascinates us about a chosen piece, taking those who attend deeper into the 
process. We particularly enjoy the exchange of ideas with patrons about the composer’s inten-
tions and our interpretation of the music. This season Salon concerts will be offered in the social 
hall at St. Mark’s Church, Palo Alto, in order to allow for socially distanced seating. 

Spring Salon	 Sunday, May 1, 2021  4:00PM
		          Rebecca Clarke: Piano Trio
		          Artists: Keisuke Nakagoshi, piano; Susan Freier, violin 
		          Stephen Harrison, cello

All programs, artists, and policies of the Ives Collective are subject to change without notice.
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IVES COLLECTIVE
Kay Stern and Jeremy Preston, violins

Susan Freier, viola;  Stephen Harrison, cello
Elizabeth Schumann, piano

Movement for Piano Quartet in A minor  (1876) 	 Gustav Mahler	
	 (1860-1911)
	 Nicht zu schnell

String Trio in B  Major, D.581  (1817)	 Franz Schubert 
(1797-1828)

	 Allegro moderato
	 Andante
	 Menuetto: Allegretto
	 Rondo: Allegretto

Intermission

Piano Quartet in G minor  (1886)            	       Max Bruch
(1838-1920)

	 Allegro moderato
	 Adagio
	 Scherzo: Allegro molto
	 Finale: Agitato

Winter Collective

310

Ives Collective concerts are possible because of YOUR generosity! 
Charitable support covers more than half of the programming expenses, 
allowing us to provide you and all of our audience members with 
extraordinary concerts and memorable music at affordable prices. 
Every gift is important because, without contributions from you and 
others, our lowest priced ticket would be well over $100! 

You may help the Ives Collective with your one-time or recurring 
generous tax-deductible donation in three easy ways: 
•  through our website at info@ivescollective.org  
•  add a donation to your subscription or ticket order, or 
•  contact: Executive Director, Pam Lampkin, at 650.224.7849 or 
    plivesquartet80@gmail.com to discuss how you can make a 
    difference to our ensemble.  

Thank you from the Board of Directors and musicians. 
Susan Freier & Stephen Harrison, Artistic Directors
Anne Baldwin
Mark Faigenbaum, Secretary 
John Houghton, Treasurer
Jane Troy Johnson
Roy Levin, President
Judy Rock
Pam Lampkin, Executive Director 

_______________________

Mission
The Ives Collective presents powerful live music experiences

through fresh and informed interpretations of established
masterworks and under-appreciated gems.

_______________________



Movement for Piano Quartet in A minor                                          Gustav Mahler
Like the Max Bruch Piano Quintet that will conclude this program, the Piano Quartet 
movement by Gustav Mahler is a late 19th century work that had to wait until the 
second half of the 20th century to be published and enter the international cham-
ber music repertoire. The Piano Quartet movement was composed after the first of 
Mahler’s three years as a student at the Vienna Conservatory, during the summer 
of 1876. It is not only the sole surviving chamber work by Mahler, but also the only 
remaining piece from his student years. The movement opens a window into a 
different Mahler than the one familiar from his later career. Instead of Mahler, man 
of the theater, renowned conductor and composer of symphonies and orchestral 
songs, we have an impressionable teenager, new to the big city of Vienna, concen-
trating on the piano, and on composing chamber music. Given the controversies 
surrounding Mahler’s later career and the many stories of composers from Berlioz 
to Debussy who have chafed under the restrictions of conservatory curricula (to say 
nothing of Mahler’s exceedingly undistinguished prior performance in educational 
settings), it may come as something of a surprise that Mahler seems to have been 
a very successful and contented student at the Vienna Conservatory, winning prizes 
and doing well in his classes.
The movement is conceptually in sonata-allegro form, but feels more like a fantasia 
on two motives. The most important of these is heard right at the opening: a three-
note figure (big leap up, small fall down). It is identical to the first three pitches of 
the Prelude to Wagner’s Tristan und Isolde, no doubt anything but a coincidence, 
as this was the time of Mahler’s initial infatuation with Wagner’s music. Mahler 
worries this motive for some time over pulsing triplets from the piano, before the 
tempo speeds up for a brief transition.  This leads to a second motive, descending, 
in the major. The opening section is repeated, followed by an extensive develop-
ment of both motives. There is an unexpected violin cadenza near the conclusion of 
the movement, which slows and quiets to a final statement of the opening motive. 

String Trio in B   Major, D. 581                                                          Franz Schubert
The reasons for the existence of the Schubert String Trio D. 581 are a bit of a mys-
tery. It was Schubert’s third crack at a string trio between 1814 and 1817, with all 
three attempts in B-flat major. Schubert’s chamber works can be roughly divided 
into two groups. The first comprises a large number of relatively infrequently played 
works, composed before 1819, and intended for domestic use by amateur players 
(often the members of Schubert’s own immediate family). The second group con-
tains works almost all composed in 1824 or later and written for public performance 
by professional musicians. This second group is much smaller, but holds the pieces 
that are fixtures on concert stages today. One the one hand, this String Trio seems 
far too ambitious for an ensemble drawn from the Schubert family, but, on the 
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Jeremy Preston is a section violin player 
with the San Francisco Ballet Orchestra, and the 
principal second of the San Francisco Opera 
Orchestra. Prior to this he was the Associate Con-
certmaster of the Oakland East Bay Symphony 
and a tenured member of the North Carolina 
Symphony for seven seasons. He has performed 
with many orchestras throughout the U.S. and in 
the Bay Area, including the San Francisco Sym-
phony and the New Century Chamber Orchestra. 
Jeremy is an avid chamber musician and has 
performed at venues throughout the Bay Area. 
Previously, he was a member of the North Car-
olina String Quartet and frequently performed 
with the Mallarme Chamber Players, the Peace 
College Manning Chamber Players, New Music 
Raleigh, and the Eastern Music Festival Chamber 
Players.

Trained at the New England Conservatory of 
Music, Rice University, and the Cleveland Insti-
tute of Music, Jeremy’s teachers include 
Marylou Speaker Churchill, Lynn Chang, Kath-
leen Winkler, Sally Thomas, and William Preucil. 
His chamber music coaches include Norman 
Fisher, Pamela, and Claude Frank and members 
of the Cleveland and Juilliard Quartets.

Jeremy maintains an active teaching studio out 
of his apartment in the Haight and loves living 
and hiking in the beautiful city of San Francisco. 
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other, Schubert would have had no prospects for a professional performance, or 
even for publication at this time. (Schubert did not publish a chamber work until 
1824.) Schubert clearly cared about the work, as he not only completed it, but also 
made a revised version the same year; and it is this version that will be performed 
today.
From a player’s point of view, the Trio is uncommonly well suited to its ensemble.  
Many string trios (even those by Beethoven) can give an uncomfortable impression 
of attempting to squeeze the four parts of a string quartet onto three music stands.  
Schubert, however, works in elegant three-part textures, perhaps since these arise 
naturally in vocal and piano music.
The String Trio comes from around the same time as Schubert’s 5th and 6th sym-
phonies, and, like those orchestral works, is in a light and graceful style of the late 
Classical works, which he had played in his student orchestra, and that of Rossini, 
who was all the rage in Vienna at the time. 

Piano Quintet in G minor 	 Max Bruch
Most writings about Max Bruch paint a consistent if not particularly flattering pic-
ture. He is generally presented as a composer who remained rooted in the musical 
styles of his youth throughout his long career and well into the 20th century, and as 
one who neither engaged with the nominally progressive developments of Richard 
Wagner and his acolytes nor successfully competed with his near-contemporary 
Johannes Brahms. Bruch’s first violin concerto is inevitably cited as a fixture in the 
concert repertoire, with passing mention perhaps granted to his Scottish Fantasy 
and his Kol Nidrei, before pointing to the current obscurity of the rest of his output.  
None of this is exactly untrue, but it seems far more meaningful to present Bruch as 
a highly successful participant in the musical networks in which he was employed 
than to make comparisons with composers that were essentially in different lines 
of work. Bruch was both a conductor of choral societies in Germany and in England 
and, in the latter part of his career, a highly respected teacher of composition at the 
Hochschule für Musik in Berlin. Neither the institutions of amateur choral singing, 
steeped in the revival of Handel’s oratorios and nurtured by more recent works 
in neo-Baroque styles, nor the developing world of music schools, devoted to the 
conservation of established practices, encouraged or rewarded stylistic experimen-
tation. Bruch’s most successful works during his lifetime were large scale works for 
chorus and orchestra, and their current neglect reflects the demise of the institu-
tions for which they were created rather than any lack of quality.
Bruch’s only conducting post outside of Germany was in Liverpool from 1880 to 
1883, where he directed the Liverpool Philharmonic Society, made up of an ama-
teur choir and a semi-professional orchestra. Although hired primarily to direct the 
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Kay Stern is currently the Concertmaster of the 
San Francisco Opera Orchestra, a position she 
has held since 1994. She has served as assistant 
to Dorothy DeLay at the Aspen Music Festival, 
assistant to the Juilliard Quartet at the Juilliard 
School, has been a faculty member at the 
Cleveland Institute of Music, the San Francisco 
Conservatory of Music, and the University of San 
Francisco.

Kay has been featured on television and radio. 
She has appeared in PBS’s “Live from Lincoln 
Center,” CNN’s “Women Today,” Minnesota 
Public Radio’s Garrison Keillor “A Prairie Home 
Companion,” “St. Paul Sunday Morning,” and 
WQXR-NY Robert Sherman’s “Listening Room”. 
As former first violinist and founding member of 
the Lark String Quartet, she performed and gave 
master classes throughout the United States, 
Europe, and Asia. Some of Kay’s Concertmaster 
positions have included The Orchestra of St. 
Luke’s, Concordia at Lincoln Center, Cabrillo 
Music Festival, Cleveland Chamber Symphony, 
and the Youngstown Symphony Orchestra.

Pianist Elizabeth Schumann has a diverse 
career portfolio of projects, recordings, and 
performances that have brought her all over 
the world as recitalist, chamber musician, and 
concerto soloist. The Washington Post Magazine 
noted her playing as “deft, relentless, and 
devastatingly good—the sort of performance you 
experience not so much with your ears as your 
solar plexus.”   
The first place winner of both the Bösendorfer 
International Piano Competition and the Pacific 
International Piano Competition, Elizabeth 
has won over 25 prizes and awards in other 
major national and international competitions, 
including the Cleveland International Piano 
Competition and the Hilton Head International 
Piano Competition. Elizabeth was honored with 
the prestigious Gilmore Young Artists Award, and 
was highlighted in a PBS Television documentary 
on the Gilmore Festival.   
She has performed solo recitals and chamber 
music concerts worldwide, in such venues as 
the Kennedy Center, Vienna’s Bösendorfer Saal, 
Toronto’s Koerner Hall, and Montreal’s Place 
des Arts. Featured at the International UNICEF 
benefit concert for Hurricane Katrina Victims, 
the Cannes Film Festival, the Gilmore Festival, 
Australia’s Huntington Festival, the Musica Viva 
chamber music series, the Ravinia “Rising Stars” 
Series, and National Public Radio’s “Performance 
Today”, her recitals have been broadcast live 
on public radio and television in cities around 
the world, including Washington D.C., New 
York, Sydney, Cleveland, Montréal, Dallas, and 
Chicago. Elizabeth gave the world premiere 
performance of Carl Vine’s Sonata No. 3, which 
the composer dedicated to her. 
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choir, his Piano Quintet was composed at the request of Andrew Kurtz, chair of the 
Philharmonic Society Committee, owner of a chemical plant and dedicated amateur 
pianist. Kurtz intended the work for his regular sessions with a string quartet of 
fellow music-lovers. Bruch composed very little chamber music, once writing that he 
would “rather compose three large oratorios with chorus and orchestra than three 
string quartets,” and it is notable that on this rare occasion he was interacting with 
the then-waning culture of domestic music making by accomplished amateurs rath-
er than with the emerging world of public chamber music by professionals. Bruch 
does not seem to have made the request a high priority, taking five years before 
sending a manuscript to Kurtz in 1886, and this copy was incomplete, breaking off 
near the beginning of the last movement. It took more nagging from Kurtz to elicit 
a complete last movement from Bruch in 1888.  The Quintet was not published 
until 1988.
The Piano Quintet is an exemplary specimen of a chamber work intended for the 
satisfaction of the musicians playing it (historically, the main goal of chamber 
music). It seems to have been carefully crafted for its Liverpool recipients.  None of 
the parts is technically demanding, although the piano part suggests that Kurtz was 
an adept player. There are no particularly tricky ensemble issues, and all players get 
moments in the melodic sunshine.  It is also a highly attractive work for both player 
and listener.
The first movement, in sonata form, is in a moderate tempo, with a handwritten 
note in blue pencil from Bruch on the manuscript score reminding the players (in 
English) “not too fast!” It opens with a sort of introduction of tranquil phrases in 
block chords traded between strings and piano. The first theme proper is more 
energetic, combining a march-like melody with a repeated triplet accompaniment.  
This theme dissolves into a fragment tossed back and forth by the violins before the 
cello enters with the singing second theme in the tenor register, now over flowing 
sixteenths in the piano. The development combines rhythms, motives and accom-
paniment figures from all sections of the exposition, and blends into the beginning 
of the recapitulation. Here, the viola gets a turn with the second theme, and the 
movement ends with a reprise of the tranquil phrases from the very opening.
The second movement is an Adagio, but a handwritten metronome mark indicates 
a comfortably flowing tempo. The movement is based on two ideas. The first is a 
gentle melody sung by the upper strings in parallel chords over dotted figures from 
the piano, while the second is marked by rising scales in triplets, first played the 
viola.  The big moment in the movement is the return of the first idea, now forte, 
with the strings in assertive octaves, supported by rippling 32nd notes in the piano.
The following Scherzo begins somewhat mysteriously with little unaccompanied 
fragments before building to double forte scales highly reminiscent of the 
analogous movement in the Robert Schumann Piano Quintet. The Trio is also 
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Schumannesque, legato throughout, and filled with quiet swells, providing a strong 
contrast to the bustling passage work of the surrounding scherzo.
The final movement is again in sonata form, and perhaps betrays some impatience 
on Bruch’s part to complete the work.  An initial chord and cascading triplets 
announce a forceful theme from the volins, again with something of a march char-
acter. This leads to a second theme over a pulsing bass pedal, quieter, but still with 
strongly marked rhythms, heard first in the piano and then repeated by the first 
violin (here the guiding spirit seems to be Felix Mendelssohn). The original man-
uscript breaks off immediately after this theme has been stated. Bruch eventually 
completed the movement by closing the exposition with some rather perfunctory 
arpeggiated chords, a vigorous development, and a fairly literal recapitulation, and 
capped the movement with a brief coda.                                

Notes by Dr. Derek Katz                                       

Stephen Harrison, cello, and Co-Artistic 
Director of the Ives Collective has been on the 
Stanford University faculty since 1983. A grad-
uate of Oberlin College and Boston University, 
he has been solo cellist of the San Francisco 
Contemporary Music Players since 1985. He 
has toured internationally and recorded on the 
Delos, CRI, New Albion and Newport Classics 
labels. Stephen has been on the faculty of the 
Pacific Music Festival, the Orfeo and Schlern 
International Music Festivals (Italy), and the 
Rocky Ridge Music Center. He is currently prin-
cipal cellist at the Mendocino Music Festival, 
and performs and teaches at the SoCal Chamber 
Music Workshop and the Telluride Chamber 
Music Festival.

Susan Freier, violin/viola, and co-Artistic 
Director of the Ives Collective, earned degrees 
in music and biology from Stanford University 
as a Ford Scholar and continued her studies 
at the Eastman School of Music where she 
co-founded the award-winning Chester 
String Quartet. The Chester went on to win 
the Munich, Portsmouth (UK) and Discovery 
Competitions and were the quartet-in-residence 
at Indiana University, South Bend. In 1989 
Susan returned to her native Bay Area and 
joined the Stanford faculty and the Stanford 
String Quartet. She performs with the San 
Francisco Contemporary Music Players and has 
been an artist/faculty member at the Newport 
Music Festival, Garth Newell, Music in the 
Mountains, Rocky Ridge Music Center, and 
the Orfeo and Schlern International Music 
Festivals (Italy). Susan teaches and performs at 
the Mendocino Music Festival, the SoCal Music 
Workshop, and the Telluride Chamber Music 
Festival.


