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Please save these dates!
2023-2024 Concert Series

WINTER COLLECTIVE
St. Mark’s Church, Palo Alto: Friday, January 26, 2024
Old First Concerts, San Francisco: Sunday, January 28, 2024
Mélanie Bonis – Piano Trio Soir et Matin (1907)
Dame Ethyl Smyth – String Trio in D Major (1887) 
Mélanie Bonis – Piano Quartet No.1 in B-flat Major, Op.69 (1905)
Artists: Elizabeth Schumann, piano; Kay Stern, violin
Susan Freier, violin; Stephen Harrison, cello

SPRING COLLECTIVE 
St. Mark’s Church, Palo Alto: Friday, May 5, 2024
Old First Concerts, San Francisco: Sunday, May 7, 2024
Germaine Tailleferre – Quatuor (1919)
Emilie Mayer – Piano Quartet No.1 in G Major (1857)
Mozart – String Quintet in C Major, K.515 (1787)
Artists: Fritz Gearhart, violin; Susan Freier, violin/viola; Clio Tilton, viola
Evan Buttemer, viola; Stephen Harrison, cello; Gwendolyn Mok, piano

4 PM Sunday Salon Series
January 21, 2024
Private home in Atherton (Address provided at time of purchase.)
Dame Ethyl Smyth - String Trio

April 28, 2024
Social Hall - St. Mark’s Episcopal Church  |  600 Colorado Ave, Palo Alto, CA
Emilie Mayer - Piano Quartet in G Major

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 us deeper into the creative process.
We particularly enjoy the exchange of ideas with patrons about the composer’s intentions 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. 

All programs, artists and policies of the Ives Collective are subject to change without notice.
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OVATION CIRCLE
($10,000+)
Anonymous

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
Martha & Iraj Dehnow
Luis Trabb Pardo & Sharmon 
Hilfinger
Jane Johnson
Becky & Larry Reed

PRINCIPAL’S CIRCLE
($250-$499)
Anonymous
Derek Katz
Bob Zipkin & Pam Lampkin
Andrew Lan
Rosendo & Leslie Pont
Anne Prescott
Stephen & Judith Rock
Phil & Sara Salsbury

PATRON’S CIRCLE
($100-$249)
David & Charlotte Biegelsen
Susan Breitbard 
Paul & Marijane Chestnut
Linda & Roger Dahlberg
Roland & Lois Feller
Tom & Nancy Fiene
David & Louise Harrison
Susan Freier & Stephen Harrison
Dr. Harry & Mrs. Susan Hartzell
Leonard Heil
William T. Horne, M.D.
Dr. Leo J.Kadehjian
Marc & Naomi Levenson
Yun & Ding Lu
Joan B. Norton
Bonnie Packer
Robert & Susan Ritz
Lester Thompson
Sean & Joy Wu

FRIEND’S CIRCLE
(UP TO $99)
David Featherstone
Joanne & Peter Carey
Jackie Choppelas
Mellisa Eddy
Gregory & Susan Henninger
Leon Rochester
Dieter & Erika Scherer  
Dr. Richard L. Sogg

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
Jane Troy Johnson
Judith Rock
Anne Baldwin
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 Collective
P.O. Box 60464
Palo Alto, CA 94306

FRIENDS OF IVES COLLECTIVE
Thank you FRIENDS OF IVES COLLECTIVE for your generous support. 

We are so pleased to welcome you back!
(Contributions from the following donors were received between July 1, 2022 - September 14, 2023)

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



IVES COLLECTIVE
Hrabbba Atladottir, violin;  Susan Freier, violin
Jenny Douglass, viola;  Stephen Harrison, cello

Mariam Adam, clarinet;  Keisuke Nakagoshi, piano

Quintet for Clarinet and Strings in B Minor, Op. 115  (1891)
		  Johannes Brahms
		  (1833-1897)	
	 Allegro
	 Adagio
	 Andantino—Presto non assai, ma con sentimento
	 Finale: Con moto 
           

Intermission

Piano Quintet No.2 in C Minor, Op.115  (1919-1921)	        Gabriel Fauré	
	 (1845-1944)
	 Allegro moderato
	 Allegro vivo
	 Andante moderato
	 Allegro molto             
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Fall Collective
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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.

_______________________



Two Late Works
Ever since biographers began dividing Beethoven’s life into three periods, the idea 
of a distinct “late style” has been a persistent feature of music criticism. For many 
composers, some combination of biographical circumstances and stylistic charac-
teristics seem to set the works of their last years apart, although not necessarily in 
a positive way. For every Beethoven who is perceived to have heroically overcome 
deafness or Leoš Janáček inspired by passionate (if unrequited) love, there is a 
Robert Schumann or Bedřich Smetana, whose last works are frequently seen as 
compromised by illness.  For both pieces on this program, “lateness” expresses 
itself through rich sonorites and lyricism, and both works are amongst the most 
beloved and highly regarded of the respective composers’ outputs.

Quintet for Clarinet and Strings in B Minor, Op. 115 	 Johannes Brahms  
It is almost obligatory to describe Brahms’s late works as “autumnal,” and to sit-
uate them at the end of Brahms’s career or even of the Romantic era itself.  The 
Clarinet Quintet is also the product of Brahms’ encounter with a specific musician. 
Brahms traveled to Meiningen in 1891, where he spent some time listening to 
the principal clarinetist of the court orchestra there, Richard Mühlfeld. Mühlfeld 
was by all accounts an extraordinary player, and Brahms was deeply impressed, 
coming up with a number of nicknames for him, including “the nightingale of the 
orchestra,” “my prima donna” and “Fraülein Klarinette [Miss Clarinet].” It is notable 
that most of these nicknames position Mühlfeld as feminine. The obvious metaphor 
that Brahms “fell in love” with Mühlfeld’s playing seems almost too on-the-nose. 
Brahms composed the present quintet for Mühlfeld the next summer.
The Clarinet Quintet has been heard as having a special place in Brahms’s output 
since its earlier performances. Clara Schumann called it “marvelous,” “moving” 
and “deep and full of meaning,” and the violinist Joseph Joachim described it as 
“one of the most sublime things” that Brahms ever wrote. Some of this is due to 
the acoustic characteristics of the clarinet, which not only has an unusually wide 
range for a woodwind instrument but also is capable of producing distinctly dif-
ferent tone colors in its different registers. Brahms exploits these characteristics by 
using the clarinet as a leading voice in all of these registers. This is easy to hear at 
the very beginning of the Quintet, where Brahms presents the instruments of the 
string quartet from high to low, starting with the pair of the violins, then the viola 
beneath them and finally the cello lower still. Only after the strings have been intro-
duced does the clarinet enter, playing an upwards arpeggio that fills in the space 
established by the strings and exposes the different registers of the instrument, 
soaring above the strings before plunging down to the very bottom of its range and 
supplying a bass line for cello and viola. The Quintet is dominated by music that is 
lush and warm, almost entirely in moderate and slow tempi and mostly smooth and 
legato. Some of the warmth can also be attributed to the tonal qualities of the clari-
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Jenny Douglass has created a rewarding 
portfolio career as a violist, educator, event 
producer, and writer. She has been a member of 
the New Century Chamber Orchestra since 2008 
and Principal Violist of the Marin Symphony 
since 1999. Ms. Douglass is a frequent substi-
tute with the San Francisco Symphony, perform-
ing with them in Davies Concert Hall, Carnegie 
Hall, and on several European tours. Jenny has 
also toured North and South America, Europe, 
and Asia with the Orpheus Chamber Orchestra 
and can be heard on several of their recordings 
for Deutsche Grammophon.

From 2015-2023, Jenny served as the 
Marin Symphony’s Director of Education and 
Community Engagement. She developed sever-
al initiatives that send Marin Symphony musi-
cians into Marin County schools as well as com-
munity locations, including San Quentin Prison. 
In June 2019, Jenny created and produced 
a Marin Symphony Youth Orchestra tour and 
took 90 teenagers to Europe for performances 
in Prague, Vienna, and Budapest. Her proudest 
achievement was bringing them all back.

Jenny’s love for chamber music has taken her 
to festivals all over the US. Her chamber music 
partners have included Yo Yo Ma, Joseph 
Silverstein, Bruno Giuranna, and members of 
the San Francisco and Boston Symphonies. 
Ms. Douglass earned degrees from Oberlin 
Conservatory and the Juilliard School. 

Mariam Adam, clarinetist, is an internationally 
known chamber musician, soloist, music advo-
cate and educator originally from Monterey, 
California. A founding and former member of 
the Grammy-nominated woodwind quintet, 
Imani Winds, she maintained an active interna-
tional touring schedule for almost two decades 
with performances at Carnegie Hall, Kennedy 
Center, Beijing Arts Center, Hollywood Bowl 
among hundreds others with numerous awards/
noted recordings including “Best of iTunes 
2016”. Since moving to France in 2017 she 
has performed throughout Europe with Eric le 
Sage, Francois Salque and at such festivals such 
as Folle Journee, Colmar Festival, Radio France 
Festival as featured artist and more. She has 
soloed with Singapore Symphony, Appassionata 
Ensemble, Orchestra de Pau and her last solo 
album, “Havana Moon” was Sirius XM’s Best 
of 2016 list and hailed as a performance of 
“Coolly virtuoso performances lit by flashes 
of passion” by Grammophone. Ms. Adam has 
been performing with Chineke! Orchestra and 
Chamber Ensemble as principal clarinetist since 
2016, featured regularly on BBC, it’s “Samuel 
Coleridge-Taylor” documentary, “In tune” and 
the BBC Proms. She is a Selmer Paris Artist, 
Vandoren Artist and Steinway Ensemble Artist 
with her acclaimed duo, “The TransAtlantic 
Ensemble” and has given masterclasses at 
every major conservatory, most recently with 
the AdZel Duo. Her 10 recordings can be 
heard on E1 Classics, Steinway label, Warner 
classics and her profile was featured on NPR’s 
“Performance Today”. Ms. Adam is Assistant 
Professor of Clarinet at the Blair School of Music 
at Vanderbilt University where she splits her 
time between Paris and Nashville.
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net. When the clarinet is the upper voice in the ensemble, it tends to sit lower than 
the first violin part does in Brahms’ all-string chamber music. This both compresses 
the other string parts into closer proximity in lower (and warmer) registers and 
allows for glowing moments when the first violinist doubles the clarinet an octave 
above, suddenly expanding the available musical space.
Other unusual characteristics of the Quintet include the middle section of the 
second movement, which is filled with improvisatory flourishes from the clarinet 
and agitated tremolos from the strings in what was understood at the time as a 
“Hungarian” or “Gypsy” style. The third movement, instead of the expected scher-
zo, begins as yet another singing movement in a gentle tempo. This eventually 
does prove to be a long introduction to something faster and more scherzo-like, 
providing a rare stretch of music that is lively and uses staccato articulations. The 
last movement is a theme and variations, initially similar in tempo and character to 
the beginning of the preceding movement. The variations culminate with a wistful 
waltz, led by the viola over a plucked cello bass line. In a final gesture, the waltz 
tune is transformed into the music heard at the very beginning of the Quintet, both 
providing narrative closure and revealing similarities between the themes and 
motives of the different movements.

Piano Quintet No.2 in C Minor, Op. 115     	 Gabriel Fauré 
For Fauré, his late works were conditioned by both medical and professional circum-
stances. Towards the end of his life, Fauré both became generally hard of hearing 
and had specific problems hearing especially high or low pitches correctly (both 
extremes sounded disturbingly out of tune to him). During the time that he com-
posed the Piano Quintet No. 2, these problems led Fauré’s colleagues to encourage 
him to step down from the Directorship of the Paris Conservatoire, a position that 
he had held since 1905, and where he had taught since 1896 (his pupils included 
Maurice Ravel, Georges Enesco and Nadia Boulanger). Fauré retired in 1920, some-
thing that he found a relief, telling his wife “I can’t emphasize enough how much 
I’m savoring the idea of my deliverance!”
The Piano Quintet No. 2 was the first major work to arise from Fauré’s liberation 
from academic administration, and appeared at a time when Fauré, once per-
ceived as too dangerously radical a young composer to be associated with the 
Conservatoire, was a cherished and honored elder statesman of French musical life.  
The Quintet was an immediate success. According to the composer’s son, the audi-
ence at the premiere immediately stood after the final chord and turned to Fauré 
to offer “thunderous applause.” The critic Émile Vuillermoz (also a composition stu-
dent of Fauré’s) described the Quintet as having “the paradoxical merit of bringing 
together two generally incompatible virtues, youth and serenity.”
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Hrabba Atladottir, violin, is an Icelandic 
violinist who studied in Berlin, Germany with 
Professor Axel Gerhardt. After finishing her 
studies, she worked as a freelancing violinist in 
Berlin for five years, regularly playing with the 
Berlin Philharmonic Orchestra, Deutsche Opera, 
and Deutsche Symphonieorchester. Hrabba also 
participated in a world tour with the Icelandic 
pop artist Björk, and a Germany tour with violin-
ist Nigel Kennedy.

In 2004, Hrabba moved to New York, where she 
played on a regular basis with the Metropolitan 
Opera, New York City Opera, Orchestra of St. 
Luke’s and New Jersey Symphony Orchestra 
among other orchestras.

Since August 2008, Hrabba has been based 
in Berkeley, California, where she has been 
performing as a soloist as well as with various 
ensembles, such as The New Century Chamber 
Orchestra, The Left Coast Chamber Ensemble, 
The Empyrean Ensemble, The ECO ensemble 
and the San Francisco Contemporary Music 
Players to name a few.

Keisuke Nakagoshi, pianist, began his 
piano studies at the age of ten, arriving in the 
United States from Japan at the age of 18. Mr. 
Nakagoshi earned his Bachelors degree in 
Composition and Masters degree in Chamber 
Music from the San Francisco Conservatory of 
Music. Graduating as the recipient of multiple 
top awards, Keisuke was selected to represent 
the SFCM for the Kennedy Center’s Conservatory 
Project, a program featuring the most promising 
young musicians from major conservatories 
across the United States.

Mr. Nakagoshi has performed to acclaim on 
prestigious concert stages across the United 
States, including the Kennedy Center, Carnegie 
Hall, the Hollywood Bowl, and Davies Symphony 
Hall in San Francisco. He has received training 
from some of the most celebrated musicians of 
our time – Emanuel Ax, Gilbert Kalish, Menahem 
Pressler, Robert Mann, Paul Hersh, David 
Zinman – and enjoys collaborating with other 
accomplished musicians such as Lucy Shelton, 
Ian Swensen, Jodi Levitz, Robin Sutherland, 
Lev Polyakin, Axel Strauss, Mark Kosower, Gary 
Schocker and also conductors such as Alasdair 
Neale, George Daugherty, Nicole Paiement, 
Michael Tilson Thomas and Herbert Blomst-
edt.  Mr. Nakagoshi is Pianist-in-Residence at 
The San Francisco Conservatory of Music and the 
award winning Opera Parallele. He resides in 
San Francisco.
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the texture blooms into expressive fragments for all the instruments over rippling 
arpeggios from the piano.  The contrasting section is a more extended expressive 
melody over light off-beats, first heard in the piano.
The vivacious finale returns to the rhythmic games of the scherzo, combining 
material that moves in a fast, waltz-like triple meter with figures that are only half 
as fast. While the different rhythms are juxtaposed in the scherzo, they are initially 
presented simultaneously in the last movement. Subsequent sections allow both 
the fast waltz tempo and the broader figures to be presented on their own and used 
for rhapsodic melodies. All metric confusion disappears at the end for the brilliant 
conclusion. The entire work justifies the composer Albert Roussel’s description of it 
as displaying “youthful inspiration, freshness of thought, and intense vitality.” 

— 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 
principal cellist at the Mendocino Music 
Festival and performs and teaches at the SoCal 
Chamber Music Workshop.

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 was 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 
Schlern and Orfeo Music Festivals (Italy). Susan 
teaches and performs at the Mendocino Music 
Festival and the SoCal Music Workshop.
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The piano played a particularly central role in Fauré’s compositions. He was best 
known for songs and solo piano works, and, with the exception of his final work, a 
string quartet, all of his chamber music includes piano. Fauré, however, was trained 
and made his early career as a church organist, and his keyboard writing tends 
to avoid a soloistic or bravura approach to the instrument. The piano parts in his 
chamber music are technically difficult, but these difficulties are in the service of col-
laborative musical textures. Fauré’s extremely flexible harmonic language, in which 
any given sonority is familiar, and the links between the sonorities are logical, but 
the resulting journeys are surprising and wondrous, also probably grew out of an 
organist’s facility with improvised modulations.
The first movement can be heard as following sonata form, but it probably makes 
more sense to describe it as being made up of a small number of very distinct 
themes and textures that are mixed and matched throughout the movement. The 
main idea is an expansive melody first presented by the viola, over driving sixteenth 
notes from the piano (note that the piano is playing a motoric figure with repeated 
notes, not more idiomatic and conventional arpeggios). After this melody is passed 
back and forth between the string instruments, a new section is announced by a 
short, but assertive, passage for the strings alone. While the opening is lush and 
Romantic, the following section provides a strong contrast. The melodic material 
is now made up of large and awkward leaps, the piano accompaniment shifts to 
stumbling off-beats, and the harmonic language becomes more wayward, shifting 
quickly to distant chords and occasionally featuring harmonically ambiguous whole-
tone scales. Both of these sections do return later in the movement, but much of 
the rest of it is devoted to combing the themes, and presenting them over different 
accompaniment figures. In particular, a section in the middle of the movement 
mixes all of the thematic material while the piano accompaniment relaxes into trip-
lets, making the tempo seem slower (and, in practice, this section often is played 
a little under tempo). Like all of the movements in the Quintet, the first movement 
ends securely in the major mode.
The start of the second movement, a lightning-fast scherzo, seems initially as if it 
will be about the scintillating scales tossed between piano and strings, but this 
quickly is balanced by a lyrical idea that feels slower than it is, as it moves in half 
notes rather than quarters.  Rather than keeping his material compartmentalized 
into the conventional scherzo/trio format, Fauré freely combines his ideas and 
textures, frequently allowing the rapid scales to mix with the singing contrasting 
melody. 
The achingly nostalgic slow movement suggested “arms stretched out towards a 
past that is never to return” to the composer Charles Koechlin. In this movement, 
Fauré works with larger sections that remain distinct. The opening is a sort of 
harmonically lush hymn for the strings, packed tightly in their lower registers (the 
melody begins in the viola, and is continued by the first violin). The piano joins, and 


