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Please save these dates!

2024-2025 Concert Series

PALO ALTO CONCERTS 
Friday, October 11, 2024 7:30 PM
St. Mark’s Episcopal Church, Palo Alto
Sunday, January 26, 2025, 4:00 PM
First Congregational Church, Palo Alto
Friday, May 2, 2025, 7:30 PM
St. Mark’s Episcopal Church, Palo Alto

SAN FRANCISCO CONCERT 
Sunday, October 13, 2024, 4:00 PM
Old First Church, San Francisco

PALO ALTO SUNDAY SALONS 
St. Mark’s Episcopal Church Social Hall, Palo Alto
Sunday, October 6, 2024, 4:00 PM 
Sunday, January 19, 2025, 4:00 PM 
Sunday, April 27, 2025, 4:00 PM

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)
Randall & Jennifer Browleit 
Esther & Walter Hewlett

VIRTUOSO’S CIRCLE
($2,500-$4,999)
Mimi & Jim Van Horne

GUEST ARTIST’S CIRCLE
($1,000-$2,499)
Anne Baldwin
Martha & Iraj Dehnow
Mark Faigenbaum
David & Betsey Fryberger
Susan Schaps & Robert Shelton 

COMPOSER’S CIRCLE
($500-$999)
Erik Ambjor
Lisa & Matt Chanoff 
Jane Johnson
Joyce Kleiner
Luis Trabb Pardo & 
  Sharmon Hilfinger
Becky & Larry Reed
Lee & Maria Shahinian

PRINCIPAL’S CIRCLE
($250-$499)
Marda Buccolz 
Francis & Christine Currie
Derek Katz
Andrew Lan
Rosendo J. & Leslie O. Pont
Stephen & Judith E. Rock 
Robert R. & Susan W. Ritz

Phil & Sara Salsbury
Michael & Leslie Schroeder
Bob Zipkin & Pam Lampkin

PATRON’S CIRCLE
($100-$249)
Joanne & Peter Carey	
Linda & Roger Dahlberg	
Alfred & Elizabeth Dossa	
Charles Eddy	
Tom & Nancy Fiene	
Stephen Harrison & Susan Freier	
Rachel Gage	
David & Louise Harrison	
Dr. Harry & Mrs. Susan Hartzell	
Leonard Heil	
Dr. Leo J. Kadejian	
Marc Levensen	
Yun & Ding Lu	
Carol Mukhopadhyay	
Bonnie Packer	
Anne Prescott	
Sean and Joy Wu

FRIEND’S CIRCLE
(UP TO $99)
Joanne & Peter Carey
Charles Eddy
Paul & Marijane Chestnut
David Featherstone
Peter & Sonia Lobban
Janis Mattox
Teresa T. Merchant
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
Randall Broweleit 
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, 2023 - April 27, 2024)

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



IVES COLLECTIVE
Fritz Gearhart, violin; Susan Freier, violin/viola; Clio Tilton, viola
Evan Buttemer, viola; Stephen Harrison, cello; Gwen Mok, piano

Quatuor  (1919)	 Germaine Tailleferre	
		  (1892-1983)	
	 Modéré
	 Interméde
	 Final. Vif  - Un peu lent
           

Piano Quartet No. 1 in G Major  (1857)	 Emilie Mayer	
		  (1812-1883)	
	 Andante - Allegro   
	 Adagio
	 Scherzo
	 Allegro 

Intermission

String Quintet in C Major, K.515  (1787)                  Wolfgang Amadeus Mozart		
		  (1756-1791)	
	 Allegro
	 Menuetto (Allegretto)– Trio 
	 Andante 
	 Allegro 
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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
Randall Broweleit 
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.

_______________________



Quatuor 	 Germaine Tailleferre 
Like the first version of the Germaine Tailleferre’s Piano Trio, which the Ives 
Collective presented last season, her String Quartet is a very early work. Tailleferre’s 
student years were both brilliant and colorful.  She began her studies at the 
Conservatoire at the age of 12, although initial opposition from her father caused 
her to attend her lessons in secret, sometimes taken there by the very nuns who 
were supposed to be instructing at a Catholic boarding school. Her many prizes at 
the Conservatoire mollified her father to the extent that she could openly attend, 
but he refused to financially support her, and she had to give music lessons from an 
early age. In addition to her musical triumphs, she was interested in aviation, and 
earned her pilot’s license at 21. There is also a story in her memoirs in which she, 
her younger brother (an aviator in the French Air Force), his commanding officer 
and (most improbably) her counterpoint teacher ascended in a hot air balloon on 
a stormy night in 1913, landing in a cow pasture in the middle of the night in the 
midst of a driving rain storm.  Tailleferre’s studies were functionally ended by the 
Great War, as her composition class first shrank to four students and then was can-
celled altogether.
Quatuor began life as a two-movement Sonatina for Strings, composed in 1917. 
This version was premiered by an all-female string quartet in January, 1918, and 
was one of her very first works to be played in public. Tailleferre added a third 
movement in 1919. Although the third movement was not composed all that much 
later than the rest of the quartet, it is both about as long as the previous two move-
ments combined, and in a rather different style. The first movement is in a three-
part form, with the outer sections constructed by a simple, folk song-like melody 
passed from instrument to instrument and accompanied by pungent harmonies. 
The middle section is more expressive. The second movement, a fleet scherzo 
played with mutes, has a similar structure. Here, the outer sections find the quartet 
playing the dance-like rhythms together, while the middle section while the middle 
section again more flowing and expressive IS again more flowing and expressive, 
with legato melodies over murmuring accompaniments. The vigorous final move-
ment is initially based on an obsessively repeated rhythmic figure. Subsequent 
sections include both hints of ragtime rhythms and flowing melodies against shim-
mering arpeggios played with bouncing bows.  

Piano Quartet No. 1 in G Major 	 Emilie Mayer  
The Ives Collective Women’s Work project has presented many wonderful and 
underappreciated pieces over the last two seasons, but perhaps none of the fea-
tured composers has needed to have been rescued from as deep and lengthy an 
obscurity as Emilie Mayer. Her name was largely unfamiliar even to professional 
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EVAN BUTTEMER, viola, performs with a 
diverse array of Bay Area ensembles. He 
is currently principal viola of the Stockton 
symphony, and plays as a substitute with the 
Santa Rosa symphony, the Oakland symphony, 
the California symphony, and the San Francisco 
Symphony. 

Evan is also an active chamber musician, and 
has focused on chamber music from a young 
age. He earned his graduate degree in Cham-
ber Music performance at the San Francisco 
Conservatory of Music. He also has a keen 
interest in contemporary music, and performs 
with ensembles such as Opera Parallel, Wild 
Rumpus, and the San Francisco Contemporary 
Music Players.

Evan enjoys occasional forays from the classical 
realm. He is a frequent studio recording artist 
for albums, video game scores, and movie 
soundtracks. He is an original member and 
frequent performer with the Magik*Magik 
orchestra, and has toured North America with 
Mohammad-Reza Shajarian, an 'Ostad' or 
master of traditional Persian music.

Born in New York City, Gwendolyn Mok, 
piano, has appeared in many of the world’s 
leading concert halls, including the Barbican, 
Carnegie Hall, the Kennedy Center, Avery Fisher 
Hall, Alice Tully Hall, Davies Symphony Hall, 
and the Hong Kong Performing Arts Center. 
She is frequently invited to play and record 
with major international orchestras, such as 
the London Symphony, the Philharmonia, the 
Hong Kong Philharmonic Orchestra, the Beijing 
Philharmonic Orchestra and the Residency 
Orchestra of the Hague.

Ms. Mok began her studies at the Juilliard 
School of Music, completed her undergraduate 
work at Yale University, and earned her Masters 
and Doctorate at the State University of New 
York at Stony Brook. She is currently Coordinator 
of Keyboard Studies at San Jose State University 
and maintains a busy performing and record-
ing schedule. Ms. Mok is a recording artist for 
Nonesuch/Elektra, Musical Heritage Society, 
Musician Showcase Recordings, Cala Records, 
and EMI. 

As a chamber musician, Ms. Mok appears reg-
ularly in the San Francisco Symphony Chamber 
Music Series, as well as in the San Jose 
Chamber Society and the Sacramento Chamber 
Society series. A popular soloist with the 
Symphony Silicon Valley, Ms. Mok co-produced 
and appeared in four sold-out performances of 
The Gershwin Radio Hour. In 2016 Ms. Mok was 
named President’s Scholar by San Jose State 
University, the highest honor given to an out-
standing faculty member for their scholarship 
and research. She was also presented a Lifetime 
Achievement Award in 2019 by the California 
Association of Professional Music Teachers 
Association.
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musicians and scholars for most of the 20th century, until a modest revival begin-
ning in the 1980s. The piano quartet on this program was not published in Mayer’s 
lifetime, and existed only in a single manuscript copy in the archives of the Berlin 
State Library, where it lay unplayed and unheard until it was performed and pub-
lished in 2012.
What little biographical writing there is about Mayer tells the story of a late-bloom-
ing and prolific composer, whose compositions met with public acclaim filtered 
through the heavily sexist attitudes of the day. Indeed, Mayer spent almost all of 
her first four decades in her birthplace of Friedland, a small agricultural town in 
central Germany. She seems to have stayed at home in her capacity as the unmar-
ried eldest daughter, taking care of her widowed father, who had become wealthy 
thanks to a monopoly on the local pharmaceutical business. Her father’s suicide in 
1840 left Mayer an independent woman of means, and she moved, first to Stettin 
(then Prussia, now Szczecin, in Poland), where she studied with the important song 
composer Carl Loewe, and then to Berlin, where she continued her studies with a 
classmate of Loewe’s, Adolf Bernhard Marx, a professor at the Berlin University who 
essentially invented music theory as we now know it. While in Berlin, she presented 
regular concerts of her compositions, including six symphonies premiered between 
1850 and 1862, and at least sixteen chamber works for strings or strings and piano.  
Mayer’s works were also performed (often in her presence) in Munich, Cologne, 
Vienna, Lyon and Brussels. She did encounter significant resistance, not only as 
a female composer, but as one who specialized in instrumental music, and used 
contrapuntal techniques, both considered to be male prerogatives at the time. She 
also encountered great difficulties in finding publishers for her compositions. Mayer 
was also a distinguished sculptor, and received a large gold medal from Queen 
Elisabeth of Prussia for her artistic efforts.
Mayer’s professional difficulties also reflect a poor match between her artistic direc-
tions and the musical communities with which she interacted. Berlin, as capital of 
the Kingdom of Prussia, was dominated by royal institutions.  The orchestra that 
would eventually become the Berlin Philharmonic was not founded until 1860.  
When she moved to Berlin, the main orchestral concerts were a handful given by 
the orchestra of the Royal Theater. There is no doubt that Mayer faced enormous 
obstacles as a female composer, but it is also true that there were no other success-
ful composers of orchestral music in Berlin, and that publishing symphonies wasn’t 
a viable economic proposition under any circumstances.
Mayer was able to hear her symphonic music because her orchestration teacher, 
Wilhelm Wieprecht, founded an independent orchestra in 1849 (two years after 
Mayer’s arrival in Berlin), and because Mayer had the financial means to hire the 
orchestra and put on annual concerts of her own music in the Berlin Royal Theater 
from 1850 to 1853. Her turn to chamber music later in the 1850s seems to reflect 
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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.

Freelance violist Clio Tilton delights in the 
diversity and excitement in her career. Seeking 
to share her gifts through both teaching and 
performing, she can be heard around the Bay 
Area in a wide range of groups: early music 
ensembles, symphony orchestras, and chamber 
groups.

Clio performs with the San Francisco Symphony, 
the San Francisco Chamber Orchestra, the San 
Francisco Contemporary Players, Oakland Sym-
phony, Berkeley Symphony, the American Bach 
Soloists, as well as other regional orchestras. 
Sought-after as a chamber musician, Clio has 
performed with the Friction Quartet, Classical 
Revolution, Candlelight Concerts, and is a 
founding member of the Chamber Music Society 
of San Francisco. She has recorded for Time 
Warner with the Camerata de Lausanne, and has 
also been heard in recordings with Shajarian, 
Geographer, and Meklit.

Fritz Gearhart, violin, has performed for audi-
ences from coast to coast. He has appeared in 
major halls in the United States including Alice 
Tully Hall, the 92nd Street Y and the Kennedy 
Center as well as several concerts in Weill Recital 
Hall at Carnegie. Internationally, Gearhart has 
performed in South Korea, Austria, Croatia, Spain 
and Germany.

His recordings are heard frequently on National 
Public Radio, including live broadcasts on WFMT 
Chicago, WQXR in New York and KQAC in Port-
land Oregon. Gearhart has also been featured on 
NPR’s nationally syndicated program Perfor-

mance Today. A sampling from the press: “…a 
sizzling performance…”(The Wall Street Journal), 
“…supple and imaginative…”(The New York 
Times),”…a superlative evening of musicmak-
ing…”(New York Concert Review), and “Gearhart 
is a bold assertive player…”(Strad).

Gearhart has recorded numerous compact discs 
for Albany, Koch Entertainment, Centaur Records 
and Bridge Records, as well as several live discs 
available on Spotify. Up until 2022, Gearhart 
spent much of his career teaching on the 
university level with positions at East Carolina 
University, Indiana University at South Bend, 
University of Oregon and University of Colorado 
Boulder. Recently he launched a music festival 
and nonprofit — the Redfish Music Festival on the 
southern Oregon coast.
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works were the G minor quintet, K. 516, and a transcription for string quintet of 
the C minor Serenade for wind octet, K. 388). Mozart published the pieces himself, 
and offered them by subscription, with the sales handled by Mozart’s friend and 
Masonic Brother Johann Michael Puchberg. Mozart owed Puchberg money, so the 
financial incentives behind the setup were clear, but, not surprisingly, the Viennese 
amateur players who had already struggled with Mozart’s recent quartets did not 
rush out to purchase the quintets. Mozart made a second attempt to sell subscrip-
tions before eventually selling the works to the local publisher Artaria.
Commercial failure aside, Mozart’s viola quintets are amongst his most glorious 
works, and demonstrate exactly the possibilities suggested by Czerny. To cite only 
a few examples, the opening of the first movement takes advantage of the extra 
inner voice to create a texture of repeated notes in the second violin and the violas, 
around which the first violin and the cello dance above and below, alternating 
arpeggios of short notes with brief lyrical figures. The long middle section of the 
movement uses the extra voice to create a complex five-voice contrapuntal texture 
in which all of the players share equally in the motivic work.  The movement also 
provides opportunities for the pair of violins to be answered by a pair of violas.  
There is considerable scholarly debate about the order of the middle movements, 
but the Andante (which will probably come second) is a sort of operatic duet for 
the first violin and the first viola, with the remaining three players constituting the 
accompaniment group. The violin and viola are in constant dialogue, sometimes 
singing, sometimes passionately sighing, in a manner strongly reminiscent of 
Mozart’s Sinfonie Concertante for violin, viola and orchestra. The Menuetto returns 
to grouping the instruments in pairs, and the last movement is a lively rondo, dom-
inated by the first violin, but not without frequent egging-on from the two violas.   

— Notes by Dr. Derek Katz

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 quar-
tet-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 art-
ist/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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a need to economize, as subsequent concerts were held in her own apartments 
and featured works for smaller ensembles. Mayer composed two piano quartets, of 
which the second (in E-flat major) was performed in Stettin 1860. The present piano 
quartet, in G Major, is earlier, and was probably composed sometime between 
1857 and 1860. Typically for Mayer, the piece is built from attractive and classically 
formed melodic material that is elaborated and decorated in ways more characteris-
tic of the mid-19th century, and displays many examples of her fondness for sudden 
plunges into unexpected keys. Of especial interest is the dramatic and operatic slow 
introduction to the first movement, and the deeply-felt Adagio movement, with a 
stormy middle section. Throughout, the piece displays the balance and formal clarity 
that could be expected from a student of Marx, who codified those very forms.

String Quintet in C Major, K. 515  	 Wolfgang Amadeus Mozart 
The string quartet has long been held up as a special genre, especially in the 
context of the Viennese Classical repertoire. Carl Czerny’s The School of Practical 
Composition, published in 1830 (three years after Beethoven’s death), described 
the string quartet as “the most refined, as well as the most difficult of all kinds of 
composition; as it presents all means for the creation of noble and original ideas,” 
and went on to assert that “the three greatest instrumental composers, Haydn, 
Mozart, and Beethoven have alike exerted all the powers of their genius in this 
form, and the numerous quartets of these masters, which alone would secure their 
immortality, remain imperishable models for all time.” Czerny felt that the addition 
of a second viola to the ensemble led to a piece identical in structure and tone to 
the quartet, but with additional possibilities of tone color and compositional inven-
tions.
At a time when chamber music was more the province of domestic amateurs than 
of professional performers, the quintet also offered social possibilities, as home 
ensembles could add a sibling or a friend. The string quintet’s place in amateur 
musical life is attested to both by the large (if now neglected) repertoire of quintets 
suited for domestic use by composers like Michael Haydn and Josef Mysliveček and 
by the many transcriptions for quintet of music for other ensembles. Beethoven, for 
instance, published versions for viola quintet both of a piano a trio and a wind octet, 
and even large choral works like Haydn’s oratorio The Creation were transcribed for 
quintet.
As is frequently the case with Mozart’s chamber music, his viola quintets seem 
to reflect either a significant misunderstanding of the abilities and desires of the 
Viennese amateurs that would have been his market, or (much more likely) a com-
plete disregard for his potential consumers. The quintet in C Major, K. 515, is from 
a group of three that was offered for purchase in Vienna in 1788 (the other two 


