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Program Notes 
Schumann, Papillons—Schumann’s first set of character pieces 
for piano, Papillons, may be regarded as a sort of study for the better-
known Carnaval (1833-1835). Both are musical representations of 

PROGRAM 
Robert Schumann        (June 8, 1810 - July 29, 1856)            
 Papillons, Opus 2     (1831)        

Frédéric Chopin                                   (March 1, 1810 - Oct. 17, 1849)                          
 Nocturne No. 1 in B♭                      minor,  Opus 9, No, 1  (1830)  

Johannes Brahms       (May 7, 1833 - April 3, 1897)  
 Intermezzo, Opus 117, No. 2  (1892)   
 Ballade, Opus 10, No. 4  (1854) 
Frédéric Chopin                  (March 1, 1810 - Oct. 17, 1849) 
  3 Mazurkas       
  Opus 6,  no. 1, F# major  (1830)   
  Opus 7, no. 2, A major  (1830)   
  Opus 13, no. 4, A major  (1832) 

Wolfgang Amadeus Mozart          (Jan 27, 1756 - Dec 5, 1791)  

 Rondo in F major,  K. 494    (1786) 
Johannes Brahms              (May 7, 1833 - April 3, 1897) 
 Intermezzo, Opus 116, No. 6 (1892)    
 Capriccio, Opus 76, No. 8 (1878) 
Bohuslav Martinů      (Dec 8, 1890 - Aug 28, 1959) 
 Chanson, from “Film en Miniature" (1929) 

Carl Banner, piano

festival scenes and involve multiple characters and 
dance-sequences; Schumann, in fact, reworked 
elements of Papillons for use in the later work. The 
concept for Papillons was apparently suggested to 
the composer by Jean Paul Richter's novel 
“Flegeljahre” (Age of Indiscretion); originally, each 
of the 12 pieces had a title that made reference to 
that earlier literary work, but Schumann removed the titles before 
publication. Precisely why the work was ultimately titled Papillons 
(Butterflies) has never been explained; yet the suggestion of airiness and 
flight is clearly borne out by the music.. In keeping with its origin as 
music for a festival or ballroom scene, it is a set of dance pieces, 
mostly waltzes. Even at this early stage in his compositional career, 
Schumann's craft can hardly be called commonplace. The conclusion of 
Papillons is considered by many to be the composer's first 
masterstroke. Atop a 26-bar pedal point on low D—an extraordinary 
gesture for a work written before the introduction of the modern 
sostenuto pedal—Schumann combines a fragment from the 
"Grossvaterlied" with the waltz melody that opens the work. Six 
accented notes represent the striking of a clock (Schumann inscribed 
on the score, "The clamor of the carnival dies away, the clock in the 
tower strikes six"), after which the pianist executes a remarkable 
diminuendo effected by the removal of notes, one at a time, from a 
sustained dominant-seventh chord. The party-goers disappear as the 
sound gradually vanishes into nothingness. 

Blair Johnston (abridged)

Chopin: Nocturne. This nocturne has a rhythmic 
freedom that came to characterise Chopin's later 
work. The left hand has an unbroken sequence of 
eighth notes in simple arpeggios throughout the 
entire piece, while the right hand moves with 
freedom in patterns of seven, eleven, twenty, and 
twenty-two notes. 

The opening section moves into a contrasting middle 
section, which flows back to the opening material in a transitional 
passage where the melody floats above seventeen consecutive 

https://www.allmusic.com/artist/schumann-mn0000692077
https://www.allmusic.com/artist/schumann-mn0000692077
https://www.allmusic.com/artist/schumann-mn0000692077
https://www.allmusic.com/artist/schumann-mn0000692077
https://www.allmusic.com/artist/schumann-mn0000692077
https://en.wikipedia.org/wiki/Eighth_note
https://en.wikipedia.org/wiki/Arpeggio
https://www.allmusic.com/artist/schumann-mn0000692077
https://www.allmusic.com/artist/schumann-mn0000692077
https://www.allmusic.com/artist/schumann-mn0000692077
https://www.allmusic.com/artist/schumann-mn0000692077
https://www.allmusic.com/artist/schumann-mn0000692077
https://en.wikipedia.org/wiki/Eighth_note
https://en.wikipedia.org/wiki/Arpeggio


should be played with the most intimate sentiment but without making 
the melody too marked. The deliberately muted delivery of this 
mournful song may be interpreted at two possible levels: it might be 
seen as homage to a composer whose song was already 
approaching extinction; or it might also be a clandestine love song 
from the emergent composer to a woman who could never be his 
bride. When the opening theme makes its second appearance it is 
followed by a chorale-like transformation in which the mood becomes 
that of a requiem for the composer's doomed friend. By the time the 
second theme reappears it is as if all hope has been finally 
abandoned. At the close the warm opening song makes two vain 
attempts to break through the gloom, only to be submerged each time 
in an atmosphere of grimly controlled despair and sadness.  

              Brian Chapman

Intermezzo, Opus 116, “Fantasien.” The final 
Intermezzo of Opus 116 is written in the key of E major. As 
Brahms was so often inclined to do, he here presents the 
melody of this charming Andantino teneramente in the middle 
of the harmonic texture, which only during brief moments 
soars upward into the highest voice just to fall back into its 
subordinated position. Alongside this melody, a secondary 
idea, that of thirds moving stepwise in contrary motion, 
emerges and results in many interesting harmonies throughout 
the course the opening section. Contrasting the dreaming E 
major tune is a central episode in G-sharp minor. A new 
melody, with a descending contour but with faint echoes of 
the previous tune, is accompanied predominantly by the 
descending thirds motif, manifested as broken triads on a 
triplet rhythm. From its quiet close, the episode transitions 
with ease back into an abbreviated reprise of the initial E 
major melody. A beautiful passage in thirds on a Neapolitan 
harmony presages the melody’s final cadence and an equally 
enchanting, though fleeting, reprise of the episode’s theme 
now ingeniously transplanted into the tonic key, leads into the 
delicate, serene final tonic chord. 

Abridged (Author unknown)

bars of D-flat major chords. The reprise of the first section 
grows out of this, followed by a Picardy third ending. 

Three Mazurkas. Since Chopin's mazurkas connect to the 
already established traditional Polish mazurka, some of the 
characteristics of the genre remain the same in his interpretation. For 
example, both the traditional mazurka and Chopin's version contain a 
great deal of repetition. This can mean repetition of a single measure 
or small group of measures, repetition of a theme, or even repetition 
of an entire section. This repetition makes sense in the traditional 
dance for the repeat of a certain section of the actual dance; even 
though Chopin did not compose his mazurkas so they could be 
danced to, it is clear Chopin kept the original form in mind. 
Furthermore, many of the rhythmic patterns of the traditional 
mazurka also appear in Chopin's compositions so they still convey 
the idea of a dance, but a more "self-contained, stylized dance 
piece." In keeping with this idea, Chopin did try to make his mazurkas 
more technically interesting by furthering their chromaticism and 
harmony, along with using classical techniques, such as counterpoint 
and fugues. In fact, Chopin used more classical techniques in his 
mazurkas than in any of his other genres. One of these techniques 
is four part harmony in the manner of a chorale. 
Brahms. Intermezzo, Opus 117. The second 
Intermezzo, in B flat minor, wrings music of plaintive 
delicacy from a simple falling arpeggio figure that melts, 
with fluid grace, through a succession of tonalities: and 
the piece traces a miniature sonata design, with a more 
smoothly flowing second subject in D flat. Development 
and reprise merge into one another through spiraling 
arpeggio figuration: the coda finally imposes tonal 
stability in the shape of an uneasy pedal F, over which the second idea 
dies away. 

Calum MacDonald

Ballade, Opus 10. A comforting warmth, tinged with nostalgic 
regret, pervades the pure song with which the Fourth Ballade opens. 
The second theme-marked Più Lento with instructions that the piece 

https://en.wikipedia.org/wiki/Picardy_third
https://en.wikipedia.org/wiki/Theme_(music)
https://en.wikipedia.org/wiki/Chromaticism
https://en.wikipedia.org/wiki/Counterpoint
https://en.wikipedia.org/wiki/Fugue
https://en.wikipedia.org/wiki/Chorale
https://en.wikipedia.org/wiki/Picardy_third
https://en.wikipedia.org/wiki/Theme_(music)
https://en.wikipedia.org/wiki/Chromaticism
https://en.wikipedia.org/wiki/Counterpoint
https://en.wikipedia.org/wiki/Fugue
https://en.wikipedia.org/wiki/Chorale


Capriccio, Opus 76, No. 8.  After a 13-year hiatus from 
works for solo piano, Brahms returned to that genre with his Opus 
76, of which the Capriccio in C major is the capstone. Rife with 
dissonance and harmonically unsettled throughout, this capriccio 
conclude the Opus 76 Klavierstücke with fitting ambiguity.  
Mozart, Rondo in F major—For a rondo, 
Mozart’s No. 2 in F major has a fairly complex 
structure, eschewing the more common A-B-A-C-A 
pattern or close variants on it. Instead, it follows the 
scheme A-B-A-C-D-A-E-A-B'-(A). But for all of 
its seeming complexity, the work conveys a sense 
of innocence and simplicity of character, its 
moods generally light, transformations from one section to 
another subtle and seamless or deftly pointing up contrast, and 
the music on the whole direct and charming. Mozart added a 
cadenza to this rondo in 1788 and used this new version as the 
finale to his Piano Sonata in F major (K. 533). The main theme 
of the Rondo is playful and filled with childlike innocence, the 
melody line delicately played in the upper register. Soon, the 
work takes on a slightly more muscular manner and even 
darkens a bit. Later—about midway through—the music turns 
somewhat stately and serious in mood. Still, it never quite sheds 
its chipper playfulness throughout the transformations, and the 
main theme makes several spirited re-appearances, bringing 
along much sunshine. The closing statement of the theme 
appears in the lower register, sounding cleverly oafish and quite 
charming. This work typically has a duration of around six 
minutes, a half-minute or so longer with the cadenza. 
Martinů, Chanson—Martinů was fascinated with 
the world of popular culture of the period between 
the World Wars, and wrote more than 200 songs 
during his years in Paris before World War II. Among 
them are a set of six popular-jazz songs from 1925 
to accompany the film “Film en Miniature,” the song 

Marilyn Banner. Marilyn is the 
artist whose music-related paintings 
grace the cover of these programs 
each month. She is a rising star among 
the artists who work in the “encaustic 
medium” in the DC area. Spend a little 
time browsing her works here and on her web site at 
marilynbanner.com. Marilyn has participated in many 
individual as well as juried shows of her work, in the DC area 
and in New York. Also, her work is featured in the recently 
published Encaustic Art in the 21st Century by Anne Lee. 

THE ARTIST 
Carl Banner, piano, is founder and co-director, 
with artist Marilyn Banner, of Washington Musica 
Viva. A musician since childhood, Banner studied 
with Harold Zabrack, Leon Fleisher and Leonard 
Shure, among others, and performed as soloist with 
the St. Louis Symphony in 1962. He continued to 
perform regularly while earning a PhD in cell biology 
from Harvard University in 1982. He retired from his administrative 
position at NIH in 2004 in order to devote full time to music. With 
Musica Viva he has performed at the Embassies of the Czech 
Republic, Germany, Austria, Lithuania, Denmark, Israel, and the 
European Union, as well as at the Kennedy Center's Millennium 
Stage and the Czech Center in DC, and at the Donnell Library and 
the Brooklyn Conservatory in New York.

“Chanson” being the fifth of the six piano pieces Martinů 
composed for the film.
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Washington Musica Viva produces high quality, 
unpretentious public performances of a broad range 
of classical, jazz-based, and contemporary chamber 
music. WMV began as a monthly multi-disciplinary 
performance series in the Kensington studio of 
visual artist Marilyn Banner. Now in our 16th 
season, WMV has produced more than 200 
programs, including performances at the Kennedy 
Center's Millennium Stage, the Czech Center in NY, 
the Embassy of the Czech Republic, the Embassy 
of Austria, Busboys and Poets,Twins Jazz Club, 
and the Brooklyn Conservatory. WMV is directed 
by pianist Carl Banner. Participants include 
professional musicians from Washington, 
Baltimore, New York, and elsewhere. 

Washington Musica Viva, Inc. is a 501(c)(3) 
organization, and all contributions are fully tax-
deductible. WMV can be reached at 301-891-6844 
or dcmusicaviva@verizon.net. Our mailing 
address is WMV, 7502 Flower Ave, Takoma Park, 
MD 20912.

Program design by Hugh Haskell 
Suggestions for improvement welcome at haskellh@verizon.net
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