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Radovan VlatkovícRadovan Vlatkovíc  HORN

One of the leading instrumentalists of his generation, 
Radovan Vlatković has travelled the globe performing 
extensively as a soloist and popularising the horn
as recording artist and teacher.

Born in Zagreb in 1962 he completed his studies with 
Professor Prerad Detiček at the Zagreb Academy of Music 

and Professor Michael Höltzel at the Music Academy in Detmold, Germany. Radovan 
Vlatković is the recipient of many first prizes in national and international competitions, 
including the Premio Ancona in 1979 and the ARD Competition in Munich in 1983 – the 
first to be awarded to a horn player for fourteen years. This led to numerous invitations to 
music festivals throughout Europe including Salzburg, Vienna, Edinburgh and Dubrovnik to
name but a few, the Americas, Australia, Israel, Korea as well as regular
appearances in Japan.

From 1982 until 1990 he served as Principal Horn with the Radio Symphony Orchestra Ber-
lin (now Deutsches Symphonie Orchester) under Maestros Riccardo Chailly and Vladimir 
Ashkenazy. From 1992 to 1998 he held the post of Horn Professor at the Stuttgart Musik-
hochschule. 1998 he became Horn Professor at the renowned Mozarteum in Salzburg. 
Since 2000 he holds the Horn Chair “Canon” at the “Queen Sofia” School in Madrid.
Radovan Vlatković has appeared as soloist with many distinguished symphony and 
chamber orchestras including the Bavarian Symphony Orchestra, Stuttgart Radio 
Orchestra, Deutsches Symphonie Orchester, Munich Chamber Orchestra, BBC Symphony 
Orchestra, City of Birmingham Symphony Orchestra, English Chamber Orchestra, Scottish 
Chamber Orchestra, Academy of Saint Martin in the Fields, Mozarteum Orchestra, 
Camerata Academica Salzburg, Vienna Chamber Orchestra, Santa Cecilia Orchestra Rome, 
Rotterdam Philharmonie, the orchestras of Berne, Basel and Zürich, the Lyon and 
Strassbourg Orchestras, NHK Orchestra, Tokyo Metropolitan and Yomiuri Orchestra, 
Adelaide and Melbourne Orchestras.

From 2000 – 2003 he has been Artistic Director of the September Chamber Music Festival 
in Maribor, Slovenia. He regularly performs with András Schiff, Heinz Holliger, Elmar Schmid 
and Klaus Thunemann. Very much in demand as chamber musician he has performed at 
Gidon Kremer’s Lockenhaus, Svyatoslav Richter’s December Evenings in Moscow, Oleg 
Kagan and Natalia Gutman’s Kreuth, Rudolf Serkin’s Marlboro, András Schiff’s Mondsee, 
Vicenza and Ittingen Festivals as well as Kuhmo, Prussia Cove and Casals Festival in 
Prades. Radovan Vlatković has participated in first performances of works by Elliott Carter, 
Sofia Gubaidulina, Heinz Holliger and several Croatian composers who have written 
concertos for him. In May 2008 he premiered the Horn Concerto written for him by 
Krzysztof Penderecki together with the Bremen Philharmonic and the composer 
conducting. There were further performances in Japan, Taiwan as well as in Poland for the 
occasion of the composers seventy-fifth birthday. Further performances are scheduled for 
Germany, Spain, Italy and Croatia as well as a performance in the Berlin Philharmonic Hall 
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Radovan Vlatkovíc  HORN

Soovin Kim   VIOLIN

Gloria Chien  PIANO

B E E T H O V E N
Horn Sonato Op. 17
 I. Allegro Moderato 
 II. Poco adagio, quasi andante
 III. Rondo: Allegro moderato 

R A V E L   
Violin Sonata No. 2
 I. Allegretto 
 II. Blues: Moderato
 III. Perpetuum mobile: Allegro

B R A H M S
Trio for Violin, Horn, and Piano Op 40
 I. Andante. Poco più animato
 II. Scherzo: Allegro
 III. Adagio mesto
 IV. Finale: Allegro con brio
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Gloria ChienGloria Chien   P IANO

Taiwanese-born pianist Gloria Chien has a diverse musical 
life as a noted performer, concert presenter, and educator. 
She was selected by the Boston Globe as one of its Superior 
Pianists of the year. She made her orchestral debut at the 
age of 16 with the Boston Symphony Orchestra with Thomas 
Dausgaard, and performed again with the BSO with Keith 
Lockhart. In recent seasons she has performed as a recital-

ist and chamber musician at Alice Tully Hall, the Library of Congress, the Phillips 

with his former Orchestra, Deutsches Symphonie Orchester under Vladimir Ashkenazy. In 
the season 2008/09 Vlatkovic continued his activity as “artist-in-Residence” with the Verdi
Orchestra in Milano.

Radovan Vlatković has received the German Critics Award for several of his discs. His 
numerous recordings include Mozart and Strauss Concertos with the English Chamber Or-
chestra and Jeffrey Tate, works by Saint-Saens with the Ensemble Orchestral de Paris and 
Jean-Jacques Kantorow, the Britten Serenade for tenor, horn and strings with Neil Jenkins 
and the Oriol Ensemble in Berlin, Concertos for two horns by Leopold Mozart and Fasch 
with Herrmann Baumann and Academy of Saint Martin in the Fields and Iona Brown. More 
recordings including chamber music have been issued by EMI, DECCA, Philips, Deutsche 
Grammophon, Teldec, Dabringhaus & Grimm and Denon labels.

In 2014 Vlatković was awarded an Honorary Membership of the Royal Academy
of Music (Hon RAM), an honour bestowed upon only 300 distinguished
musicians worldwide.

Radovan Vlatković plays a full double horn Model 20 M by Paxman of London.

Soovin KimSoovin Kim   VIOLIN

Violinist Soovin Kim enjoys a broad musical career regularly 
performing Bach sonatas and Paganini caprices for solo 
violin, sonatas for violin and piano ranging from Beethoven 
to Ives, Mozart and Haydn concertos and symphonies as 
a conductor, and new world-premiere works almost every 
season.  When he was 20 years old Mr. Kim received first 
prize at the Paganini International Violin Competition. He 

is the founder of the Lake Champlain Chamber Music Festival (LCCMF). He was bestowed 
an honorary doctorate by the University of Vermont for the LCCMF’s great contributions to 
its community. In 2020 he and his wife, pianist Gloria Chien, became Co-Artistic Directors 
of Chamber Music Northwest in Portland, Oregon. Mr. Kim devotes much of his time to his 
passion for teaching at the New England Conservatory in Boston.

Collection, the Kissinger Sommer festival, the Dresden Chamber Music Festival, and the 
National Concert Hall in Taiwan. She performs frequently with the Chamber Music Society 
of Lincoln Center and is an alum of CMS’s Bowers Program. In 2009 she launched String 
Theory, a chamber music series at the Hunter Museum of American Art in downtown 
Chattanooga that has become one of Tennessee’s premier classical music presenters. The 
following year she was appointed Director of the Chamber Music Institute at the Music@
Menlo festival by Artistic Directors David Finckel and Wu Han, a post she held for the next 
decade. In 2017, she joined her husband, violinist Soovin Kim, as Co-Artistic Director of 
the Lake Champlain Chamber Music Festival in Burlington, Vermont. The duo is the new 
Artistic Directors at Chamber Music Northwest, celebrating its 50th season, in Portland, OR. 
Ms. Chien received her bachelor’s, master’s, and doctoral degrees from the New England 
Conservatory of Music as a student of Russell Sherman and Wha-Kyung Byun. She is an 
artist-in-residence at Lee University in Cleveland, Tennessee and is a Steinway Artist.

PROGRAM NOTESPROGRAM NOTES

INTRODUCTION 
 The bookends of this evening’s program are two works originally written for the 
natural horn, the immediate predecessor of the modern, valved horn. While it is beyond the 
scope of these notes to delve into the technical aspects of the earlier instrument, readers 
may be interested to know that playing all the notes in the chromatic scale was only possible 
if the player inserted the right hand into the bell of the horn and carefully manipulated the 
flow of air exiting the instrument (called “stopping”). As a result, notes had different colors 
and strengths, a fact that challenged composers and performers alike. For a performance 
that demonstrates the sounds of the natural horn, please follow this link: https://youtu.be/
rnLZeUC21rM?t=100. 
 The final two works on the program have two features in common. First, they 
include both the piano and the violin. Second, they are associated with times of grief in the 
lives of their respective composers. While Ravel’s sonata may be seen as part of his emer-
gence from the grieving process, Brahms seems to write his trio as a way of expressing the 
emotions that accompany the loss of a loved one.  

Share String Theory with 
friends and family this 
season!
Mini-Subscriptions are now 
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BEETHOVEN: Horn Sonata, Op. 17

 Ludwig van Beethoven (1770-1827) wrote his only sonata for horn and piano after 
hearing a performance in Vienna by the Bohemian horn player Giovanni Punto (1746-1803). 
By all accounts, Punto was a master of the “stopping” technique described above, having 
studied with its developer and teacher, A. J. Hampel (1710-1771). Punto (neé Jan Václav Stich) 
travelled all around Europe popularizing this novel way of playing the horn, apparently to 
great success. Beethoven was so impressed that he wrote the horn part of the sonata and 
premiered it with Punto in 1800, improvising the piano part at the first performance.
 To open the sonata, Beethoven writes a musical figure that reminds the listener 
of the horn’s long association with hunting. This motive ends with what brass players call a 
“pedal tone,” a very low pitch that highlighted Punto’s skillful technique (and that of the mod-
ern player). The first movement unfolds as a typical sonata form in which the second theme 
features repeated notes and octave leaps. Listeners may also identify a flurry of descending 
triads that signal the closing theme. Beethoven uses more pedal tones to finish the move-
ment.
 The dotted rhythms of the brief second movement, cast in minor mode and slow 
tempo, proceeds without pause to the cheerful rondo with which the sonata ends. Here, 
Beethoven’s thematic materials draw from the first movement to unify the sonata. We hear 
dotted rhythms, prominent in both previous movements, in the finale’s opening refrain and 
repeated notes that remind us of the first movement’s second theme. The coda seems to 
drive toward the ending, at one point including a brilliant chromatic scale in the piano that 
spans more than four octaves. As if changing his mind, Beethoven slows the motion to set 
up the triumphant final phrase.

RAVEL: Violin Sonata No. 2

 Like many who are involved in battle, Maurice Ravel (1875-1937) fell into depres-
sion following the World War I, a condition that was intensified by the death of his mother 
shortly thereafter. The composer’s musical output stalled, and he missed deadlines for many 
commissions, including the sonata for violin and piano heard on the present program. An-
other likely explanation for the delay was his feeling about the piano and violin, viewing 
them as “essentially incompatible instruments, which not only do not sink their differences, 
but accentuate incompatibility to an even greater degree [when played together].” It took 
Ravel no less than five years to complete the work, which was eventually premiered in 1927 
at the famed Salle Érard in Paris by the Romanian violinist and composer George Enescu 
with the composer at the piano. 
 Even though sharing the craftsmanship and some of the harmonic materials of ear-
lier music by Ravel, the style of the sonata they presented, was different from the boisterous 
Impressionism that characterized the composer’s earlier works like La valse. Instead, the so-
nata explores the barer, neoclassic side of Ravel’s musical language with a linear approach 
first heard as a meandering melody in the piano. Though the melody with which the violin 
answers is firmly in the tonic key of G major, the piano part has no such foundation. For some 

time, much of the piano’s material remains in its upper register, giving the opening a rather 
otherworldly feeling. As if to bring the listener back to earth, Ravel interrupts the mood with 
a fanfare-like figure in the piano’s middle register. This gesture returns throughout the move-
ment, serving as a kind of anchor in the roughly seven minutes of music that follow. Surpris-
ingly, the freely conceived sonata form offers little stability; however, the architecture, like 
much of Ravel’s music, seems clear, progressing towards a climax (roughly four minutes into 
the movement) that culminates with tremolos in the violin. The movement closes peacefully 
on an open fifth, an interval that figures prominently at numerous places before this, above 
the tonic of G.
   The pizzicato chords that open the second movement give the impression that 
tonal stability has finally been achieved, since they hover around G for the first eight mea-
sures. Almost snidely, the piano calls this into question with music that seems to center 
around A. This technique, called “bitonality” by music theorists, calls to mind the works of 
Darius Milhaud (1892-1974), whose ballet Le creation du monde Ravel heard in 1923 during 
the gestation period of this sonata. Even more telling is the fact that Milhaud’s music was 
inspired by a visit to America, where he heard its brand of jazz for the first time.
 This is not to imply that the sole inspiration for Ravel’s “Blues” heard here was Mil-
haud. Quite the contrary, jazz—though with a French accent—was all the rage in Paris in the 
1920s, influencing and being influenced by many classical composers, including Debussy, 
Stravinsky, and Ravel. Ravel’s approach in this sonata includes blue notes, syncopated rhyth-
mic figures later associated with the music of George Gershwin, and stylized slides by the 
violin. The climax of this movement resembles a jam session just on the verge of losing 
control. Abruptly, the mayhem subsides with a return to the violin’s first theme.
 Of course, short slides, while possible on the violin, can only be approximated 
on the piano with grace notes; in this case, they are short notes just before the beat. Ravel 
uses these to open the final movement of his sonata, providing connections to both previ-
ous movements. In fact, scholars have pointed out that all the musical materials of the third 
movement come from earlier in the sonata. These themes play out in “perpetual motion,” 
so called because of the unrelenting sixteenth-note rhythm that begins in measure 15 of the 
movement. Fortunately, Ravel provides a variety of colors and textures to compliment the 
driving rhythm, not only in the piano, but also with techniques that change the timbre of the 
violin, like bowing over the fingerboard and playing only on the G string. Listeners familiar 
with earlier works by the composer may recognize the extended chords, waltz rhythms and 
hemiola, which feature prominently in this dazzling finale.  

BRAHMS: Horn Trio, Op. 40

 In the spring of 1865, Johannes Brahms (1833-1897) vacationed in one of his favor-
ite retreats near Baden-Baden and Germany’s Black Forest. As was his custom, the com-
poser took morning walks in the woods and then returned to his lodging to compose for 
several hours before lunch. Brahms later recounted to a friend that the opening melody to 
his Trio for Horn, Violin, and Piano occurred to him “on wooded heights among fir trees” on 
one such walk.



 Earlier that year, Brahms’s mother died, just two days before the composer was 
able arrive to say his last goodbye. Even though most writers point to the emotional third 
movement of this trio and the Requiem as elegies to his mother, the doleful half steps and 
dark mood of the opening movement easily suggest the same somber mood.
 Rather than use his forest-inspired melody as the first theme of a traditional sonata 
form, Brahms uses it to initiate a rondo-like structure in which the duple meter tune—with 
the beats divided by twos—alternates with sections in slightly faster triple time. The latter 
parts feel more animated because of faster tempos and division of the beats by threes. 
Interestingly, this is the only chamber work by Brahms that does not begin with a movement 
in sonata form.
 Another signal that this work holds special significance for the composer is the use 
of the natural horn. Seen at the time as an unthinkable choice for chamber music, especially 
with its potential to overpower the violin, Brahms may have been returning mentally to the 
days of his childhood, remembering his father’s playing of the instrument, and teaching his 
son to do the same. The younger Brahms reached sufficient proficiency to play principal 
horn in a local orchestra during his teen years.
   Regardless of his reasoning, the lush tone of the horn serves the mood of the 
opening movement well, engaging in conversation with the violin, both of which amply are 
supported by the piano, often in its lower register. Nowhere is this more poignant than in 
the waning moments of the coda, where half-steps sound in the lowest octave of the instru-
ment.
 Raising both the pitch and tempo, Brahms projects quite a different attitude in 
the jaunty scherzo. Though present in the opening movement, the use of hemiola (shifting 
between grouping of three and twos in close juxtaposition) and metric displacement (tem-
porarily shifting the strongest beat of a measure) are on full display here, as in many other 
works by the composer. The contrasting trio suggests a brief return to melancholy, but this 
is dissipated when the scherzo’s opening returns.
 Just as quickly as it had abated, the sadness of the opening movement returns, 
this time to an even darker emotional place. Brahms uses the unusual adjective “mesto” 
(truly sad) to indicate this to players of the trio’s third movement. As before, he sounds the 
dark timbres of the piano’s lower register, writing thick chords in the fairly unusual key of E-
flat minor. Making further connection to the first movement, the composer frames the music 
in a rondo-like structure and makes prominent use of half-steps to vent his grief. Indeed, 
the movement’s last gesture consists of that interval repeated three times. Moments before 
that, however, Brahms interjects what one writer has termed a “moment of hope,” an allu-
sion to the German folk song Dort in den Weiden steht ein Haus (In the Meadow Stands a 
House) that his mother reportedly sang to him as a child.
 In the rollicking finale, this song, which Brahms later set for voice and piano, comes 
to full flower as the first theme of a traditional movement in sonata form. The second theme 
features many repeated notes, while the closing theme presents a peaceful approach to the 
pleasant memories that this movement suggests. The ending, with its repeated dominant-
tonic (V-I) chords, may remind one of Beethoven, whom Brahms greatly admired.

“String Theory [has] become           
      a mainstay of our broadcast.”                                         

   FRED CHILD,  PERFORMANCE TODAY

Thank you to Dr. Phillip Thomas for tonight’s program notes
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Offer praise with voices and 
            instruments and make melody     
    with all your heart to the Lord.
                                EPHESIANS 5:19


