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Arnaud SussmannArnaud Sussmann  VIOLIN
Winner of a 2009 Avery Fisher Career Grant, Arnaud Sussmann has distin-
guished himself with his unique sound, bravura, and profound musician-
ship. Minnesota’s Pioneer Press writes, “Sussmann has an old-school sound 
reminiscent of what you’ll hear on vintage recordings by Jascha Heifetz or Fritz 
Kreisler, a rare combination of sweet and smooth that can hypnotize a listener.” 

A thrilling musician capturing the attention of classical critics and audiences around the world, he 
has recently appeared as a soloist with the Mariinsky Orchestra under Valery Gergiev, the Vancouver 
Symphony, and the New World Symphony. As a chamber musician, he has performed at the Tel Aviv 
Museum in Israel, London’s Wigmore Hall, Lincoln Center’s Alice Tully Hall, the White Nights Festival 
in Saint Petersburg, the Dresden Music Festival in Germany, and the Phillips Collection in Washington, 
DC. He has been presented in recital in Omaha on the Tuesday Musical Club series, New Orleans by 
the Friends of Music and at the Louvre Museum in Paris. He has also given concerts at the OK Mozart, 
Moritzburg, Caramoor, Music@Menlo, La Jolla SummerFest, Mainly Mozart, Seattle Chamber Music, 
Chamber Music Northwest, and the Moab Music festivals. Mr. Sussmann has performed with many of 
today’s leading artists  including Itzhak Perlman, Menahem Pressler, Gary Hoffman, Shmuel Ashkenasi, 
Wu Han, David Finckel and Jan Vogler.   

COVER ART:
Loïs Mailou Jones (1905-1998)
Damballah
1980, acrylic on canvas
29-1/2 x 35-1/2 inches
Museum purchase, 2011.7. Photograph courtesy of Loïs Mailou Jones Pierre-Noël Trust.
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B R A H M S
Sextet No. 1 in B-flat major, Op. 18
 I. Allegro ma non troppo
 II. Thema con Variazioni: 
                 Andante, ma moderato
 III. Scherzo: Allegretto molto
 IV. Rondo: Poco Allegretto 
                   e grazioso

T C H A I K O V S K Y   
Sextet in D minor, Op. 70 
“Souvenir de Florence”
 I. Allegro con spirito
 II. Adagio cantabile e con moto
 III. Allegretto moderato
 IV. Allegro vivace

*Chattanooga Debut
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Thank you Dr. Philip Thomas for tonight’s program notes.

Chad Hoopes Chad Hoopes  VIOLIN
Acclaimed by critics worldwide for his “jaw-dropping virtuosity” and magnifi-
cent tone, American violinist Chad Hoopes remains one of the most consistent 
and versatile artists of his generation. Highlights of recent seasons include 
performances with the China Philharmonic, the Philadelphia Orchestra, 
Vancouver Symphony, Orchestre de Paris, l’Orchestre National du Capitole de 

Toulouse, and Konzerthausorchester Berlin. He has performed with leading orchestras including the 
San Francisco, Pittsburgh, and Houston symphonies, as well as the Cleveland Orchestra, Minnesota 
Orchestra, Colorado Music Festival Orchestra, the National Symphony Orchestra, and the National 
Arts Centre Orchestra. As an alumnus of the Bowers Program, Hoopes frequently performs with the 
Chamber Music Society of Lincoln Center both on their tours and at Lincoln Center’s Alice Tully Hall. 
He has performed recitals at the Ravinia Festival, the Tonhalle Zürich, the Louvre, the Kennedy Center, 
and on Lincoln Center’s Great Performers Series. Hoopes’ recordings include the Mendelssohn and 
Adams concertos with the MDR Leipzig Radio Symphony Orchestra, several on the Music@Menlo Live 
label, and as part of the complete volume of Bernstein’s Piano and Chamber Music, produced by the 
WDR Cologne. Hoopes is a frequent guest artist at the Menuhin Festival in Gstaad, Switzerland, the 
Rheingau Festival, and at Festspiele Mecklenburg-Vorpommern, where he was named winner of the 
prestigious Audience Award. He served as the Munich Symphony Orchestra’s first artist-in-residence, 
a position created specifically for him after his highly acclaimed debut with the orchestra. Born in 
Florida, Hoopes began his violin studies at the age of three in Minneapolis, and continued his training 
at the Cleveland Institute of Music with David Cerone. He studied at the Kronberg Academy under the 
guidance of Professor Ana Chumachenco, who remains his mentor. Hoopes is a 2017 recipient of the 
Avery Fisher Career Grant and won first prize at the 2008 Yehudi Menuhin International Violin Com-
petition. He plays the 1991 Samuel Zygmuntowicz, ex Isaac Stern violin. Chad Hoopes is represented 
worldwide by Tanja Dorn at Dorn Music.



Matthew Lipman Matthew Lipman  VIOLA
American violist Matthew Lipman has been praised by the New York Times 
for his “rich tone and elegant phrasing.” He has appeared with the Chicago 
Symphony Orchestra, Chamber Orchestra of Europe, Minnesota Orchestra, 
BBC Philharmonic, and the Academy of St Martin in the Fields, and has been a 
featured soloist at the Zürich Tonhalle, Aspen Music Festival, Carnegie Hall, New 

World Symphony, Wigmore Hall, and Walt Disney Concert Hall. The Strad praised his “most impressive” 
2019 Cedille Records debut album Ascent, which included world premiere recordings of Shostakovich 
and Clarice Assad, and his recording of Mozart’s Sinfonia concertante with violinist Rachel Barton Pine 
and Sir Neville Marriner on the Avie label topped the Billboard Classical Charts. A former artist-in-
residence for the American Viola Society, he was featured on WFMT Chicago’s list “30 Under 30” of 
the world’s top classical musicians. Additionally, he has appeared on PBS, Now Hear This, and Live 
from Lincoln Center. An alum of the Bowers Program, Lipman holds the Susan S. And Kenneth L. 
Wallach Chair at the Chamber Music Society of Lincoln Center. He was the recipient of an Avery Fisher 
Career Grant and a major prize winner in the Primrose, Tertis, Washington, Johansen, and Stulberg 
International Competitions, and he studied at the Juilliard School with Heidi Castleman and at the 
Kronberg Academy with Tabea Zimmermann. Lipman is on faculty at Stony Brook University and 
performs two spectacular violas: a rare 1700 Matteo Goffriller, Venice, on generous loan from the 
Rachel Barton Pine Foundation, and a 2022 Samuel Zygmuntowicz, Brooklyn.

Tien-Hsin Cindy Wu Tien-Hsin Cindy Wu  VIOLA
Praised by the Seattle Times as “Simply marvelous,” violinist/violist Tien-Hsin 
Cindy Wu enjoys a versatile career as a soloist, chamber musician, and educator. 
Cindy has collaborated in concerts with renowned artists such as Yefim 
Bronfman, Lynn Harrell, Leila Josefowicz, Ida Kavafian, Cho-Liang Lin, Midori, 
Thomas Quasthoff, Yuja Wang, and members of the Alban Berg, Guarneri, Orion, 

and Tokyo string quartets at prominent venues such as the Kennedy Center, Carnegie Hall, Lincoln 
Center, and festivals such as Bridgehampton Chamber Music Festival, La Jolla Summerfest, Santa Fe 
Chamber Music Festival, and the Marlboro Music Festival. Cindy is a recipient of many awards includ-
ing the Milka Violin Artist Prize from the Curtis Institute of Music, and third prize at the International 
Violin Competition of David Oistrakh. She has taught at the University of Southern California, and 
curated programs for the Da Camera Society in Los Angeles as the Artistic Partner. She is currently the 
Music Director of New Asia Chamber Music Society and founded Sunkiss’d Mozart. 

Nick Canellakis Nick Canellakis  CELLO
Hailed by the New Yorker as a “superb young soloist,” Nicholas Canellakis has 
become one of the most sought-after and innovative cellists of his generation. 
In the New York Times his playing was praised as “impassioned... the audience 
seduced by Mr. Canellakis’s rich, alluring tone.” Canellakis’s recent highlights 
include concerto appearances with the Albany, Delaware, Lansing, and Bangor 

Symphonies, the Erie Philharmonic, The Orchestra Now, and the New Haven Symphony as Artist-in-
Residence; Europe and Asia tours with the Chamber Music Society of Lincoln Center, including 
appearances in London’s Wigmore Hall, the Louvre in Paris, the Seoul Arts Center, and the Shanghai 
and Taipei National Concert Halls; and recitals throughout the United States with his long-time duo 
collaborator, pianist-composer Michael Brown. He made his Carnegie Hall concerto debut with the 
American Symphony Orchestra in 2015. Canellakis is an artist of the Chamber Music Society of Lincoln 
Center, in which he performs regularly in Alice Tully Hall and on tour, and is a former member of the 
Bowers Program. He is also a regular guest artist at many of the world’s leading music festivals, 
including Santa Fe, Ravinia, Music@Menlo, Bard, Bridgehampton, La Jolla, Hong Kong, Moab, Music in 

Colin Carr Colin Carr  CELLO
Colin Carr appears throughout the world as a soloist, chamber musician, record-
ing artist, and teacher. He has played with major orchestras worldwide, including 
the Royal Concertgebouw Orchestra, The Philharmonia, Royal Philharmonic, BBC 
Symphony, the orchestras of Chicago, Los Angeles, Washington, Philadelphia, 
Montréal and all the major orchestras of Australia and New Zealand. 

Conductors with whom he has worked include Rattle, Gergiev, Dutoit, Elder, Skrowasczewski and 
Marriner. He has been a regular guest at the BBC Proms and has toured Australia and New Zealand 
frequently. As a member of the Golub-Kaplan-Carr Trio, he recorded and toured extensively for 20 
years. Chamber music plays an important role in his musical life. He is a frequent visitor to 
international chamber music festivals and has appeared often as a guest with the Guarneri and 
Emerson string quartets and with New York’s Chamber Music Society of Lincoln Center. Colin is the 
winner of many prestigious international awards, including First Prize in the Naumburg Competition, 
the Gregor Piatigorsky Memorial Award, Second Prize in the Rostropovich International Cello 
Competition and also winner of the Young Concert Artists competition. He studied at the Yehudi 
Menuhin School with Maurice Gendron and later in London with William Pleeth. He has held teaching 
positions at the New England Conservatory and the Royal Academy of Music. St John’s College, Oxford 
created the post of “Musician in Residence” for him. Since 2002 he been a professor at Stony Brook 
University in New York. He plays a Matteo Gofriller cello made in 1730.

the Vineyards, and Saratoga Springs. He was recently named Artistic Director of Chamber Music 
Sedona, in Arizona. Canellakis is a graduate of the Curtis Institute of Music and New England 
Conservatory. Filmmaking and acting are special interests of his. He has produced, directed, and 
starred in several short films and music videos, many of which can be found on his website at 

Rebecca Anderson  Mika Sasaki  

Annual Family Concert
with the Anderson-Sasaki Duo:
Stories from Home
S U N D A Y ,  M A Y  1 ,  2 0 2 2
2 : 0 0  P M
H U N T E R  M U S E U M



Jubiloso  $10,000
Sherry Keller Brown
Lavinia Johnston

Maestoso  $5,000
Darlia and Paul Conn
Deanne and Nelson Irvine
Candy Kruesi
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The Remek Trust
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Susan and Stephen Rich 

Cantabile  $2,500
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Teresa and Wade Chien
Doris La Mar

Espressivo  $1,000
Susan and Bob Card
Sally and Gary Chazen
Cora and Ted Feintuch
Beverly Johnson
Martha Mackey
Cannon and Rick Montague
Linda Neely

Dolce  $500
Jean and Rick Botto
Brenda and Wade Brickhouse
Gloria Butler and Steve Sherman
Monica and Jeff Gefter
Rob Majors and Ed Wolf
Jean and Hugh Moore
Ann Pope
Peggy and Billy Riley
Charles Shelton
Jayson Vanhook

Piccolo  $250
William and Catherine Barker
Patricia Daniel
Patricia Huang
Karen Diamond and Clark White
Sam and Ann McReynolds
Sara and Robert Mingus
Louisa Nicholson
Pris and Robert Siskin
Karen Viser
Frank Williamson

Friends $100  
Susan Branch
Ellyn and John Brooks
Beth Roberts
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A D V I S O R Y  B O A R D
Sherry Keller Brown • Gary Chazen • Darlia Conn

Deanne Irvine • Lavinia Johnston  •  Karen “Candy” Kruesi, Chair 
Rob Majors • Stephen Rich • Jayson VanHook

The Tucker
Foundation

Offer praise with voices and 
            instruments and make melody     
    with all your heart to the Lord.
                                EPHESIANS 5:19



Program Notes

Introduction

Both of the wonderful works on this concert were written for string sextet

(pairs of violins, violas, and cellos), an ensemble with a relatively brief history.

Discounting a few earlier examples, writing for this combination began with

Johannes Brahms (1833-1897), the composer whose music appears first on the

present program. After him, only a relatively small number of

composers—including Dvořák, Tchaikovsky, and Schoenberg—found the

ensemble attractive. Perhaps others realized the challenges articulated by

Tchaikovsky while composing the second work on this concert, “One needs six

independent but at the same time homogeneous voices. This is frightfully

difficult.”

Nevertheless, the ensemble offers a sumptuous warmth that cannot be

matched by the string quartet, the chamber ensemble of choice for most of

Brahms’s predecessors. Adding more substance to the lower registers causes a

strikingly rich timbre and gives the composer more options. For example,

having two cellos available frees one of them to project a melody while the other

maintains a foundational bass line.

The lushness of this ensemble was a good match for the emotionally driven

music of the 19
th

century, which often favored individual expression over the

more cosmopolitan norms of the immediately preceding generations. Around

1850, Franz Liszt, Richard Wagner, and their supporters averred that the

logical, rhetorical principles, which had guided composers since the

Enlightenment, should be replaced with a literary model. This “music of the

future,” as they dubbed it, required the association of some meaning to music,

whether a text was present or not. Certainly, this idea was not entirely new;

famous examples of program music date to the baroque, e.g., Vivaldi’s The Four

Seasons. What was new: the pronouncement that formal designs like sonata

and rondo had no place in the progressive music of the late 19
th

century.

Not all composers at the time agreed with this radical position. Emerging as

champion of a more traditional approach was the young Brahms, who was

born a couple of decades after Liszt. His competence in infusing older forms

with romantic, expressive melody and colorful harmonies motivated those who

opposed the “New German School,” as the Lisztian group was called, to

champion works by Brahms as superior to what they viewed as vapid

excursions into laxity by the progressives.

BRAHMS String Sextet No. 1, Op. 18

It comes as no surprise, then, the String Sextet, Op. 18, by Brahms that

opens our concert follows a classical, four-movement pattern: 1) fast first

movement in sonata form, 2) lyrical, slow set of theme and variations, 3)

scherzo-trio in ABA form, and 4) fast-paced finale in sonata-rondo form. The

work received its premiere in 1860 with no less a musical luminary than Clara



Schumann, a famous pianist and friend of the composer, in attendance.

Brahms, who received a fine musical education in his native Hamburg, had

earlier received high praise from Clara’s husband Robert, one of the most

respected composers and music critics of his day. He praised Brahms as the

one, “singled out to make articulate in an ideal way the highest expression of

our time.”

However, reception of the young composer’s music was less glowing. Even

his now-revered D-minor Piano Concerto, Op. 15, which premiered in 1859 in

Hannover, received a lukewarm response from audiences, though Brahms, an

accomplished pianist, played the solo part and his friend and renowned

violinist Joseph Joachim (1831-1907) conducted.

That same year, Brahms completed the first of his two sextets for strings.

Eschewing comparison with Beethoven and the other masters of the previous

generation, Brahms purposely avoided the string quartet, though he wrote

some wonderful examples later. The expanded ensemble was an ideal vehicle

for displaying many of the traits that characterize the most of his music: dense

sonorities, tuneful melodies, chromatic harmonies, skillful counterpoint, pedal

point (extending a single note in the bass while many harmonic changes occur

above it), and metric displacement (shifts in the way musical pulses are

organized).

The 35-minute work, indeed most of the composer’s oeuvre, suggests that

Liszt and the New German School were wrong to suggest that their

“progressive” path was the only viable option for music going forward from the

1850s. Instead, the sextet stands as a testament to the notion, which resonates

even now, that the molds of Viennese classicism can be infused with new life

and energy by succeeding generations of musical geniuses like Brahms.

TCHAIKOVSKY String Sextet in D Minor, Op. 70 “Souvenir of Florence”

At first blush, it might appear that the second work on this program Pyotr

Ilyich Tchaikovsky’s (1840-1893) only string sextet, clearly aligns with the

Romantic progressives, since its subtitle suggests inspiration from the lovely

Tuscan city of Florence, which the composer visited on numerous occasions.

Further investigation, however, reveals several fallacies with that conclusion:

the only definitive connection between Florence and the piece is that some of it

was written there; the themes and overall character of the sextet strongly

suggest their Russian roots; and Tchaikovsky seems to have had a love/hate

relationship with the city: “I was so glad to find a few violets that my heart

melted, but this delight is not nearly so strong as that which even a bad spring

brings at home.” [from a letter to his brother].

Instead, we find that the primary impetus for the sextet was the composer’s

gratitude for induction as an honorary member of the Saint Petersburg

Chamber Music Society in 1886; he began the original sketches the following

year, but only gave them intermittent attention for years thereafter. By the

spring of 1890, while in Florence, he returned to the work, finishing the initial

draft in the summer (after returning to Russia). During the same period, the



opera The Queen of Spades occupied much of Tchaikovsky’s attention. He was

already an international star, having written the ballets Swan Lake and

Sleeping Beauty, as well as the 1812 Overture.

After hearing the work in performance, Tchaikovsky undertook significant

revisions of the sextet, especially the final two movements. The new version

was premiered in December of 1892, nearly a year after the wildly popular

Nutcracker. During the intervening years, the composer completed successful

conducting tours to the USA (that included the gala opening of Carnegie Hall),

France, and Germany. The sextet was to be the composer’s final work of

chamber music.

One cannot imagine a more delightful way to end the relatively small

catalog of chamber works by this highly skilled Russian composer. Listeners

who enjoy the famous music of the ballets will find much to like here, including

luscious melodies, energetic dance-like music, and learned counterpoint. The

latter trait marks a point of connection with the music of Brahms, as does

Tchaikovsky’s affinity for classical forms.

Predictably, then, the sextet follows the same four-movement pattern as

that of Brahms, but the aural results are much different. In the words of one

commentator, the opening sonata-form movement “bursts onto the scene with

the brash, bold confidence of a gypsy violinist leaping over a campfire.”

Tchaikovsky keeps the listener’s interest with piquant harmonies that beg for

resolution, energetic imitation, and juxtaposition of duple and triple rhythms

(like Brahms). The coda virtually hurls the movement to a close.

If a “remembrance of Florence” exists in this sextet, surely it is the slower

second movement, which boasts a beautiful, singing melody—that later

blossoms into a duet—accompanied by guitar-like pizzicato. Along the way,

rich, repeated chords (marked fff ) remind one of similar passages in the

composer’s famed Serenade for Strings. The unique sound of the contrasting

middle section, dubbed a “whispering wind,” is created by agitated chords in

which the players use only the tips of their bows and rapidly move between ppp

and ff dynamic levels.

More obvious in their connection to Tchaikovsky’s native land, the final two

movements feature folk-like melodies and intimations of the dance. One can

easily hear a foretaste of the Nutcracker’s “Trepak” in the middle section of the

Allegretto third movement and rustic dancing in the open fifths that

accompany the modal first theme of the finale. Effective contrast in the last

movement stems from Tchaikovsky’s masterful fugue, a baroque imitative

technique that, once again, belies his penchant for the more traditional side of

the stylistic war of the late 19
th

century. It would appear, at least in this battle,

that the New Germans have been outclassed.

Phillip Thomas, Ph.D.

Lee University

April 2022




