
Francis Poulenc / January 7, 1899 – January 30, 1963

SONATA FOR HORN, TRUMPET, AND TROMBONE

Poulenc belonged in the 1920s to an avant-garde circle of French composers called, Les Six. Their style of 
composing reflected a revolt against Debussy and the impressionists as well as against the massive scale 
and superabundant textures of the late Romantics. Writing for more intimate ensembles, Les Six’s music 
tends to be concise without being bare, simple without being trivial, well-structured, and very accessible.  
Their works create an impact on par with more densely orchestrated symphonic works.  

Les Six rejected the prevailing idea that a composer had to be some kind of strange being battling with 
demons, communing with nature, or struggling with the cosmos. They believed instead that a composer 
could be, to quote Aaron Copland, a regular fellow “who liked to go to nightclubs like everybody else.”

The youthful Poulenc fit this description to a “t.”  He was intentionally an enfant terrible, audacious in 
spirit, extroverted, and brash in manner. His early music reflected these characteristics, giving it the 
timeless feeling that it is fresh and new. He said, “I am not a cubist musician, even less a futurist, and 
certainly not an impressionist. I’m a musician without a label. What counts is not what is played, but what 
is played again and again.” And here we are 100 years later with one of his enduring pieces.

This eclectic sonata delivers a rich and entertaining variety of moods, tone colors, striking rhythms, 
elegant wit, and dissonances, Poulenc uses what is sometimes called the “added note technique”.  In plain 
terms, this procedure simply means adding a foreign note to a melody or a chord that doesn’t belong, 
thereby creating a momentary dissonance. This device creates fleeting tension that adds a spice to music 
that is otherwise comfortably harmonic. Remove the added notes, and this piece would sound like it could 
have been written in the 18th century.

When asked in 1950 about his music, Poulenc offered these observations: “You will find sobriety and 
sorrow in French music just as in German and Russian. But the French have a keener sense of proportion.  
We realize that somberness and good humor are not mutually exclusive. Our composers, too, write 
profound music, but when they do, it is leavened with that lightness of spirit without which life would be 
unendurable.” 

Poulenc was a free spirit. One of his friends said, “There is in him something of the monk and the street 
urchin.” Both show through in his captivating music. I might note that Poulenc gave this program 
annotator some good advice: “Above all, do not analyze my music—love it!”

Ingolf Dahl / June 12, 1912 – August 06, 1970

CONCERTO A TRE FOR CLARINET, VIOLIN, AND CELLO

Like many European artists of his generation, Dahl fled in 1939 to escape totalitarianism, in his case the 
Nazi menace.  After brief stays in Switzerland and Paris, he emigrated to the United States, becoming 
a citizen in 1943.  Once here, once liberated, he embarked on a storied career which illustrates the 
observation that ours is a “land of opportunity”.

Dahl settled in Los Angeles.  In 1945, he joined the music faculty of USC where he taught for the rest of his 
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life.  His most famous student?  Michael Tilson Thomas.  In 1957 he co-directed with Aaron Copland 
the acclaimed Ojai Music Festival.  But that was just the beginning of a great ride. Along the way he 
toured as a pianist accompanying the ventriloquist Edgar Bergen, and his dummies Charlie McCarthy 
and Mortimer Snerd. Dahl produced arrangements for Tommy Dorsey and Victor Borge, and he 
gave lessons in classical music to Benny Goodman. In the film industry, he played the keyboard on 
many soundtracks – including the epic Spartacus – for Fox, Columbia, Universal, MGM, and Warner 
Brothers. His most well-known TV show was The Twilight Zone.  But my favorite is that Dahl played 
both the second and third movements of Beethoven’s Pathetique sonata in the 1969 animated movie 
A Boy Named Charlie Brown.  (And I thought it really was Schroeder on his toy baby grand!)

This concerto is lots of fun, with some moments tinged with a sense of sadness. Dahl left us a 
program note probably for serious musicians, but here goes. “The basic thematic idea … consists 
of six notes: E-flat, B-flat, B-flat, C, F, F.  The character of the work is concertante [a piece with 
multiple solo parts] and playful but at the same time very strictly organized on the basis of the 
previously stated ‘thematic germ.’  These notes are almost ever-present in harmonic guises too 
numerous to mention: they are contracted (as at the very end) or expanded (as at the beginning).  
They are transposed, inverted, telescoped, and also hidden under elaborate melodic designs.  It is not 
the composer’s intention that the manipulation of the ‘thematic germ’ be consciously experienced by 
the listener.  They are just a means to an end, which is the expressive and intellectual musical whole.”  
Okay Ingolf, I won’t listen for them, I promise.  You shouldn’t either.  Just enjoy this delightful piece.

Jewish by birth, can you imagine what Dahl’s fate in Germany would have been had he not come to 
the U.S.?  Like Rachmaninoff, Stravinsky, Darius Milhaud, Eric Korngold, Arnold Schoenberg, and Paul 
Hindemith, Dahl flourished under freedom – to our lasting benefit.

Robert Schumann   / June 8, 1810 - July 29, 1856

PIANO TRIO NO. 1

After wasting two years in law school without attending a single class, twenty-year-old Robert 
Schumann decided to change course. Enthralled by Romantic literature and poetry, he announced 
to his family and friends that he would become Europe’s greatest pianist. Just two years later, an 
accidental injury to his hand demolished his dreams, so he became a self-taught composer.  

Schumann developed into an arch-Romantic. He ardently embraced the idea that music was above 
all a subjective medium of personal expression. His own words illuminate his art: “I am affected by 
everything that goes on in the world. I think it over in my own way, and then I long to express my 
feelings in music.” A poem he composed as a teenager gives us a window into his persona: “Yea, 
might I be but a tear. I would weep with her, and then, if she smiled again, how gladly would I die on 
her eyelash and gladly, gladly be no more.” We find this hypersensitivity expressed everywhere in his 
compositions. “What I really am,” he wrote, “I do not know myself.  If I am a poet – for no one can 
become one – destiny will decide one day.”  

This Trio is pure music. It has no extramusical pictorial or verbal content. That said, it boils over with 
compelling high-octane emotion, starting with the first bar of the opening movement. Yearning, 
resignation, resolve, anger, it’s all there. It conveys a free passionate spirit engaged in animated 
wanderlust, only to be consumed at the end of the movement by despair.  
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Movement two is a peppy scherzo.

The third movement is the Trio’s center of emotional gravity.  It is the sound of alone. All of a sudden the music 
attempts to shed its melancholia, only to be jerked back to the slings and arrows of fate and fortune, ending 
with an inconclusive chord.

Taking a page from Beethoven’s Fifth Symphony, the model of the triumphant finale, the fourth movement 
finally breaks through the gloom and soars to a jubilant conclusion.

When I was listening to this marvelous piece for the first time, it dawned on me that it has the power and the 
impact of a full orchestra!  Schumann’s skillful scoring is truly amazing.  He makes three instruments sound like 
a symphonic concerto.  Wow!

In 1854, bedeviled by mental illness, Schumann tragically attempted suicide, and was hospitalized in an 
asylum. He died two years later. He was barely 46 years old. The life of one of the 19th century’s brightest 
artists had come to a tragic end.
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