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“Mysteries of the East” 
 

 

Fountains of Fin for Flute, Violin, and Violoncello 

Behzad Ranjbaran (b.1955) 
 

 CMSFW audiences first heard Behzad Ranjbaran’s music last autumn when Artistic 

Director Gary Levinson and Nicholas Tsolainos played his Dances of Life for violin and double 

bass. Patrons of Fort Worth Symphony concerts will surely recognize his name, because he was 

composer in residence with the orchestra during the 2008-2009 season. Ranjbaran’s unique 

fusion of his Middle Eastern heritage with Western musical forms and techniques has placed him 

at the forefront of American composers. We are pleased to return to his music for today’s 

“Mysteries of the East” program.  

 

 Ranjbaran came to the United States from Iran in 1974 to attend Indiana University. He 

subsequently earned a doctorate in composition at Juilliard and has served on Juilliard’s faculty 

since 1991. In 1996, he received the ASCAP Foundation’s Rudolf Nissim Award for his Violin 

Concerto, which was subsequently premiered by Joshua Bell. Mr. Bell is one of several 

distinguished performers who have been champions of Ranjbaran’s music, including the 

conductor Charles Dutoit, the soprano Renée Fleming, the violinist Chantal Juillet, the cellist 

Yo-Yo Ma, and the pianist Jean-Yves Thibaudet.  

 

 Ranjbaran has been named a Distinguished Artist by the New Jersey Council on the Arts. 

He is also the recipient of grants from the NEA and Meet the Composer and an award from the 

American Academy of Arts and Letters.  

 The composer’s note for Fountains of Fin explains its programmatic elements and 

relationship to Persian music and culture.  

 

Fountains of Fin [pronounced ‘feen’] celebrates one of the most enchanting 

gardens, the historical Garden of Fin in Kashan, Iran. The garden in its present 

form was built in the 16th century but historical references go back to the 

medieval period. The music is also a tribute to the great 19th-century Vezir and 

reformer, Amir Kabir, who was slain in the bath of the Garden of Fin. In writing 

Fountains of Fin, I was inspired by the utmost beauty of this captivating garden 

with its tall cypresses, fragrant flowers, and hundreds of spring-fed founatins, as 

well as its dark and violent history. 

 

The opening flute solo, heard in the dark breathy low register with ornamental 

melodic figures, emulates the sound of the Persian ney, a type of bamboo flute. 

The opening theme is the melodic and harmonic basis of the piece with decorative 



figures and emphasis on the interval of the perfect fourth, so widely found in 

Persian music. The timbre of the ney permeates the piece, particularly in extended 

solo sections. Many elements of Persian modes and folk rhythms are also 

intertwined in the fabric of the piece. The somber and elegiac concluding section 

brings back many of the opening materials, ending on the lowest note of the flute 

Fountains of Fin was commissioned by Bargemusic, which played the premiere 

on 5 March 2008 in New York. The score was written for Olga Bloom. 

    – Behzad Ranjbaran 

 

Elegy for Violoncello and Piano 

Behzad Ranjbaran 
 

 Ranjbaran’s Elegy is a transcription for cello and piano of the second movement from his 

Cello Concerto (1998), commissioned by the New Heritage Music Foundation. The slow 

movement took on a life of its own almost immediately. “Over the years, people have asked me 

for different transcriptions,” the composer says. “There are nine versions thus far, including one 

for flute and harp.” He has graciously provided the following additional information about this 

engaging 7-minute movement.  

 

As an independent piece, Elegy was first performed in 1998 by Paul Tobias and 

the Virginia Symphony, with JoAnn Falletta conducting.  That performance was 

in memory of Harry Offenhartz, who was the force behind the commission. 

 

The lyrical nature of Elegy is influenced by the melodic figures of Persian vocal 

music.  The solo cello outlines the vocal character of the piece in long melodic 

lines, which is first presented in the extended introduction. The principal theme is 

heard three times: once the beginning and the other two by the cello. The final 

statement is played at the highest range of the cello, in a pure and heavenly tone 

complemented by a sparse and soft piano accompaniment. 

     – B.R. 

 

String Trio (1990/91) 

Krzysztof Penderecki (b.1933) 
 

 When Witold Lutoslawski died in 1994, his younger colleague Krzysztof  Penderecki 

acceded to the unofficial position of Poland’s most distinguished living composer.  The field of 

candidates is more crowded than one might guess. Poland has a rich musical history; the country 

produced many important composers in the 20th century.  Consider the widespread, crossover 

popularity of Henryk Mikolaj Górecki’s Third Symphony, which became a classical bestseller in 

the 1990s. Other prominent Polish composers such as Grazyna Bacewicz (1909-1969), Andrzej 

Panufnik (1914-1991) and Kazimierz Serocki (1922-81) Tadeusz Baird (1928-81), and Krzysztof 



Meyer (b. 1943), have carried on Poland’s proud tradition of innovation in music.   

 

 Penderecki [pronounced Pen-deh-RETZ-key] first came to prominence in his own 

country in 1959, when he submitted three anonymous entries to a composition competition – and 

won first, second and third prizes.  International recognition followed one year later with his 

Threnody to the Victims of Hiroshima. A searing piece for string orchestra, Threnody brought a 

new level of social commentary to the concert hall at the same time that it broke technical 

ground in its string techniques and notation. Catapulting Penderecki to the forefront of the avant-

garde, it was the first of a series of ‘sound-color’ orchestral canvasses that earned him a 

reputation as the bad boy of Polish music, especially among the Soviet authorities who still 

controlled politics and culture in the satellite socialist republic. 

 

 In the 1980s, Penderecki underwent a gradual stylistic change.  He reacquainted himself 

with the triad, introducing elements of tonality into his music and composing a number of works 

that he described as a return to romanticism.  That is not to say he started composing like Brahms 

or Schumann. Rather, the edges softened somewhat, allowing the newer compositions to sound 

less austere. Along with this stylistic shift came a renewed interest in chamber music.  

Historically, Penderecki has favored large works: orchestral pieces, oratorios, operas.  Since the 

mid-1980s, he has occasionally turned to more intimate forces, including this String Trio.  

 

 This 12-minute work consists of two movements, each of which subdivides into distinct 

sections. Penderecki opens with ferocious quadruple-stopped chords that give way to an eloquent 

viola solo. After another outburst of the angry chords, cello has its say, a bit more capricious in 

tone. A third chordal explosion  leads to the violin’s turn: more urgent and passionate. 

Penderecki has set forth a vigorous debate among three opinionated friends, then allows each 

individual to have his say. 

 

 In the second half of the movement, Vivo sections switch abruptly with passages marked 

Adagio. The three players interact more closely, apparently having agreed to discuss the issue in 

greater depth. Frequent pauses and sudden contrasts of dynamics punctuate their dialogue. 

 

 The music proceeds attacca [without stopping] to the second movement, Vivace. Solo 

viola presents an elaborate idea that initiates a sort of fugato. The imitative texture gradually 

coalesces to percussive, insistent chords for all three players. A cello solo introduces material 

from which the second half unfolds. Once again, imitative elements emphasize the equal 

partnership among the three strings. The coda accelerates, with an unexpected unison that 

elevates the tension. This is take-no-prisoners music.  

 

 

String Trio in B-flat major, D.581 (1817) 

Franz Peter Schubert (1797-1828) 
 

 Schubert's late teenage years were filled with songs. As soon as he finished one, he began 



another. An unceasing stream of Lieder poured forth. In barely two years he composed over 100 

songs.  Despite his duties as a schoolmaster, he was astonishingly productive. In 1816 and 1817, 

for example, he also produced six piano sonatas, two symphonies, and a number of chamber 

works.  These small ensemble pieces, including numerous string quartets, were intended for 

home use. The Schuberts were a musical family who enjoyed playing chamber music together; 

Franz was the family violist.   

            Only two string trios by Schubert have survived.  Both are in the key of B-flat and date 

from the same period, 1816 to 1817.  The earlier of the two, D.471, is a fragmentary work, with a 

complete first movement and part of a slow movement.  D.581, which we hear this afternoon, is 

thus Schubert's only extant complete string trio.  While it engages our curiosity and interest for 

that reason alone, there is no need to put undue emphasis on this work.  It is well written for the 

strings, but very conservative in its stance.  As British musicologist Jack Westrup has observed: 

 

The style is very much what one would expect from a boy who had been brought 

up on the 18th-century Viennese classics at the Konvikt [Imperial and Royal City 

College] in Vienna.  Haydn's influence predominates, and Schubertian touches 

peep out only occasionally. 

 

 Most of the lively melodic material rests, as one would expect, with the first violin; 

however, the lower to parts are certainly not without their own melodic and figurational interest.  

Schubert's trio is pleasant and leisurely, lacking serious drama.  This is drawing room music, 

written as much for the diversion of those playing it as for those fortunate enough to audit a live 

performance.  Some momentary explorations of minor mode do occur in the slow movement and 

the rondo/finale, but even these are well-mannered, hardly stormy or explosive.  Schubert uses 

the variation principle to embroider the initial melodic idea of the slow movement.   

 

 Worthy of special mention is the prominent role allotted to the viola in the trio section of 

the minuet, where it delivers the entire theme.  The minuet is a bit more adventuresome in its 

modulations, hinting at the bold steps Schubert would take in this arena later in his career.  

Concluding this modest but charming trio is a Rondo that concentrates its harmonic and dramatic 

interest in the episodes.  Even though this essentially student work is reflective, it has great 

appeal.  Schubert's instinctive gift for marrying bouncy, folk-like dance rhythms with irresistible 

melodies makes this Trio more than just a curiosity piece.   

 

Flute Quartet in D major, Hob.II:D11 [Op.5 No.5] 

Franz Joseph Haydn (1732-1809) 
 

 Haydn scholarship is a sticky wicket. First, he lived a very long time, especially by 18th-

century standards. Second, he was extraordinarily prolific. Third, and perhaps most important, 

over the course of his career in service to the wealthy Eszterházy princes, Haydn became the 

most celebrated composer in Europe. Lacking the constraint of copyright laws, unscrupulous 

publishers were quick to capitalize on Haydn’s celebrity. They issued music by other composers 



under Haydn’s name, knowing that the Haydn ‘brand’ would encourage sales. Consequently, 

issues of authenticity abound in Haydn’s music, particularly among the early works. 

 

 Another murky area is arrangements: re-casting of Haydn’s compositions for different 

instrumental combinations. Such arrangements are nearly always unattributed, and vary widely 

in quality. This is the category into which this afternoon’s Flute Quartet falls: a set of six quartets 

for flute and string trio based on Haydn’s music, but arranged by – who knows?  

 

 Late in 1768, the Amsterdam publishing house of Hummel issued a set of six flute 

quartets as Haydn’s Opus 5. Haydn had not yet achieved the renown that made his name a 

household word across Europe. Nevertheless, these quartets apparently enjoyed considerable 

popularity, because they were reissued in London by another publisher shortly afterward. Some 

three decades later, when Haydn was at the height of his fame, they were reprinted again. The 

mystery of their original publication in Holland is unsolved. Possibly court musicians in the  

Eszterházy orchestra made pirate copies and sold them.  

 

 Regardless of its authenticity or origin, the D major Quartet is a charmer. Its four 

movements reflect a composer who was completely comfortable with the newer galant style and 

the emerging conventions of multi-movement sonata form. Dimensions are modest. Only the 

third movement Adagio exceeds three minutes, and the Presto assai breezes by in a scant two. 

The string writing is well integrated with the flute, and dance rhythms underscore Haydn’s 

connection to the folk music of his homeland. One suspects that Mozart - whose flute quartets 

from the late 1770s are far better known – might have learned a good deal by studying the music 

of his older contemporary.  

 

  

 


