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On Wednesday, March 9th, 1831, Niccolo Paganini made his debut in the city of
Paris. The concert came towards the end of a long tour that had taken the legendary
violinist for the first time beyond the borders of his native Italy. His itinerary had be-
gun with visits to Vienna, Prague and Warsaw, continuing, then, to Berlin and a series
of engagements on a westward circuit through the provinces of Germany. Triumph had
followed on triumph: connoisseurs of music dazzled by the artist’s feats of virtuosity,
critics stunned by the quality and character of his playing. Thus, when he arrived in the
French capital, Paganini was generally touted as the musical wonder of his age. Perhaps
no audience anywhere had awaited him more eagerly than did the one which gathered
in the Royal Academy of Music on that winter evening.

The hall presented a brilliant spectacle, filled with the most distinguished soci-

ety. Present was historian and critic, Franc¢ois Joseph Fétis, who recorded some impres-

sions of the occasion for publication in the journal Revue Musicale. Fétis admits at the

outset of his revue that he hesitates even to write of "the stupendous things" that had
struck his ears. A critic, he ma@ﬂins, must o € 1e¥ hié !iﬂdgement be swayed by passions
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of the moment, but is obliged to analyze, calmly and objectively, the sensations that he
receives. He commences, therefore, to discuss Paganini in terms of his physical and tech-
nical attributes. He notes that, although the violinist assumes an awkward, even an un-
natural, posture when playing, neither his tone nor his dexterity suffers thereby. "The
general quality of tone that he draws from his instrument," Fétis observes

is beautiful and pure, without being excessively big, . . . But what particular-

ly distinguishes this part of his talent is the variety of voices that he can

draw from the strings by means that are his, or which, having been discover-

ed by others, have been neglected because no one had glimpsed their full sig-

nificance.

He continues by citing examples of how Paganini employs unusual procedures—harmon-

ics and scordatura—as regular components of his technique in order to execute passages

of seemingly insurmountable difficulty with flamboyant ease.
Having thus satisfied his duty to reasonable and impartial discourse, Fétis con-

tinues




"it is time to turn from technical speech and to talk of the impressions that are a-
roused by the totality of this extraordinary man's talent;" and this, he declares, is
the most difficult part of his task. "For how," he pleads,

shall one render in words that which is impossible to describe? A succession
of delights—of unheard of wonders—ceaselessly assails the ears of the listen-
er, scarcely leaving him time to breathe. Inconceivable tours de force are
followed by even more astounding tours de force. Everything about this fan-
tastic talent is marvelous; everything about it is uncanny. . . . It would be
impossible to describe the enthusiasm that seized the public on hearing

this extraordinary man; it was a delirium, a frenzy.

Fellow-witness to this tumultuous scene was Franz Liszt. Liszt, too, spoke in
later years of the overpowering aura that Paganini had projected from the stage. He
determined forthwith, he said, to learn to command at the piano the same effects
of bravura that he had experienced on this evening; therefore, he retired to his studio,
abandoning his usual rounds and avoiding all distractions, for months of gruelling study
and practice. He found it necessary, no less, to re-think and to expand his already
formidable keyboard technique in order to master the quality of what he one day would

{ 2
call "transcendental executiumm that fend, Helapplied  himself directly to the music
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of Paganini for examples of how to proceed.

The first fruit of his labor was a Grande fantasie de bravoure sur La clochette,

based on the rondo movement, "La Campanella,” from Paganini's Concerto no. 2in B
minor for violin and orchestra. After an interval, he followed up on the Fantasy, pub-

lished in 1834, with Six grandes études d'apres Paganini. The Etudes, which appeared

in 1838, comprised, in addition to a fresh elaboration on the Campanella theme, key-
board realizations of five numbers from the Italian master's Twenty-four Caprices
for unaccompanied violin.

Liszt was not the first composer to seek out the keyboard potential that resided
in these works for violin. Robert Schumann already had transcribed twelve of them
himself, which he had published in two sets: the first six as his Opus 3, in 1833; the
second six as his Opus 10, in 1835. He had, moreover, anticipated the stylistic challenges

that Liszt was to confront in this music; namely, as Schumann stated in a preface

to Opus 3, how "to remain, in a transcription suited to the character and mechanical



means of the keyboard, as true as possible to the original,” yet "to provide more than a
mere bass accompaniment." He hoped to demonstrate, thereby, how

solo players [might] avert the reproach often made to them: namely, that they

use other instruments and their distinctive characteristies too little in enrich-

ing and perfecting their own.

Without a doubt, Liszt knew Schumann's work. To be sure, the evidence suggests

that his attention had been drawn to the Caprices in the first place by his colleague's ex-

ample. Consider that Liszt dedicated the Six grandes études not to Paganini, but to

Schumann; that he inaugurated his own set of transcriptions with a bold flourish de-
rived from the same material that initiates the Opus 3 by his friend;

[Example no. 1]
albeit with significant embellishiments to the passage in terms of its harmonic profile at
measures two and three; and, finally, that Liszt invited association of his arrangements
with those of Schumann by printing Schumann's adaptation of the Sixth Caprice, measure
for measure, above his own.
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[Example no. 2]

Except for his brief borrowing from the Fifth Caprice and his setting of the Sixth,
Liszt further chose to emulate Schumann only in setting the Ninth ("imitando il flauto
ed il corno"); otherwise, he found his inspiration in Caprices that had not been treated
by his predecessor: numbers Seventeen, One, and Twenty-four.

In their totality, the Six Grand Etudes after Paganini represented for Liszt a chal-
lenge met, a need satisafied, and an artistry transformed. We should consider, there-
fore, what the composer achieved here as well as the manner in which he achieved
it. We can do no better than to follow the lead of that most perceptive of critics—
Robert Schumann himself—who wrote of these pieces

There is, of course, no question here of pedantic imitation or a bare harmonic
filling-out of the original violin line; the pianoforte achieves its effects through
other means than those of the violin.

To produce similar effects, no matter by what means, was here the paramount
task of the arranger. Everyone who has heard Liszt, however, knows that he un-

derstands all the means and effects of his instrument. It must, therefore, be high-
ly interesting to find the compositions of the greatest violin virtuoso of our cen-




tury in regard to bold bravura—Paganini—illustrated by the boldest of modern
pianoforte virtuosos—Liszt. A glance into the collection, at the strange chaos
of notes, is sufficient to convince the eye that there is nothing easy to be found
here. It is as though Liszt had resolved to put all his experience into the work,
to bequeath the secrets of his playing to posterity; nor could he better evince
his admiration for the great deceased artist than by this transcription, carefully
worked out into the smallest detail and most faithfully reflecting the spirit of
the original. . . . He correctly titles these pieces Bravura Studies, such as may
be performed in public for purposes of display. To be sure, very few persons will
be able to master them; perhaps only four or five in the world. But this would
not justify us to ignore the matter. There is pleasure in facing the highest pitch
of virtuosity, even from a distance. If we look more closely at many pieces in
the collection, we undoubtedly find that the mechanical difficulties therein are
often entirely disproportionate to the purely musical content. But the word
"study" excuses much. One should practice, no matter at what cost.

Let us say it outright: this collection is probably the most difficult thing ever
written for the pianoforte, just as its original is the most difficult ever written
for the violin. Paganini probably wanted to express this with his charmingly
brief dedication, agli artisti—that is to say, "I am accessible only to artists."
And so it is with Liszt's transcription; it will convince only virtuosos of the first
rank. The collection can be judged only from this point of view.

That Liszt searched in Paganini's Caprices for just those pieces that suggested
specific technical problems to him for solving at the keyboard, is discernable on every

page of the music. The Sixth Ca e, for example,
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[Example no. 3]
translates naturally as a study for the left hand alone:

[Example no. 4]
the melody here falls readily under the powerful thumb, while the tremolo accompani-
ment adapts nicely to the subordinate strength of the other fingers. The First Caprice,

[Example no. 5]
on the other hand, obviously demands an arpeggio study, which Liszt pursues in three
distinct ways through as many separate versions. The first version, from 1838, calls

[Example no. 6]

for staccato throughout, in imitation of saltarello bowing. Single-note arpeggios occu-

Py the two hands equally as well as simultaneously. The second version, whose date I
[Example no. 7]

have as yet to discover, maintains the staccato style of the first, but applies it now to




double-note arpeggios in both hands at once, not to mention, in places, to full triadic
arpeggios in one or the other of them singly.

[Example no. 8]
The third version, Liszt arranged in 1851, when he undertook to revise the entire col-
lection to increase its appeal with a broader audience. This final version, consequent-
ly, is that one which appears in standard editions of the Six Grand Etudes today, and is
thus, that one which we hear in the concert hall.

[Example no. 9]
It is not only simpler, when compared to the earlier transcriptions; it is also closer
than they to the text of Paganini's original Caprice. It is, in fact, the one work from
this set in which Liszt indulged in a near-literal parody of his model.

[Example no. 10]

The last of Paganini's Caprices, number Twenty-four, served as inspiration for
the sixth and last of Liszt's studies—perhaps, also, the best: for, in Schumann's opinion,
it was musically the most intemr@ n}{hiwﬁﬁ‘lﬁ Dl'%y nl:%ntents of the original, cast as
& theme with eleven variations, artfully deploy the totality of Paganini's audacious
practice. By happy coincidence, the master violinist had conceived, for once, a work
in which the technical means of the composition balanced perfectly the musical sub-
stance in it—that is to say, the manner of expression formed a counterpart to the mat-
ter expressed. The Caprice elicited, accordingly, a full demonstration of Liszt's own
dazzling style.

As with the other Etudes in this collection, the study on the Twenty-fourth Ca-
price passed through more than a single arrangement. A first setting of it had appear-
ed, of course, with the original publication of the Etudes in 1838; a second version of
it emerged from the revisions to the set carried out in 1851. In general, the earlier form
of the study is distinguished by the extravagance of its technical difficulties. As Schu-

mann observed, "we find difficulties of the most immense kind here within the small-




est space of a few measures; of such a sort, that even Liszt himself might have to
work over them." In its later manifestation, the study moderates its demands on virtu-
osity to seek comparable effects of bravura by noticeably more economical means.
A review of the two versions may prove entertaining as well as instructive.

Both versions announce the Tema surrounded by strummed chords that give har-
monic reality to a progression that is only implied by the original. The changes that
[Example no. 11]

Liszt works on this opening statement reveal the lines that his procedures will follow
through the revision overall. His re-working adopts: one, a notation that delineates
the harmonies as a structural element indivisible from the melody; two, a scoring of
chords and melody alike that is lighter (measures-17 through 24); and, three, a rhythmic
profile for the cadence that is altogether sharper (measures 15/16 and 23/24).

Liszt embellishes the scampering arpeggios of Paganini's first variation with
a quotation of the Tema as & nterpoint in the left hand. Thus combined, the Tema
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[Example:no.12]

provides a nice sense of development to the passage as it redoubles the harmonic thrust
of it. The harmonic aspect assumes an especial weight in the early rendition where
Liszt inflates the figuration of the violin line with full triads in the right hand—a re-

dundancy that he foregoes in the later arrangement, with results that more closely re-

flect the character of the model.

Liszt enriched the substance of the second variation, too. His first essay of this
portion of the work brought new polyphony into play, paraphrased fragments of the
[Example no. 13]
now-familiar Tema, together with pronounced harmonic inflections by way of the vigor-
ous writing for the two hands in unison. Re-thinking the passage in 1851, Liszt saw fit
to eliminate the contrapuntal overlay of 1838 entirely and to reduce the texture of

the whole to the minimum that a harmonic reading of the original would still allow.




For his third variation, Paganini traced a melody in octaves on the harmonic out-
line of his opening theme. Transcribing this moment, Liszt assigned the new melody to
[Example no. 14]
the left hand, in octaves, set the Tema against it in the right hand, also in octaves,
and placed a few chords as punctuation from time to time in the space between. Return-
ing to this part in 1851, he saw fit to change little: a seventh to be struck from a chord
in measures 2 and 6; the harmonic burden on the left hand to be lightened in measures

10 and 12. Otherwise, his first vision here remained his last.
Liszt's setting of the fourth variation also found its basic voice in the early edi-
[Example no. 15]
tion. The composer worked a significant refinement on it later, however, when he
abandoned the rhythmic dissonance of triplets in the left hand for the more fluent

clarity of even sixteents.

The transfer of variation five to the keyboard is nearly identical in both of Liszt's
% LENEAKADEMIA
arrangements. A minor distinction betweeérn'thé two resides, however, in the fact that
the clear octave falls in the first piano version correspond more exactly to Paganini's
violin line than do the concealed octaves in the second.
[Example no. 16]

Paganini's sixth variation disguises the harmonic progression on which the Twenty-
fourth Caprice is founded in a series of parallel intervals, thirds and tenths, that de-
[Example no. 17]
scend and ascend over a wide compass through the scale. Liszt seizes on the harmonic

prospect here, introducing opposing lines to the original, themselves confected of paral-

lel intervals, thirds (tenths ad libitum!) and octaves. The factor of contrary motion in

the lines imparts to Liszt's scheme the suggestion of mirror counterpoint. In his revi-
sion of this musie, Liszt opted for several new combinations of harmony (measures 4

through 8), and re-cast the conclusion of the variation to end in a feminine cadence.



Variation seven likewise appears virtually unchanged in its two versions. Two
minor alterations do improve the rhythmic flow of the variation in the later arrange-
ment: the one, a simplification of the accompaniment at measure one and similar places
thereafter; the other, a clarification of the pulse through the last two measures.

[Example no. 18]

Conversely, the settings of variations eight and nine represent, between their
readings of 1838 and 1851, the most thoroughgoing revisions that Liszt would make
to any part of his transcriptions from Paganini. Originally, Liszt projected the triple-
stop writing in the eighth variation as an extravagant display of the hands involved

[Example no. 19]
in widely displaced arpeggiations stretching over_four octaves of the keyboard. If we re-
call the description by Fétis of the stupefying effect of Paganini's performances, we
might believe that Liszt's interpretation reflected here his impression of Paganini's
playing in such a passage. It cannot be argued, t'[uwever, that his second rendering
e BENEAKAREMIA
of the section looks and, probably, sounds more like violin music. The fantastical color
of right-hand bowing mixed with left-hand pizzicato that Paganini had held in reserve
for the ninth variation prodded Liszt still further. Again, the pyrotechnics of his first
[Example no. 21]

essay on this variation, may well equate to an effect that Liszt associated with Pagani-

ni. But, one asks whether, in this instance, he went too far; for, the contribution that the
left-hand part makes here is questionable. The complication of counterpoint in the
deep bass register, incorporating, as it does, the rhythmic dissonance of triplet figures,
surely works against the sense of the passage that Liszt sought to transmit. The
rich interplay of harmonics produced by strings alternately bowed and plucked probably

is better suggested by the simple broken chords in the revised part for the left hand.

[Example no. 22]




Indeed, the manner in which Liszt re-shaped the ninth variation in 1851, conveys far
more accurately the violinistic character of the original.

His concept of variation ten remained unchanged over the years. He saw it as a
homophonic variation—a melody with accompaniment. Even so, his early treatment of
[Example no. 23]
the material hinged on a technical conceit (overlapping hands) that the later arrange-
ment disregarded. In the version of 1851, Liszt separates the hands; restores Paganini's
[Example no. 24]
melody to its proper high register; and stills the accompaniment to a progression of
light harmonies, one chord to a measure. The new delicacy and calm of this later setting
bring welcome respite to the storm and stress of the preceding variations and serve as a

trigger for the explosion of bravura that follows.

Paganini brought his Twenty-fourth Caprice to a spectacular close in the eleventh

variation, wherein he managed to stretch the capacity of the violin beyond even that

]

which had passed before. Liszﬁﬁﬂse tg ElNeE %ﬁp,-&k" Iobf his colleague's finale. There
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is little to chose between the two versions that he made of it. The revised setting
[Example no. 25]

has, perhaps, a trifle less-impacted texture; thus, it does facility a cleaner articulation

of the Tema in its last, great statement. Beyond that, both versions call on the last re-

serves of the piano to produce the monumental waves of sonority it so obviously

demands.

- RS e S e e e o E R R S S e e e e e wmn mmm

The Six grandes études d'aprés Paganini are, one and all, the masterful product,

of a unique conjunction of artistic wills. They are what all such arrangements aspire to

be: a touchstone of the transcriber's art—at once an act of homage and an assertion

of co-creative ingenuity. Liszt achieved so total an identification with his models

here, particularly with the Twenty-fourth Caprice, that not all the variations worked




on this music in subsequent times have diminished the brilliance of his achievement
with it. Nor, I believe, is any future exercise thereto likely to efface the primacy of

his claim on it.

(D" ZENEAKADEMIA
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Winston-Salem, N.C., Bloomington, Ind., Indianapolis, Columbia, Mo
Banff, Al., Edmonton, Calgary, Prince George, B.C.

-Concerto Appearances in St. Louis, Charlotte, Green Bay, WI.,
Hickory, N.C., Bloomington, Ind.

-Sonata Recitals with Denes Kovdcs, Zara Nelsova

-Recital Series with Jacques Israelievitch, concertmaster of
the St. Louis Symphony, 1983-

-Performing participant, The American Liszt Society Convention,
Columbia, MO., November 1985

-All-Liszt Recital, March 2, 1986 :

-Recital Series in Los Angeles with Eva Szekely, March 1986

-Liszt Lecture-Recital, College Music Society
Convention, Lincoln, Neb., April 1986

i |

TEACHING

-Director of Keyboard Studies, Webster University, 1983-
-Teaching Assistant, Eastman School of Music, 1982-83
-Associate Instructor, Indiana University, 1978-80
-Teacher, Wisconsin Conservatory, 1975

-Private teaching, 1970-81




COMPETITIONS AND AWARDS

-Winner, Charlotte Symphony Young Artist Competition, Charlotte
Music Club Award and many other local prizes

-Winner, Green Bay Symphony Young Artist Competition
-Dean's Discretionary Fund, N.C. School of the Arts
-Joseph Battista Memorial Award, Indiana University
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@i ' I&)b?) EVA DIANA SZEKELY

EDUCATION

Diploma of Special Merit - Accademia Chigiana, Siena,
Italy — 1948, 1949
Diploma - 8String Quartet Seminar - Colby College, Maine - 1971, 1972
E.M. — Juilliard School, 1970
M.S., — Juilliard School, 1971
Doctoral Studies — University of Wisconsin-Madison.

19753 — through 1978 - Performer — Chamber Music Seminar with
Gulli-Cavallo Duo - Indiana
Univera:tm :
1977 - Advanced Study with Zoltan Szekely: Violin and String
Buartet Literature-
Banff School of Fine
Arts, Canada

1978 — Summer School - Postgraduate Studies - Indiana University
1979 — Bummer School - Doctoral Studies - Hnéyﬂrsity of Wisconsin,
adison

1979 - Performer - Chamber Music Seminar with Menahem Fressler,
Indiana Universit

1780 - FPerformer — Chamber Music Seminar with Menahem Pressler,
Indiana University

TEACHING EXPERIEMCE

1971-73 Teaching Assistant, Universitx of Wisconsin—-Madison

1972-73 Teacher and Coach, Wisconsin Youth Orchestras

1973-74 Visiting ﬁsslstani Frofessor, Violin, Lawrence University,
Appleton, Wisconsin

1975-80 Assistant Professor, Violin and chamber Music, University
of Missouri-Columbi

1781 - Associate Frafessnr%inligfﬁﬁﬁméhﬁm Music, University
of Missouri-Columbia ey

ROFESSIONAL EX TENC

Associate Concertmaster: Juilliard Concert Orchestra, 1969-1971
Principal Second Violin: North Carolina of the Arts Summer
Orchestra, Siena, Italy, 1948
Piedmont Chamber Flavers, Winston—-Salem
North Carolina, 1968-1972
Madison Civic éymphuny, Madison,
Wisconsin 1971-73
Concertmaster: Egnletn Festival Orchestra, Spoleto,
Italy, 1970 |
University of Wisconsin Chamber
Orchestra, 1971-73
Consortium Chamber Orchestra,

Universitg of Missouri, 1979
Co—-Concertmaster: Waukesha ¥m9huny Orchestra,

. Wisconsin 1971-74
First Violin: Vilas Quartet, in residence at the

University of Wisconsin, 1971-1973
Stratford Quartet, in residence at

the Stratford Fesfival, Ontario,
Canada, 1973

Egterhazz fuartet, in residence at the
University of Missouri-Columbia, 1975-

FROFESSIONAL SOCIETIES

American Federation of Musicians
Music Educators National Conference
Missouri Music Educators Association
American Strinﬂ Teachers Association
Chamber Music America
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20L0 APPEARANCES OFF CAMFUS:

Long Island Parks Chamber Series

New York State University-Geneseo

Nazareth College, Rochester, New York

New York, New York "Hear America First" Series,

New York Times Review

New York, MNew York — WOXR Radio Station of the

New York Times, live broadcast-recital \
Kansas State College, Pittsburg, Kansas, Guest Artist
Indiana University élnnmingtun, Indiana

5t. Louis Univera:%y, St. Louis, Missouri - with

Sue Stubbs, bass .

kansas City Chamber Series — with Sue Stubbs, doublebass
University of Wisconsin-Madison, FPerformance taped for
broadcast on WHA - Wisconsin Public Radio Station
Hadjfu?, Wisconsin — WORT Radio Station, live broadcast
recita

Kansas Eitg Chamber Series - with Renee Siebert, flute -
taped for broadcast on Public Radio Station

Williams College, Williamstown, Massachusetts, The Music
of Charles Ives

Churchill Memorial Ehagei; Fulton, Missouri
St. Louis University t. Louwis, Missouri

Chamber Series, Gharfntte North Carolina

Salem College, Winston-Salem, North Carolina
Lenoir-Rhyne 6ullege, North Carolina

William Jewel College, Kansas City, Missouri

St. Louwis Ethical Society, St. Louis, Missouri
Fontbonne College, St. Louis, Missouri ; :
Missouri Western University, St. Joseph, Missouri
William Jewel College, Kansas City, Missouri

Liberty Symphony, Kansas City, Missouri, soloist, Mendelssohn
Violin Concerto

Independence Concert Series, Independence, Missouri
Maryville College, St. Louis, Missouri

Devel opment Leave: wgﬁﬁﬁr Semester; title of project: "The Six
r }%i

Violin Caprices of P ini7 ANé Dibed| By Liszt and Liszt's
Original Violin and: F¥&no ET@& i0ns. _

Webster University Enncert‘gg | 8t. Louis, Missowri
Indiana University, Bloomington, tndiana . )

AmMerican Liszt Society Festival Columbia, Missouri

UMC Philharmonic, soloist Mozart Violin Concerto in G

March: solo recital series with Daniel Schene in California
April: Invitational performance, College Music Association
Conference, Lincoln, Nebraska (Liszt transcriptions)

S0L0 RECITALS ON CAMPUS:

semi-annual Solo Recitals, Fine Arts Recital, Fine Arts Center
Buest Artist on Faculty Recital Series

ESTERHAZY OUARTET PERFORMANCES OFF CAMPUS:

Tour to Chile with performances in Santiago, Valparaiso,
and Loncepcion. The Guartet was also featured on a
network television special taped in Santiago, Chile.

Tour of the U. 8. West Coast with performances in the
University of Oregon, Eugene, Oregonj southern Oregon
Enlle?e, shland, Oregoni Oregon State University,
Corvallis, Oregony San Francisceo State College, ,

San Francisco, Californiaz and Brigham Young University,
F'r'!:]"ul"ﬂ, Utﬂhl [

New York, New York "Hear America First" series—--selected
for Mational Public Radio broadcast. ‘

Eggﬁnn, Massachusetts——Recording for Boston radio station
Sun Uallez, ldaho--The Sun Valleg Music Festival.

Banf+, Alberta, Canada—--Banff School of Fine Arts.

MMTA ﬁnnventinn-*Eransun, Missouri.
Cul ver-8Stockton College, Hannibal, Missouri
MOSSPAC--Columbia, Missouri :
Bt. Louis Youth Orchestra Organization, St. Louis.




1780 MMEA Convention, Tan-Tar-A, Osage Beach, Missouri.

University of ﬁiabama, Tuscaloosa, Alabama

University of Missouri-Rolla.

Tour to South America (Brazil, Chile, Argentina, and

Venezuela) with performances in Belem, Salvador, and

Porto Alegre (Brazil); Santiago and Concepcion }Dh1le};

Buenos Aires, Argentina; and Caracas, Venezuela. The

tour included eleven concerts, masterclasses, and radio

and television ﬂEpEaFaHEEE.

1981 — National Fublic Radio, "GQuartessence”. The Esterhazy was
selected as one of thirteen quartets for this program
?rgsent1ng the "American String Guartets" in concert.

his series was broadcast over more than 120 radio stations
nation—-wide.
— Recording: EtFIH? Buartets No. 1 and No. 2 by James Wiley
on the Spectrum label. Both works were dedicated to and
remiered hg the Esterhazy Quartet. The recording is now
isted in the Schwann catalog.

1982 — Premier of the Zhao Xiosheng GQuartet for the UMC

Chinese-American Seminar.
HiEtiﬁ?UlﬁhEd composers/Huddinott——UMC.
= Tour ot South America: Venezuela Chile, Paraguay, Brazil.
Twenty-one concerts presented between May 5 and
June 4, 1982,

o

1983 — Seminar Residency, Western Arts Festival, Laramie, Wyoming.
1984 - State College, Sedalia, Missouri .

Westminester Concert Series, Fulton, Missouri :
1985 —~ American Liszt Society Festival, Eniumb:a, Missouri ;
1986 - May: Tour of South America: Venezuela, Chile, Argentina, Brazil

ESTERHAZY QUARTET FERFORMANCES ON CAMPUS:

The Esterhaz;lmuartet BFEEEHtE an annual series of four
concerts in Fine Arts Recital Hall.

The Buartet has also presented performances for:

= Museum of Art and Arch 1og 3

= Missouri Citizens for % ﬁr{EEHEAI{ADEMM

- KOPN live broadcast ser

The Esterhazy gives an annual inténEive Summer Chamber
Music Seminar on the UMC campus.




