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“On Winds of Song” 
 

Shiraz Piano Trio 

Behzad Ranjbaran (b.1955) 
 

 Long-time patrons of the Fort Worth Symphony may recognize Behzad Ranjbaran’s 

name, because he was composer-in-residence here during the 2008-2009 season. During the past 

two seasons, CMSFW has been exploring Ranjbaran’s chamber music. His unique fusion of 

Middle Eastern heritage with Western musical forms and techniques has placed him at the 

forefront of American composers.  

 

 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. Other distinguished performers 

who have championed Ranjbaran’s music are conductor Charles Dutoit, soprano Renée Fleming, 

violinist Chantal Juillet, cellist Yo-Yo Ma, and pianist Jean-Yves Thibaudet. 

  

 His composer’s note for Shiraz Piano Trio follows.  

 

Shiraz is a southern Iranian city situated near the ruins of Persepolis, the 500 B.C. 

capital of Persia. In writing Shiraz, I aimed to reflect on the elements that have made 

this city famous: its poets, historic gardens, nightingales and wine. 

 

My first trip to Shiraz at age 14 became an enduring influence on my life and my 

affection for the city only grew in subsequent visits. In Persian culture, Shiraz is 

tantamount to life’s beauty, artistry and peace. The concept of Persian garden, as a 

reflection of paradise on earth, was by and large developed in this region over several 

thousand years.  

 

Many of the melodic, rhythmic and musical characters in Shiraz are inspired by 

elements of Persian culture and its vocal and instrumental music. In the first movement, 

I imagined three poets under a weeping willow, engaged in a gentle, but at times heated, 

poetic discourse, revealing some of their most tender and profound thoughts and 

feelings. At times, a musical phrase begins with one instrument and is then passed 

around in a refined dialogue and exchange. This follows a highly cultivated tradition of 

Mosha’ereh [poetic discourse] in Iran when literary individuals speak only in verse on 

various human characteristics and emotions, thus establishing a spiritual bond among 

the participants. Often, one expresses his affection and mastery of the craft by 

completing a verse that was begun by another. 

 



The second movement refers to a river in Shiraz which poets, particularly Hafiz, 

revered in their verses. The thematic material is closely related to the first movement, 

thus creating an organic relationship. As the opening descends into the whispering 

murmur of water waves, it soon builds to climactic crashing chords, all pointing to the 

vitality of life represented by the river. There is also allusion to the playful character of 

folk music with irregular rhythmic patterns, repeated short melodies and jesting 

pizzicato sections. The finale begins with a whispering murmur that quickly turns into a 

cascading rush of fast notes that propels the piece to an energetic conclusion.  

 

 

Trio Sonata in C major, BWV 529 

Johann Sebastian Bach (1685-1750) 
Arranged for oboe, violin, and cello by Stefano del Giorno 

 

 Bach's six Trio Sonatas hold a special place among his organ works.  They are believed 

to date from the late 1720s, just a few years after Bach had assumed his duties at the 

Thomasschule in Leipzig.  J. Nikolaus Forkel, one of Bach's early biographers, wrote that these 

six sonatas were composed as instructional pieces for Bach's eldest son, Wilhelm Friedemann 

(1710-1784).  At the time he studied them, Friedemann would have been in his mid-teens. 

 

 The controversy that surrounds the Sonatas concerns the instrument for which they were 

composed.  Some scholars have argued that the instrument of choice would have been a pedal 

clavier with two manuals.  Bach specified "for 2 claviers and pedal," which could mean either a 

double-manual harpsichord with pedal, or an organ. Bach borrowed from himself on numerous 

occasions, including repurposing movements of these trio sonatas in the cantatas. He would have 

been delighted by this music’s transference to this afternoon’s combination of instruments.   

 

 Trio sonatas are based on the idea of two melodies plus bass, a texture indigenous to 

Baroque chamber music. In performance, the three independent strands were normally 

performed by four players, to incorporate continuo. The formal organization emulates the Italian 

concerto grosso, with three movements arranged fast-slow-fast. The eloquent slow movement, a 

Largo in 6/8 meter, is especially lovely, and indebted to the Italian style of the Corelli violin 

sonatas. All three movements have polyphonic textures whose independent voices are 

highlighted in this arrangement.   

 

 

Suite for Piano, Violin & Clarinet, Op.157b 

Darius Milhaud (1892-1974) 
 

 The eminent French dramatist Jean Anouilh (1910-1987) is best known for those of his 

dramas that have drawn on historical topics:  Antigone (1944), L'Alouette [The Lark] (1953, on 

the subject of Joan of Arc) and Becket (1959), whose cinematic adaptation has become a classic.  

But far earlier in his career, Anouilh produced a series of plays he himself labelled pièces noirs:  



"black plays," those whose common link was mankind's despair in a world inimical to those 

having a responsive soul.   

 

 One of his most celebrated pièces noirs was Le voyageur sans bagages [The traveller 

without baggage], written in 1937, for which Darius Milhaud composed incidental music.  The 

play concerns a young man, Gaston, who has been incarcerated in an asylum for 18 years with 

amnesia resulting from a World War I injury.  A wealthy and superficial Duchess has taken it 

upon herself to help him find his family.  In the course of the drama, Gaston discovers that the 

young man he apparently was in his previous life – half a lifetime ago – is no longer morally 

acceptable to him.  He abjures the distasteful French family into which he was born, choosing 

instead a fresh start and a new family in England. 

 

 From this unlikely scenario, Anouilh produced a comedy, celebrating his hero's freedom 

of choice.  Milhaud's score to Le voyageur sans bagages, published as Op.157, was one of 

dozens of such scores that he produced during the 1930s and 1940s:  for films, plays, radio, and 

television as well as the more traditional dramatic venues of opera and ballet.  Throughout his 

prolific career, Milhaud displayed a strong affinity for extra-musical influences, particularly in 

the realms of literature and painting.   

 

 The greater part of such works postdate the French avant-garde, post-World-War-I scores 

for which he is best known:  Le boeuf sur le toit (1919) and La création du monde (1923).  These 

earlier compositions personify Milhaud's association with Jean Cocteau and the group of French 

composers known as Les Six.  During this time he refined characteristics of a style that was to 

stamp his music for the balance of his life:  dashes of polytonality, jazz, Brazilian rhythms, and 

an unmistakable French irony that merged beautifully with the dark humor of Anouilh's play. 

 

 Milhaud later rearranged four numbers from the orchestral score of Le voyageur sans 

bagages for the chamber combination of violin, clarinet and piano.  By so doing, he paid what 

was surely a conscious tribute to his older contemporaries Bartók and Stravinsky, whose use of 

the same unusual instrumental combination in Contrasts (1938) and the Suite from L'histoire du 

soldat were certainly known to him.  Milhaud's Suite makes a fine companion to those better 

known 20th-century works.  Alive with the sprightly melodies for which he is famous, the four 

movements fairly bristle with incisive wit and unexpected tenderness. 

 

Quintet in G minor for Oboe, Clarinet, Violin, Viola and Double Bass, Op.39 

Sergei Prokofiev (1891-1953) 
 

 Shortly after the outbreak of the Russian Revolution, Serge Prokofiev left his homeland 

for the United States, heading east via Vladivostok and Japan to San Francisco.  Then 27, he had 

achieved a substantial reputation for himself in Russia and hoped to enhance it in the new world.  

He remained in the States for four years, during which he composed one of his greatest works, 

the opera The Love for Three Oranges.  Prokofiev had an essentially European spirit, however, 

and the American sojourn was not a particularly happy time for him.  He moved to France in 



1922, remaining there for fourteen years.  Eventually, in the mid-1930s, he elected to return 

permanently to the Soviet Union.   

 

 Inevitably, during the French years between the wars, Prokofiev was drawn into the 

lively international artistic community centered in Paris.  His most important compositions 

during the 1920s were the opera The Fiery Angel (1919-1927) and the Second Symphony, Op. 

40 (1924-1925).  He also became involved in a couple of ballet projects, in spite of an earlier, 

unsuccessful collaboration engineered by the legendary impresario Sergei Diaghilev.  Boris 

Romanov, who had briefly been backup choreographer to Nijinsky in Diaghilev's Ballets russes, 

had gone back to Russia for a few years to serve as ballet master at the Maryinsky Theatre in St. 

Petersburg.  Upon his return to Paris in 1921, Romanov founded his own ballet troupe, and asked 

Prokofiev to compose a score for a new work to be based on a circus scenario.   

 

 Romanov proposed the title Trapeze, and requested that the music be written for a small 

instrumental ensemble so as to contain costs.  Prokofiev obliged him with the score of Op.39, 

now better known in its strictly concert version as the Quintet we hear this afternoon.  Ever 

practical, he knew that the work would have a longer life and a broader audience if it could be 

performed outside the ballet theatre.  The score he produced is unique.  It joins Schubert's 

"Trout" Quintet and some of the early Rossini sonate a quattro as an unlikely jewel for the 

oversize double bass, which is generally a rare player in the realm of chamber music.  Prokofiev 

adds piquancy to the ensemble with the addition of oboe and clarinet; violin and viola complete 

the ensemble.   

 

 The music bears a strong Stravinskyan imprint, with echoes of both L'histoire du soldat 

(1918) and the Octet (1922-23).  Prokofiev would quite likely have heard both those works 

performed in Paris.  His biographers Lawrence and Elizabeth Hanson hear the Quintet as rather 

more individual: 

 

Before one year [in Paris] was out the Russian bear had beaten Les Six at their 

own elegant game in his Quintet . . . . This extremely clever little work is about 

90% French with a vital 10% Prokofiev.  It expresses precisely the musical Paris 

of the 1920s. 

 

Prokofiev considered the Trapeze Quintet to be one of his most chromatic compositions written 

up to that time, a factor he attributed to the Parisian musical atmosphere.  There is a distinct 

oriental flavor to some of its melodies, and a constant exploration of the unusual timbres 

available from this particular combination of instruments.  While the six movements do not leave 

any clear sense of circus association, they do make a strong impression by their athletic rhythms 

and arresting harmonies.  And the double bass gets its own cadenza! 


