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(212) 799-5000, ext. 303 
patrondesk@juilliard.edu juilliard.edu

Become a member for as little as $250 
and receive exclusive benefits, including

•   Advance access to tickets through  
Member Presales

•  50% discount on ticket purchases
•   Invitations to special  

members-only gatherings

Join with a gift starting at $1,250 and 
enjoy VIP privileges, including

•   All Association benefits 
•   Concierge ticket service by telephone 

and email
•  Invitations to behind-the-scenes events
•   Access to master classes, performance 

previews, and rehearsal observations

With hundreds of dance, drama,  
and music performances, Juilliard  
is a wonderful place. When you  
join one of our membership programs,  
you become a part of this singular  
and celebrated community.

Behind every  
Juilliard artist is  
all of Juilliard 
—including you.
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The Juilliard School
presents

Faculty Recital: Historical Performance
Sarah Cunningham, Viola da Gamba
Richard Egarr, Harpsichord

Friday, November 10, 2017, 7:30pm
Paul Hall

Part of the Daniel Saidenberg Faculty Recital Series

JOHANN Sonata in G Major, BWV 1027
SEBASTIAN    Adagio
BACH     Allegro ma non tanto
(1685–1750)     Andante 

Allegro moderato

   Partita  in D Minor, BWV 1013 
(transcr. from Partita for solo flute in A Minor)

      Allemande 
Corrente 
Bourrée Anglaise

  
  Sonata in D Major, BWV 1028
      [Untitled] 

[Untitled] 
Andante 
Allegro

  Intermission

 

Please make certain that all electronic devices are turned off during the  
performance. The taking of photographs and the use of recording equipment  
are not permitted in this auditorium.

Major funding for establishing Paul Recital Hall and for continuing access to its series of 
public programs has been granted by The Bay Foundation and the Josephine Bay Paul 
and C. Michael Paul Foundation in memory of Josephine Bay Paul.
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BACH  Sonata in D Minor BWV 527
  (transcr. from Organ Trio Sonata III)
      Andante 

Adagio e dolce 
Vivace

  
   From Das Wohltemperierte Klavier Teil I 

   Prelude and Fugue in C Major BWV 846 
   Prelude and Fugue in C Minor BWV 847 
   Prelude and Fugue in C-sharp Minor BWV 849

  
  Sonata in G Minor BWV 1029
      Vivace 

Adagio 
Allegro
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Notes on the Program by Sarah Cunningham

We tend to equate Johann Sebastian Bach with Lutheran and contra- 
puntal strictness: with four-part chorales that are exemplars of the 
highest rules of harmony and with four-part fugues that teach us the 
intellectual rigor of formal imitative composition. Given the canonical 
status of his work as a whole, his solo sonatas and suites, while always 
a joy to practice, are experienced as required repertoire, putting us 
through our paces, immortalized in hundreds of recordings that vainly 
vie to carve out definitive versions; just as scholarly editions, produced 
by erudite musicologists who have combed and re-combed the sources, 
attempt to lay out definitive readings.

Where in all this is the playful genius of Bach the improviser? The gift 
for stunningly unexpected and unique instrumental colors: flute and two 
oboes da caccia with soprano in the St. Matthew Passion, the horns 
and bassoon with bass singer in the B Minor Mass, the preposterous 
combination of recorder and trumpet, piccolo, violin, and oboe, as solo 
instruments in the “Brandenburg” Concerto No. 2? What about the riot 
of variety in Das Wohltemperierte Klavier (the Well-Tempered Clavier), 
the wildly different styles of fugue, the vast range of what a prelude can 
be? Perhaps we are coming more and more to be aware of the endless 
fountain of inventiveness in the cantata cycles; and of the willingness 
to borrow and bend, to re-orchestrate and reshape, his own music as 
well as that of composers he was curious about.

Often in program notes we offer insights into the historical and social 
context in which the music was conceived and performed. But in the 
case of the sonatas for viola da gamba and harpsichord, we simply don’t 
know what this context was, when they were written, or for whom. 
Consensus of opinion has long said they must have been composed in 
Germany at Cöthen, where Prince Leopold played the viol and chamber 
music was always needed. But more recently scholars as weighty as 
Christoff Wolff and Laurence Dreyfus have become convinced they were 
composed in Leipzig, from whence all the manuscript copies seem to 
have come. The truth is we just don't know.

So my starting point is their history in my own life and practice, from 
the time I started to study and play them nearly half a century ago. The 
cutting edge of Historical Performance arguably now lies less in the 
excavation and dusting off of “how it would have sounded back then,” 
or “what the composer intended,” than in cultivating our awareness of 
the interface between what the old instruments and sources can tell 
us, what the music itself can tell us once we delve into old notation and 
old conventions—and our modern ears, indelibly tuned by all we have 
heard, from Mahler to Madonna.

The G Major Sonata, BWV 1027, is filled for me with the memory of 
my first teacher, Gian Lyman Silbiger, who had me analyze everything 

Johann 
Sebastian Bach 
 
Born:  
March 31, 1685, 
in Eisenach, 
Saxe-Eisenach, 
Holy Roman 
Empire (now 
Thuringia, 
Germany) 
 
Died:  
July 28, 1750, 
Leipzig, Saxony, 
Holy Roman 
Empire (now 
Germany)
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Notes on the Program (Continued)

I played. She introduced me to the invertible counterpoint in the opening 
Adagio, with its three subtly, and still dramatically, different affects. The 
opening is warm and sunny, but serious, the whole tune played twice, first 
by the viol while the harpsichord takes the long-note countermelody, then 
vice versa. The second affect is much more intense, chromatic, anxious, 
with both parts answering and competing, to find resolution at a full cadence 
in B minor—trust Bach to arrive at this unexpected destination with no 
awkwardness whatsoever! In fact we get there with such a sense of relief 
that the reprise of material from the opening phrase floats us, with relaxed 
sweetness, effortlessly back to G major. Then it all happens again with the 
parts reversed.

My second teacher, Wieland Kuijken, brought me another layer of insight. 
The Sonata in G Major is the only one of the three gamba sonatas to survive 
in an autograph manuscript, and it is Bach’s own transcription of his trio 
sonata for two flutes and continuo. The first movement offers intriguing 
clues, not only slur marks and ornaments, but also original dots above 
certain eighth notes, of the sort that in modern notation would indicate 
staccato. A real staccato would not be appropriate here, but the dots do 
give a clue to the tempo, which Wieland always insisted must be a true 
adagio, timeless and un-pressured, despite the 12/8 meter which needs to 
feel like four big beats in the bar. The dots tell us that the eighth notes need 
individual weight and identity, dropping gently down on top of the walking 
eighth notes of the bass line.

No need, or space, here, to go into this much detail about every movement. 
Muscular and complex, the Allegro ma non tanto second movement employs 
a variety of devices from the contrapuntal toolbox: inversion, stretto; and 
shifts rhythmic stresses around until regular downbeats hardly register. The 
third movement, marked Andante (the flute version is Adagio) has always 
evoked an anachronistic but timeless image for me: the still, overlapping, 
pulsating texture of harpsichord and gamba lines reminds me of an Esher 
print, with trees that go upwards, and simultaneously downwards, reflected 
in mirror-still water. The last movement is another fugue, whose episodes 
give a virtuoso turn to the bass part. Over the years I’ve had the opportunity 
of learning all these sonatas from the bottom up through my teaching, playing 
the bass lines myself with students.

Bach surely would not have minded, and I do not begrudge in the least, 
the cellists and violists (and even other instruments) performing these 
sonatas. There are a few idiomatic chordal moments, and the pieces do 
use the full range from the lowest strings to well up above the frets; the 
tone color and articulation of the viola da gamba and harpsichord, both 
resonance-based instruments, means they blend with exceptional clarity. 
But Bach’s contrapuntal style translates easily to other instruments. By the 
same token I have followed Bach’s own example in borrowing. The Partita 
BWV 1013 for solo flute lends itself beautifully to the viol and I have simply 
transposed it down an octave and a fifth and changed very little else. There 

Bach’s 
contrapuntal 
style 
translates 
easily to other 
instruments.
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are two main differences between the instruments: the possibility of chords 
and double-stops on the viol; and the necessity of breaking the line, in order 
to breathe, on the flute. I have only added a bare minimum of irresistible 
chords, since Bach’s single-line writing makes all the harmonies so clear 
already. And I have relished the opportunities for the subtlest of phrasing, 
especially in the Allemande, where often Bach elides cadential notes into 
the beginning of the following phrase.

The D Minor Organ Trio Sonata, BWV 527, has been equally easy to translate, 
in more or less the same way Bach translated the flute trio sonata into BWV 
1027, simply by transposing the top line down one octave for the viol, and 
giving the organ’s left hand part to the harpsichordist’s right hand, while his 
left hand takes the bass part originally played by the organist’s feet! The 
piece contains another example of Bach’s own self-borrowing: its Adagio e 
dolce second movement also appears in the triple concerto BWV 1044. In 
the two outer, faster movements, contrapuntal virtuosity is again on display, 
in a delirious dialogue of soaring melodies and swirling triplets.

The D Major and G Minor gamba sonatas, while adhering to the same 
three-part texture, stretch the trio sonata form toward something more 
concerto-like. Each has passages where the harpsichord plays figured bass 
before coming in with its own tune in the right hand. The D Major, BWV 
1028, has the harpsichord break into chords in the second movement and 
gives an extended written-out cadenza to each instrument in the last—Gian 
Silbiger advised me to start learning this passage before even beginning the 
rest of the piece, and now I duly pass on this advice to my own students.

The G Minor Sonata, BWV 1029, is even more complex in structure, with 
orchestral-tutti-like passages alternating with soloistic ones, leading a 
number of scholars to extrapolate, and reconstruct, a putative seventh 
“Brandenburg” from which it might have been derived. I’ve played its 
transcendent Adagio, just the viol part all by itself, as a part of a wedding; 
then, a few years later, for a funeral, the long arch of its unfolding phrases 
just as capable of expressing eternal rest as romantic joy.

Our program is completed by a set of Preludes and Fugues from the first 
book of the Well-Tempered Clavier. For keyboard players (even amateurs 
like me) this collection is surely the one that most steadfastly accompanies 
them throughout their musical lives, just as the gamba sonatas have been 
constantly developing companions through mine.

"I've played 
the G Minor 
Sonata's 
transcendant 
Adagio as part 
of a wedding, 
then a few 
years later,  
for a funeral."



6

Meet the Artists

Sarah Cunningham

Viola da gambist Sarah Cunningham trained at Harvard University, the 
Longy School of Music, and the Royal Conservatory in The Hague. She 
was co-founder, with Monica Huggett, of Trio Sonnerie and toured on 
four continents between 1982 and 1997. She was invited by James 
Galway to collaborate on his CDs of Bach’s flute music, and toured with 
him in Europe and throughout the U.S. Her solo CDs were released 
on ASV and EMI/Virgin Classics, and she has appeared as recitalist 
from Helsinki to Vancouver. As concerto soloist she recorded works 
by Telemann with the Orchestra of the Age of Enlightenment under 
Monica Huggett. She has toured and recorded with conductors John Eliot  
Gardiner, William Christie, Simon Rattle, Trevor Pinnock, Ton Koopman, 
Gustav Leonhardt, and Roger Norrington; with viol consorts Les Filles 
de Sainte Colombe, Fretwork, Phantasm, Hesperion XX, and Parthenia; 
medieval ensembles including Sequentia and Virelai; and baroque 
chamber music with Camerata Kilkenny among others. She founded and 
the East Cork Early Music Festival in Ireland in 2003 and was its director 
through 2009. She has been a member of the faculty of Juilliard’s 
Historical Performance program since 2011; was professor of viola da 
gamba in Bremen, Germany, from 1990 to 2000; and has taught at 
numerous summer academies and master classes worldwide.
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Richard Egarr

Conductor and harpsichordist, Richard Egarr has been music director 
of the Academy of Ancient Music since 2006 and was associate artist 
of the Scottish Chamber Orchestra from 2011 to 2017. He was recently 
appointed principal guest conductor of the Residentie Orkest in The 
Hague beginning in 2019. He has conducted the London Symphony 
Orchestra, Royal Concertgebouw Orchestra, and Philadelphia Orchestra, 
among others; and been a guest artist with baroque ensembles including 
Boston’s Handel and Haydn Society and regularly gives solo harpsichord 
recitals at Carnegie Hall and London’s Wigmore Hall. This season he 
conducts a staged version of Purcell’s King Arthur at the Barbican Centre 
with the Academy of Ancient Music; the St. Matthew Passion with 
the Rotterdam Philharmonic; Schumann’s Requiem with the Scottish 
Chamber Orchestra; Mozart’s C Minor Mass with the Orquesta Sinfonica 
da Galicia; and Beethoven’s “Eroica” Symphony with the Luxembourg 
Philharmonic and Antwerp Symphony. He returns to the Dallas Symphony  
for “Brandenburg” concertos, guesting with Philharmonia Baroque and 
Les Violons du Roy, and tours the East Coast with cellist Steven Isserlis.  
Early in his tenure with the Academy of Ancient Music Egarr established 
the Choir of the Academy of Ancient Music and operas/oratorios lie at 
the heart of his repertoire. He made his Glyndebourne debut in 2007 
conducting a staged version of the St. Matthew Passion. He has directed 
Handel oratorios at the Britten Pears Academy and staged productions 
at the Netherlands Opera Academy (La clemenza di Tito, Le nozze di 
Figaro, and Rossini’s Il Signor Bruschino). He has a longstanding teaching 
position at the Amsterdam Conservatoire and is a visiting professor  
at Juilliard. 
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Juilliard Board of Trustees and Administration

BOARD OF TRUSTEES

Bruce Kovner, Chair
J. Christopher Kojima, Vice Chair
Katheryn C. Patterson, Vice Chair

EXECUTIVE OFFICERS AND SENIOR ADMINISTRATION

TRUSTEES EMERITI

June Noble Larkin, Chair Emerita

Mary Ellin Barrett
Sidney R. Knafel
Elizabeth McCormack
John J. Roberts

Office of the President
Joseph W. Polisi, President
Jacqueline Schmidt, Chief of Staff

Office of the Provost and Dean
Ara Guzelimian, Provost and Dean
José García-León, Associate Dean for Academic Affairs
Robert Ross, Assistant Dean for Preparatory Education 
Kent McKay, Associate Vice President for Production

Dance Division
Taryn Kaschock Russell, Acting Artistic Director
Lawrence Rhodes, Artistic Director Emeritus
Katie Friis, Administrative Director

Drama Division
Richard Feldman, Acting Director 
Katherine Hood, Managing Director

Music Division
Adam Meyer, Associate Dean and Director
Bärli Nugent, Assistant Dean, Director of Chamber Music
Joseph Soucy, Assistant Dean for Orchestral Studies
Stephen Carver, Chief Piano Technician
Robert Taibbi, Director of Recording 
Joanna K. Trebelhorn, Director of Orchestral  

and Ensemble Operations

Historical Performance
Robert Mealy, Director
Benjamin D. Sosland, Administrative Director;  

Assistant Dean for the Kovner Fellowships

Jazz 
Wynton Marsalis, Director of Juilliard Jazz
Aaron Flagg, Chair and Associate Director

Ellen and James S. Marcus Institute for Vocal Arts 
Brian Zeger, Artistic Director
Kirstin Ek, Director of Curriculum and Schedules
Monica Thakkar, Director of Performance Activities

Pre-College Division
Yoheved Kaplinsky, Artistic Director
Ekaterina Lawson, Director of Admissions and Academic Affairs
Anna Royzman, Director of Performance Activities

Evening Division
Danielle La Senna, Director

Lila Acheson Wallace Library
Jane Gottlieb, Vice President for Library and  

Information Resources; Director of the C.V. Starr  
Doctoral Fellows Program

Enrollment Management and Student Development
Joan D. Warren, Vice President
Kathleen Tesar, Associate Dean for Enrollment Management 
Sabrina Tanbara, Assistant Dean of Student Affairs
Cory Owen, Assistant Dean for International Advisement  

and Diversity Initiatives
William Buse, Director of Counseling Services
Katherine Gertson, Registrar
Tina Gonzalez, Director of Financial Aid
Barrett Hipes, Director, Alan D. Marks Center for  

Career Services and Entrepreneurship
Teresa McKinney, Director of Community Engagement
Todd Porter, Director of Residence Life
Howard Rosenberg MD, Medical Director
Beth Techow, Administrative Director of Health  

and Counseling Services
Holly Tedder, Director of Disability Services  

and Associate Registrar 

Finance
Christine Todd, Vice President and Chief Financial Officer
Irina Shteyn, Director of Financial Planning and Analysis 
Nicholas Mazzurco, Director of Student Accounts/Bursar

Administration and Law
Maurice F. Edelson, Vice President for Administration  

and General Counsel
Joseph Mastrangelo, Vice President for Facilities Management
Myung Kang-Huneke, Deputy General Counsel 
Carl Young, Chief Information Officer 
Steve Doty, Chief Operations Officer
Dmitriy Aminov, Director of IT Engineering
Caryn Doktor, Director of Human Resources 
Adam Gagan, Director of Security
Scott Holden, Director of Office Services
Jeremy Pinquist, Director of Client Services, IT
Helen Taynton, Director of Apprentice Program 

Development and Public Affairs
Elizabeth Hurley, Vice President 
Alexandra Day, Associate Vice President for Marketing  

and Communications
Benedict Campbell, Website Director
Amanita Heird, Director of Special Events
Susan Jackson, Editorial Director
Sam Larson, Design Director
Katie Murtha, Director of Major Gifts
Lori Padua, Director of Planned Giving
Ed Piniazek, Director of Development Operations
Nicholas Saunders, Director of Concert Operations
Edward Sien, Director of Foundation and Corporate Relations
Adrienne Stortz, Director of Sales
Tina Martin, Director of Merchandising
Rebecca Vaccarelli, Director of Alumni Relations

Juilliard Global Ventures
Christopher Mossey, Senior Managing Director
Courtney Blackwell Burton, Managing Director for Operations 
Betsie Becker, Managing Director of Global K–12 Programs
Gena Chavez, Managing Director, Tianjin Juilliard School
Nicolas Moessner, Managing Director of Finance  

and Risk Management

Pierre T. Bastid
Julie Anne Choi
Kent A. Clark
Kenneth S. Davidson
Barbara G. Fleischman
Keith R. Gollust
Mary Graham
Joan W. Harris
Matt Jacobson
Edward E. Johnson Jr.
Karen M. Levy
Teresa E. Lindsay
Laura Linney

Michael Loeb
Vincent A. Mai
Ellen Marcus
Michael E. Marks
Nancy A. Marks
Stephanie Palmer McClelland
Christina McInerney
Lester S. Morse Jr.
Stephen A. Novick
Joseph W. Polisi
Susan W. Rose
Deborah Simon
Sarah Billinghurst Solomon
William E. “Wes” Stricker, MD

JUILLIARD COUNCIL

Mitchell Nelson, Chair

Michelle Demus Auerbach
Barbara Brandt
Brian J. Heidtke
Gordon D. Henderson
Peter L. Kend
Younghee Kim-Wait
Paul E. Kwak, MD
Min Kyung Kwon

Sophie Laffont
Jean-Hugues Monier
Terry Morgenthaler
Pamela J. Newman
Howard S. Paley 
John G. Popp
Grace E. Richardson
Kristen Rodriguez
Jeremy T. Smith
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Juilliard Scholarship Fund

To make a gift to the Juilliard Scholarship Fund, please call  
(212) 799-5000, ext. 278, or visit giving.juilliard.edu/scholarship.

The Juilliard School is home to more than 800 dancers,  
actors, and musicians, over 90 percent of whom are eligible 
for financial aid. With your help, we can offer the scholarship 
support that makes a world of difference—to them and to  
the global future of dance, drama, and music.

Behind every Juilliard artist  
is all of Juilliard—including you.



juilliard.edu

Attend a performance 
Enroll in a class
Shop at our store
Hire our performers
Support Juilliard


