
As a boy growing up in Cleveland, Eric Ewazen’s Ukranian father and Polish mother imparted 

to him a deep love and appreciation for Eastern European folk music and dance. “Often in 

Ukranian dances, the music starts slow and gets faster. Ultimately, as the dance becomes 

spectacular with unbelievable leaps through the air, the music whirls with terrific exhilaration. 

Much of my music [features] big, fast endings, and I trace this directly to that folk-music 

inspiration.” The outer movements of Ballade, Pastorale and Dance are prime examples of the 

“long build to a big finish” and rhythmic propulsion that are characteristic of Ewazen’s style. The 

inner movement, composed during the winter holiday season, has what the composer describes 

as a “gentle and impressionistic feel” and hint at familiar traditional carols. Ewazen’s style is 

unabashedly tonal and often draws comparison to contemporary American film composers, 

particularly John Williams. While he is sometimes dismissed by critics for his overtly populist 

style, he is among the most frequently performed living American composers. 

 

1801 was an unusually happy year in Ludwig van Beethoven’s stormy, difficult life. His 

hearing had not yet deteriorated to the point of despair and he was basking in the limelight of 

celebrity. In addition to being hailed as one of Vienna’s leading pianists, the premiere of his First 

Symphony had been a major success and he was already drawing comparisons to Mozart and 

Haydn. The graceful Spring Sonata for violin and piano was written in the glow of this success 

and is one of the last works to fully embrace the Classicism of his predecessors. It opens with an 

instantly memorable, radiant lyrical theme in the violin that evokes the season for which the 

sonata is named (though the “Spring” moniker was not applied by Beethoven himself). The 

second movement anticipates the deeply expressive style of Beethoven’s disciple Franz Schubert 

while the off-kilter third movement scherzo is a model of musical compression with exposition, 

trio and recapitulation all flying by in one minute. The buoyant rondo that follows is chock full 

of running triplets, trills, and syncopation. A cloudy, minor keyed middle section briefly 

overcasts the otherwise sunny mood before the coda brings the piece to a joyful conclusion. 

 

Antonín Dvořák’s Quintet in A Major for piano and string quartet resides in a lofty realm 

with other Piano Quintet masterpieces by Schumann, Brahms and Shostakovich.  Written in 

seven weeks at Dvořák’s summer cottage outside of Prague, the piece is firmly in the mature, 

Czech nationalist style that preceded his voyage to the United States. In the estimation of 

biographer John Clapham, the quintet “probably epitomizes more completely the genuine 

Dvořák style in most of its facets than any other work of his”, such as expressive lyricism and the 

utilization of elements from Czech folk music and dance like the dumka and furiant. The 

transcription for wind quintet and piano being performed by Olmos Ensemble is by hornist 

David Jolley. The arrangement, according to Gramophone magazine, “works (dare I say it?) as 

well for winds as it does for strings...the transcription is sensitive to all the nuances, dynamics 

and character of the original...Jolley has paid such close attention to wind timbre as he divides 

the material that the music flows in all its emotional generosity and vigor.” 
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