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Lidia Jewłoszewicz-Clarke, violin
Lidia Jewłoszewicz-Clarke began playing the violin at the age of seven at the National Music School in
Koszalin, Poland. Lidia has distinguished herself in many national and international competitions and
prizes, both as a soloist and a chamber musician. She has also been awarded a number of scholarships
and awards, including the scholarship of the President of the University of Music in Luzern, Switzerland
in 2003 and an Artistic Scholarship of the President of Gdańsk for Special Achievements in Music and
Culture in 2004. In the same year, Lidia was awarded the Gdańsk Mozart Prize, which led to several
performances as a soloist in Mozart's Violin Concerto in G major. After moving to Ireland, she won the
2013 Hibernian Orchestra Concerto Competition, which led to her first performance as a soloist in
Ireland with Prokofiev Violin Concerto No. 2. She regularly works with Irish orchestras and groups,
including the RTÉCO, RTÉNSO, Barry Douglas’ Camerata Ireland, the Ulster Orchestra, Wexford Festival
Opera Orchestra, Musici Ireland and Crash Ensemble. As a soloist and member of various groups, she has
toured Asia and most European countries, performing at the NCPA Beijing, NCPA Mumbai,
Concertgebouw Amsterdam, Royal Opera House of Versailles, Royal Albert Hall, Royal Festival Hall, St
Martin-in-the-Fields, St John's Smith Square and many others. Lidia has a keen interest in contemporary
music and led the Irish premiere of Dubliners by Andrew Synnott in 2017.
In 2005, she graduated with distinction from the Stanisław Moniuszko Academy of Music in Gdańsk in
the class of Prof. Pawlak. She then moved to London, where she furthered her education at the Royal
Academy of Music, where she studied under Prof. Remus Azoitei and graduated with an MA in
Performance and an LRAM Diploma in Teaching. She has participated in masterclasses with Tasmin Little,
Sebastian Hamann, Aleksandar Pavlovic, Konstantin Weitz, Edward Zienkowski, Tomotada Soh, Wanda
Wilkomirska, Krzysztof Wegrzyn, Jadwiga Kaliszewska and Bartosz Bryla.

Maria Ryan, violin
Award-winning Irish violinist Maria Ryan is currently based in Kilkenny after nearly a decade spent in
London. Maria moved to London in 2010, to lead the Southbank Sinfonia for their 2010 season and she
has continued working as a soloist, chamber and orchestral musician since. She worked extensively with
orchestras in the UK, including the BBC Symphony and Concert Orchestras, the English Chamber
Orchestra, the Royal Philharmonic Orchestra, and the Philharmonia, to name a few. She also continues
to work with the orchestras in Ireland including the RTÉ Orchestras and the orchestra of Irish National
Opera.
A keen chamber musician, Maria has performed in many chamber groups including the Irish Chamber
Orchestra, Camerata Ireland, the Amarillo Trio, and in duo partnership with Úna Hunt and Ciara
Moroney. She looks forward to performing with Gabriela Mayer in 2020. Maria recently joined the
lecturing staff at the CIT Cork School of Music.
Robin Panter, viola
Robin Panter is from Liverpool and studied the viola at the Royal Northern College of Music with Roger
Benedict and Scott Dickinson. In 2004, Robin joined the viola section of the BBC Scottish Symphony
Orchestra, and while in Glasgow teamed up with a group of musicians to set up a Scottish version of El
Sistema, visiting Venezuela and applying its ground-breaking social and community development
programme to schools in Raploch, Stirling.
Robin now lives in Ireland where he is a member of the Irish Chamber Orchestra and regularly performs
with the RTÉ and Ulster Orchestras, amongst others. Robin is also a keen chamber musician and is a
member of the Robinson Panoramic Quartet (violin, viola, cello and bass), who have commissioned
around 25 new works, many from Irish composers and four of which were performed as part of a
residency at Kaleidoscope Night in 2014.
Robin plays a John Dilworth viola and a Noel Burke bow, both of which were part-funded and supported
by Music Network’s Music Capital Scheme, funded by The Department of Arts, Heritage and the
Gaeltacht. Music Network is funded by The Arts Council.
Aoife Burke, cello
Selected by the Arts Council as a Next Generation Artist 2020, Aoife Burke’s numerous national prizes
and awards include the Senior Cello Award, Bach Prize, Clyde Twelvetrees Cup, RTÉ Lyric FM Award and
Hazel de Courcy Lewis Cup at Feis Ceoil, Dublin, and the Capuchin Order Perpetual Cup and Bursary at
Feis Maitiú, Cork. Aoife studied with Emma Ferrand at the Royal Northern College of Music and with
Christoph Richter at the Folkwang Universität der Künste, graduating with a first-class BMus. (Hons.) and
an LRSM Diploma in Performance with Distinction in 2014. During her studies, Aoife was awarded the
Raphael Sommer Music Scholarship and partook in the Britten-Pears Young Artist Programme. She was
subsequently awarded a first-class MA in Performance from the CIT Cork School of Music, where she
studied under Christopher Marwood.

Aoife performs regularly at venues and festivals in Ireland and further afield, including at the West Cork
Chamber Music Festival, New Music Dublin, the NCH Chamber Music Gathering, the NCH Perspectives
Series and the Clandeboye Festival, where she was awarded the Special Festival Prize. She has
collaborated with The Vanbrugh, the ConTempo String Quartet and the Gavin Bryars, Kirkos, Ficino and
Crash Ensembles. She currently holds a residency at the Triskel Arts Centre, where she curates the
Spotlight Chamber Music Series. Aoife gratefully acknowledges the generous support of Music Network’s
Music Capital Scheme, funded by The Department of Culture, Heritage and the Gaeltacht. Music
Network is funded by The Arts Council.
Franz Josef Haydn [1732-1809]
Quartet in C major Op.20 No.2 [1772]
1. Moderato
2. Adagio
3. Minuetto. Allegretto
4. Fuga a 4 Soggetti
Haydn’s Quartet in C Major, Op. 20 No. 2 seems much like a palimpsest. In an often florid and elegant
work in many respects typical of the classical period, the faded hand of the baroque still shows through.
And the composer engages in a kind of game with this faded, or fading, past, showing his respect and
love through gentle teasing.
As if to announce immediately that a set of four homogeneous instruments need be no impediment to
imaginative textures, Haydn opens the piece with a trio sonata texture, typically baroque, but one where
no one plays his proper role. The instrument who should anchor the proceedings with a bass line plays
the top melodic part, and the viola, who should fill in the middle of the texture, takes over that role. The
second violin plays its usual role, but in a duet with the wrong person, as the first violinist sits and listens.
It is as if the instruments are children playing dress-up. The tune, itself, is charming, and features a
moment of getting stuck, oscillating in a flutter. This will come again in the piece, and, most importantly,
the triple hit on the top note, which he does twice in succession, will show up in varying guises in each
movement, an ingenious and unusual binding agent. When the first violin does enter, in imitation of the
opening ‘cello melody, the interval that announces the tune is unnecessarily altered. This is the province
of a most important baroque form, the fugue, termed a “tonal” rather than a “real” answer. In the
normal course of events in the classical period this wouldn’t happen in a situation of pure imitation, but
here it is curiously and charmingly out of place, and, not coincidentally, a harbinger of things to come
later in the work. Many times in the movement the idea of fugal imitation seems to be essayed, but it is
never followed through in any serious way. Any threat of debate dissolves into goodnatured agreement.
Virtuosity abounds not only in the kaleidoscopic rearrangements of the voices of the group but also in
individual textures. The start of the second part of the movement sees the ‘cello and first violin engaged
in dialogue, each obeying the rules of etiquette and waiting until his companion has reached his final
word before finishing the thought or posing a question. But meanwhile the second violin seems

overexcited and expertly juggles notes in many registers in a figuration worthy of a Vivaldi or a Corelli in
its fiddly panache. When this ushers in a seemingly more serious consideration of the opening idea the
music instead begins to babble, weakening until finally it grinds to a halt, having landed exactly nowhere.
A further attempt to bring this to a conclusion also fails, until the movement seems to stumble back
upon the home key. With a shrug, the ‘cello reinstigates the opening tune, nonchalant and unfazed, The
endings of both halves of the first movement are, in fact, a collection of ending gestures, one after the
other, the buffoon who keeps having one more thing to say when all present are ready to move on,
certain he has wrapped it up.
The Capriccio slow movement is a fantasia, formally exploratory rather than neatly balanced, obeying
the dictates of stream-of-consciousness more than architectural premeditation. Austere in a unison
proclamation, the jagged opening, garishly ornamented as if to suggest gargoyles on a cathedral, seems a
kind of oracular prophecy. Immediately a dichotomy is set up between that outer announcement and its
internalization by the ‘cello, cloaked in a espressivo pulsation by the other instruments. The first part of
the movement consists of alternations of this ilk, the imposing cathedral and the vulnerable doubter
within, tremulous and contemplative. The first is grounded, rooted, imposing; the second floating: the
world of thoughts of the cowering mortal. When this musical alternation is brought to a close it is with
an open halfcadence, one that should return us to the world of the prophecy, vindicated, perhaps
fulfilled. (Incognito, this is a version of the thrice-repeated top notes from the first movement’s main
tune.) But instead the possibility of the supernal beyond reveals itself in a moment of transcendence,
and the sense that a new movement is beginning. This music is discovered afresh, unrelated to what
precedes it. Akin to some of the music from Haydn’s Seven Last Words of Christ in its luminous beauty, it
seems to speak of divine love. Perhaps, as well, it addresses human love in the brief duet between the
two violins that is Mozartean in its touching eloquence, and, to music lovers hearing it from a later
vantage point, seems even to look forward to the Cavatina of Beethoven’s Quartet Op. 130. When a brief
violin cadenza (drawn from the world of memory, from the first movement’s opening’s fluttering
figurations) interrupts this reverie it breaks the mood and the prophetic voice from earlier in the
movement reappears. The strands of the movement are interwoven now and eventually wend their way
back to the same open half-cadence that prefaced the heavenly interpolation. Now, however, it
punningly becomes a portal offering an escape from the cathedral of concerns entirely, into the out of
doors.
The promise of full cadence at first suggests the sealing of the prophecy, the natural outcome of what
Fate decrees. But in fact we discover this to be the gateway to the third movement of the quartet. It
resolves into the major mode and into a musette, a dance taking its name from an instrument of the
bagpipe family; the drone-infused texture is readily apparent. When this drone appears the music is
earth-tethered, the moment of dance paradoxically suspended in time. And in fact Haydn even
tantalizingly arrests the motion soon after it starts, so that we are for a moment uncertain of whether
the movement will actually take off. Once bitten twice shy, perhaps — that half cadence has fooled us
before! The second section begins with a chromatic bagpipe line that creates a different kind of stasis
within motion: it goes nowhere at all, a bit of sound and fury signifying nothing. (This musical moment
will prove important in the next movement as well.) As the final, whispered version of this drone allows

the minuet proper to drift away it also prepares for a change of register, in the literary sense of changing
social strata. Whilst the minuet suggests the open air and a fancy-free hopping dance, the trio returns to
the circumscribed world of, and the actual music of, the prophecy from the second movement, oddly out
of place and unsettling. (And again, brings in the idea, on another level, of being stuck in place rather
than moving forward.) A stern, stentorian unison, recalling the start of the second movement, reminds
without returning. It slips away, again with a version of the open half-cadence, and thus of the opening
tune’s flutterings, that helped us to discover not only the vision of the beyond in the previous movement
but also the musette-minuet itself, more self-referential mirror-work.
Remember the moment at the opening of the second strain of the minuet with the chromatically slipping
lines that turn out to be pure ornament, not advancing the argument in the least. Chromatic lines often
feature in very serious fugue subjects in the baroque. Filling in the “in between pitches” is like having a
collection of notes that act as a prism for harmony; they most often are replete with innuendo and
complication and the piece unfolds accordingly, exploring the implications of each pitch of the main idea.
But here we have a light, Puckish fugue where the chromatic descending line is nothing but ornament
and could easily be replaced with a gentler, less busy diatonic descent with no effect on the rhetoric of
the subject. It almost teases the idea of a particularly erudite fugue, instead offering a rather more
nimble and playful one, its subject slipping before it rights itself. And the first three notes of the subject
are, as one might almost guess at this point, the three repeated pitches from the top of first movement
tune, the three-time repetition in the half-cadences of the second and third movements, and the top
notes of the “stuck” strain in the minuet that births as well the chromatic idea. This most learned of
baroque forms, one akin to a scholarly debate, is kept sotto voce throughout, whispered almost as if it
were a form of gossip. Haydn late in the movement introduces the subject upside down, “al roverscio,” a
Bachian trick, but does it not as the start of an equal section but more as a tease, a playful display of
mettle. Not long after this is introduced the entire fugal apparatus is dropped, the veil removed as the
voices jump out at full throttle and chase each other more simply, a game of tag, joyful and unleashed. A
last laugh about the “al roverscio” ushers in a flamboyantly grandiloquent summing up. Over this final
flurrying passage Haydn writes “‘Laus omnip: Deo / Sic fugit amicus amicum’ (‘Praise to Almighty God /
Thus one friend flees another’). Haydn chases the baroque idea of counterpoint with more decorative
and simpler ideas, and all in good fun.
A recent poem by Joyce Carol Oates (The First Room) reads:
In every dream of a room
the first room intrudes.
No matter the years, the tears dried and forgotten, it is the skeleton
of the first that protrudes.
This idea seems to exist on two levels in this quartet. First, the palimpsest idea whereby we can see the
traces of baroque figurations, forms and concepts that leave their legible traces on this classical work.
But also in the piece’s development itself. Each movement refers back to the movement preceding it,

borrowing from it some salient detail, a fertile seed that will shape and color the new movement in some
crucial way. Every new journey is rooted in the steps of the past, and creative transformation is new life.
Note by Mark Steinberg
Amanda Feery [b.1984]
Three Sisters [2014]
Amanda Feery is an Irish composer currently based in the U.S., where she is completing a PhD in
Composition at Princeton University. She graduated from Trinity College Dublin, having completed a B.A.
in Music in 2006, and an M.Phil in Music and Media Technologies in 2009.
Past collaborators include Crash Ensemble, Fidelio Trio, ConTempo Quartet, Orkest de Ereprijs, Lisa
Moore, Cora-Venus Lunny, Michelle O'Rourke, Zoe Conway, and Paul Roe. She has participated as a
composer fellow at Ostrava Days Festival (Czech Republic), Soundscape Festival (Italy), Bang on a Can
Summer Festival (U.S), and the International Young Composers Meeting (Netherlands). She was winner
of the West Cork Chamber Music Composer Award in 2009, and the Jerome Hynes Award in 2013.
Three Sisters is a set of inelegant, drunk and disorderly dance tunes. They lie somewhere between the
regular, motoric Irish jig beat branded onto the soles of my feet through Irish dancing lessons, and what I
actually set out to respond to; a Norwegian hardanger fiddle set of springar dance tunes called the
Systerslått, (which pertain to a myth about three pagan sisters who were turned to stone by an angry
minister because of the noise of their cavorting out in the fields).
The rhythm of the springar dances are uneven, with some beats unequal in length to others, so I set out
to solve the Springar rhythm riddle. In the end however, I just composed rhythms I perceived the
Springar dances to embody, and embraced the confusion along the way. I was very interested in the
melodies of the dances, and the hardanger fiddle tuning. The melodies of the springar tunes come from
somewhere vocal. They seem like they were once sung and singable, but they traverse into a realm of
unsingability through both the rhythm of the dance, with its sometimes obsessive repetitions and the
emergent harmonies from the tuning of the fiddle. I wanted to latch onto these ephemeral melodic and
harmonic moments, like scrolling through a waveform and time-stretching a microsecond.
Pyotr Ilyich Tchaikovsky [1840-1893]
Quartet No.1 in D major [1871]
1. Moderato e semplice
2. Andante cantabile
3. Scherzo. Allegro non tanto e con fuoco – Trio
4. Finale. Allegro giusto – Allegro vivace

Piotr Ilich Tchaikovsky moved to Moscow to teach at the Conservatory in 1866 – and for the sensitive
composer, his first five years in the city were a roller-coaster ride of successes and failures. His first
opera, Voevoda, was well received, but his second, Undine, was turned down for production. He received
only qualified support from the director of the Conservatory, Nicholai Rubinstein, who praised some of
his works while criticizing others. And his Moscow debut as a conductor was such a harrowing
experience that it was ten years before he again dared to ascend the podium. During this half-decade he
suffered his first nervous breakdown, failed in his suit to marry the singer Désirée Artôt, led a dissipated
life of drinking and gambling, and described his financial affairs as “utterly chaotic.”
In 1871 Tchaikovsky took up Rubinstein’s suggestion of presenting a concert to earn some extra cash.
Unable to afford an orchestra, Tchaikovsky put together a programme of songs, opera excerpts and
piano pieces he had written, and – wishing to include a new work – composed his first string quartet. The
quartet was written quickly, during February, and received its premiere at the concert on March 28. By
all accounts the event was successful, and raised Tchaikovsky’s stature in Moscow – especially as the
celebrated writer Ivan Turgenev graced the hall with his presence.
Based on classical models, the String Quartet No. 1 is in four movements. The first, in sonata form,
begins with a chorale reminiscent of a Russian hymn, to which filigree semiquaver accompaniments are
soon added. Throughout the movement, these two ideas – one devotional and the other playful – are
contrasted and combined. The second movement, the famous Andante, was inspired by a folk song: with
unusual changes in meter, it is reminiscent of The Volga Boatmen. The third movement, a lively scherzo,
is like a folk dance, full of drone harmonies and offbeat accents. Its middle section is cheerful in
character, with a light pizzicato accompaniment in the cello. Concluding the quartet is a lively “Allegro
gusto,” featuring a distinctive three-note motif that permeates the whole movement.
Tchaikovsky’s String Quartet No. 1 soon became popular, and in 1878 the work was given at a concert
attended by another famous Russian writer, Leo Tolstoy. “Perhaps I have never been so flattered in my
life,” observed Tchaikovsky in his diary, “nor my pride as a composer so stirred as when Leo Tolsoy,
sitting beside me listening to the Andante of my first quartet, dissolved in tears.”
Note by Dr Colin Eatock
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