
 
Since winning the First Prize in the 1986 Naumburg 
International Cello Competition, Mr. Diaz has exhilarated both 
critics and audiences with his intense and charismatic 
performances. He has earned exceptional reviews for his 
“strongly personal interpretive vision” (The New York Times) 
and his “bold and imaginative” playing (The Boston Globe) and 
was awarded the prestigious Avery Fisher Career Grant as 
well as a generous grant from the Susan W. Rose Fund for 
Music in 1998. Andres Diaz’s numerous orchestral 
appearances have included return engagements with the 
Atlanta Symphony under the late conductor Robert Shaw; 

performances with the American Symphony at Carnegie Hall, the symphony orchestras of 
Milwaukee, Seattle, Rochester under Christopher Seaman, the Boston Pops and Esplanade 
Orchestras, the Chicago Symphony at the Ravinia Festival with Edo de Waart conducting, and 
the National Symphony Orchestra. Among the highlights of Mr. Diaz’s recent seasons are tours 
of Taiwan, Hong Kong, Korea, Japan, Hawaii, and Canada performing in recital and with 
orchestra; appearances in Chile, Venezuela, Argentina, the Dominican Republic; a series of 
concerts in the Soviet Union where he performed as soloist with Russia’s Saratov Symphony in 
the cities of Saratov and Moscow; and a tour of the major cities in New Zealand with the New 
Zealand Chamber Orchestra. 

 
Andres Diaz’s debut solo recording on MusicMasters of works by Manuel de Falla and Robert 
Schumann with pianist Samuel Sanders was acclaimed by The Boston Globe as “strong and 
subtle; everything Diaz does has personality and, better than that, character.” On the Dorian 
label, the two artists have also released Brahms’s Sonatas for Piano and Cello; Russian 
Romantics, a compilation of short Russian works; and most recently American Visions, featuring 
works of Barber, Bernstein and Foote. Mr. Diaz’s most recent release features the six Bach 
Suites on the Azica Records label, also available at ArkivMusic. 

 
Mr. Diaz’s summer festival appearances (including frequent return engagements) include the 
Ban Centre, Santa Fe, La Jolla, Marlboro, Ravinia, Bravo! Colorado, Spoleto, Music@Menlo, 
Saratoga and Tanglewood festivals. His appearances at Tanglewood earned him the Pierre 
Mayer Memorial Award for Outstanding String Player. In 2009 Mr. Diaz was nominated for a 
Latin Grammy. He has toured nationally with the Santa Fe and Spoleto festivals. Other festival 
appearances include the Victoria (BC), Steamboat (Steamboat Springs, CO), Musicorda (MA), 
Rockport (MA) and Cape & Islands festivals, and the Seattle Chamber Music Festival. 

 
Andres Diaz is very active with the Diaz String Trio, featuring violinist Andres Cardenes and 
violist Roberto Diaz. At Carnegie Hall in April 2003, the trio performed the world premiere of a 
string trio written for them by Gunther Schuller. The trio has performed in the cities of Pittsburgh, 
Washington, Boston, Los Angeles, Miami; at the Kuhmo Festival in Finland and the International 
Festival of St. Cypriene and the Casals Festival in France; and they have toured extensively in 



South America, Mexico and Canada. The trio was invited by Isaac Stern to play at Carnegie 
Hall’s Centennial Celebration, and from 1994-96 it served as Trio in Residence at the Florida 
International University. The trio released its first recording featuring the music of Paganini on 
the Dorian label. A second recording was released in 2003 featuring music by Penderecki, 
Dohnanyi, Beethoven. 

 
Andres Diaz was born in Santiago, Chile in 1964, and began studying the cello at the age of 
five. Three years later he moved to Atlanta, Georgia and studied at the Georgia Academy of 
Music with Martha Gerchefski. Mr. Diaz graduated from the New England Conservatory where 
he worked with Laurence Lesser and Colin Carr, and currently plays an active role in chamber 
music performances with the Conservatory’s faculty. He served for five years as Associate 
Professor of Cello at Boston University and Co-Director of the Boston University Tanglewood 
Institute Quartet Program, resigning in September 2001. Mr. Diaz now lives in Dallas, Texas 
with his wife, Julie, and sons Peter Manuel and Gabriel Andres. Presently, he is Professor of 
cello at Southern Methodist University. During his spare time Mr. Diaz races his 1997 Dodge 
Viper. He plays a 1698 Matteo Goffriller Cello and a bow made by his father, Manuel Diaz. 

 
Mr. Diaz holds the Koerner Chair in Cello at e Glenn Gould School of The Royal Conservatory 
of Music in Toronto. 
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Joan Tower (b. 1938)  
Sixth Fanfare for the Uncommon Woman 
 
Throughout her distinguished career, Joan Tower’s Fanfares for the Uncommon Woman, a 
collection of five fanfares dedicated to prominent, noteworthy women, has been one of her 
signature works. The title of the collection, and each of the individual fanfares, is a riff off of 
Aaron Copland’s famous “Fanfare for the Common Man.” The collection of fanfares, which 
celebrates the accomplishments of prominent women, has served as an appropriate calling card 
for Tower, one of America’s most prominent composers. The Fanfare No. 6 was added to the 
collection in 2016. First performed by Marin Alsop and the Baltimore Symphony Orchestra, it is 
dedicated to “the intrepid Hillary,” former Secretary of State and 2016 Presidential nominee 
Hillary Clinton. 
 

– Leonard Bopp 
 
 



 
 
Antonin Dvorak (1841- 1904) 
Cello Concerto in B minor, op. 104 
 
Dvorak loved the countryside. Forced by the demands of their profession to live in cities, many 
musicians find escape and solace in solitary rural surroundings where the only audible music is 
that of the birds. Beethoven was famously a regular habitue of the woods around Vienna, which 
were then much closer to the city than they are now. Dvorak's feeling for the Bohemian woods 
and fields was instilled at birth, since he was a country boy, born in a village that still retains its 
rural character even though it lies only fifteen miles north of Prague. His attachment to the 
countryside was sealed in 1884 when, following his first visit to London, which had been 
extremely successful, he bought a granary in the tiny village of Vysoka about thirty-five miles 
south of Prague and converted it into a country villa to which he returned whenever he possibly 
could. His choice of location was determined by two sisters, Josefina and Anna Cermakova, 
who became his pupils in 1865. Like Mozart in relation to the Weber sisters, Dvorak fell in love 
with the elder sister and eventually married the younger one. Having rejected the composer, 
Josefina married into the aristocracy, becoming Countess Kaunitzova and occupying a splendid 
chateau in the village of Vysoka. Anna was as keen to be near her sister as her composer 
husband was keen to be in touch with nature.  
 
In 1883 Dvorak invited Janacek, another country lover, to join him on a walking trip, the kind of 
expedition the two composers had several times enjoyed together. It is not known if Janacek 
accepted or not, but in any case Dvorak's preoccupations that fall were a new overture and a 
set of six pieces for piano duet titled In the Sumava, or, less precisely, In the Bohemian Forest. 
Since the huge success of his Slavonic Dances in 1878, Dvorak's publisher had been begging 
him for more piano duets, resulting in a set of Legends in 1881 and this new set two years later. 
Composing the music was not Dvorak's problem: he was much more bothered by the titles for 
each piece. He turned to one of his librettist friends for help: "Schumann seems to have used up 
all the suitable titles, " he complained. In the end he came up with the simple word "Klid" for the 
fifth piece, meaning "calm," or "repose." In German this was presented as "Woldesruhe," 
leading to the standard English version "Silent Woods."  
 
The piece is so beautifully suited to the cello's singing voice that it is surprising that Dvorak did 
not arrange it earlier. If he had not done so, someone else certainly would have done. Before 
setting off for New York in 1892 (an adventure regarded by many of his friends as foolhardy), 
Dvorak went on an extensive concert tour of Bohemia and Moravia with the violinist Ferdinand 
Lachner and the cellist Hanus Wihan. In need of repertoire, he composed a Rondo for cello and 
piano, followed immediately by the arrangement of Silent Woods. Both these pieces were 
orchestrated by Dvorak in New York in the fall of 1893, following his famous visit to Spillville, 
Iowa, where the Czech colony reminded him of Bohemian country life, even if the landscape did 
not. Thinking thus about the problems of combining a solo cello with orchestra, he was certainly 
contemplating the possibility of composing a cello concerto, an idea upgraded to a 



determination after hearing the premiere of Victor Herbert's Second Cello Concerto on March 
10, 1894. Dvorak's great Cello Concerto was the result, first performed in London in 1896. After 
the Boston Symphony Orchestra's, then principal cellist Alwin Schroeder played the American 
premiere of Silent Woods in Boston in January 1895, he went to New York to hear the 
composer play through his newly drafted concerto. In December of 1896 Schroeder gave the 
concerto's American premiere, also with the Boston Symphony Orchestra.  
 
The music is set in the luxuriant key of D-flat major, and over a slow, steady pulse the cello 
draws out a haunting tune, moving from one note to the next only, it seems, between pulses. 
The harmony is characteristically rich. After a brief dialogue with the flute, a middle section 
moves forward at a slightly livelier pace in the parallel minor. The return of the main melody is 
rounded off by that characteristic urge to linger on his final harmony that Dvorak was to extend 
to extraordinary lengths in the concerto of which Silent Woods had been the progenitor. There 
may not be any suggestion of woods here, nor even of silence, but the music assuredly depicts 
calm and repose. 
 

-- Hugh Macdonald  
 
Paul Hindemith (1895- 1963) 
Symphonic Metamorphosis of Themes by Carl Maria von Weber 
 
During his all-too-brief forty years, Carl Maria von Weber (1786-1826) almost single handedly 
created German romantic opera with Der Freischütz, Euryanthe, and Oberon. His works 
contained characters who stood for honor and nobility, love and sacrifice, thus representing the 
highest ideals of a humane German culture. In 1943, at a time when German culture seemed to 
have been overwhelmed by barbarism, Hindemith—then teaching at Yale—paid homage to his 
great predecessor among German composers by turning some of Weber’s little four-hand piano 
pieces into a brilliantly elaborated, playful symphonic score. Hindemith’s entire career 
epitomized the need for composers to have sound technique; his own was consummate. He 
was an active performer, a distinguished violist, who wanted to write music that would “sound” in 
performance, yet which grew out of a carefully balanced interrelationship between melody, 
harmony, and counterpoint. After sowing his artistic wild oats in a series of youthful works that 
pleased advanced musicians but outraged conservative ones (including the Nazis, who banned 
his music), Hindemith settled into a maturity lasting some three decades that offered a 
remarkable consistency in its neo-classical approach, its careful dissonance treatment (following 
principles that Hindemith formulated for himself from the overtone series), and an increasing 
sensitivity to orchestral color.  
 
For the Symphonic Metamorphosis, Hindemith chose themes mostly from Weber’s four hand 
piano music, with the exception of the second movement, which drew upon material written as 
incidental music to Schiller’s Turandot. Hindemith did not consider any of this material to 
represent the very best work or most typical elements of Weber’s style, so he used it quite freely 
and made whatever alterations he deemed appropriate for his own musical purposes. The 



opening Allegro offers a vigorous and concise working out of two different Weberian themes. 
The scherzo offers a touch of chinoiserie (of course, Schiller’s play, drawn from Gozzi’s fairy 
tale, was set in China) with the principal material in the flute and a slightly exotic—certainly for 
Hindemith—percussion ensemble. The Andantino in 6/8 becomes more and more florid as it 
progresses, with an extended passage for the flute comprising most of its latter part. The March, 
the score’s finale, stays very close to the Weber original at the beginning, but then Hindemith 
extends and builds it to a powerful climax. 
 

– Steven Ledbetter  
 
 


