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Joseph Haydn 
Born March 31, 1732, in Rohrau, Lower Austria 
Died May 31, 1809, in Vienna 

Piano Trio in C Major, Hob.XV:27 
Composed in 1797; duration: 18 minutes 

Today, Joseph Haydn is remembered as the father of the 
string quartet and the symphony, but he also had a signif-
icant influence on the development of the piano trio. In-
deed, Haydn was one of the main early contributors to the 
development of the piano trio out of the baroque-era so-
nata. Haydn’s 45 piano trios are quite different from those 
of subsequent composers, however. The three voices are 
not as independent in Haydn’s trios as they would become 
in later eras. Rather, Haydn’s piano trios more closely 
resemble solo piano sonatas augmented by violin and cel-
lo: the piano part dominates, while the strings take sup-
porting roles that accentuate or imitate the piano melody. 
The cello in particular is often left to merely mirror the 
piano’s left hand, amplifying the thin-sounding bass range 
of the keyboards of Haydn’s time. In this way, Haydn’s 
trios function as an evolutionary link between the baroque 
duo sonatas for violin and basso continuo (which com-
bined keyboard and cello into a single part) and the more 
ambitious trios of the nineteenth century and beyond.  

By the 1790s, Haydn was one of the most famous compos-
ers in all of Europe. Having been released from his previ-
ous duties as a Kapellmeister to the noble Esterházy 
court, where he was constantly obligated to produce new 
music on demand, Haydn now enjoyed the luxury of 
working on his own schedule. He was also free to take 
trips abroad, and he did so, making two famous voyages 
to London, in 1791-92 and 1794-95, where he found his 
celebrity had preceded him. These were not vacations for 
Haydn but working trips in which he was expected to pro-
duce and premiere new works. The most famous pieces to 
arise from Haydn’s London journeys were his final twelve 
symphonies, which he had been preparing especially for 
the London audience. But Haydn was also moved to write 
music for the musicians he met in England, and many of 
his late chamber works arose from these serendipitous 
encounters. On his second trip to London, Haydn met a 
virtuoso pianist named Theresa Jansen Bartolozzi, who 
would inspire several of his last works for the keyboard, 
including his final set of three piano trios.  

Though his string quartets and symphonies evolved con-
siderably over the course of his career, Haydn remained 
loyal to his piano-centric model for the piano trio right up 
to the end — even well after he encountered the revolu-
tionary Opus 1 trios written in 1795 by his brash, young 
student, Ludwig van Beethoven. The C major trio that 
opens Haydn’s final set, his 43rd piano trio overall, is a 
perfect example of his steadfastness. In the first of the 
trio’s three movements, a jaunty, sonata-form allegro, the 
piano features prominently in all of the refined main 

themes, frequently mirrored by the violin. The second 
movement begins as a gentle andante, led again by the 
piano, which is briefly interrupted by a turbulent central 
section recalling Haydn’s brooding Sturm und Drang 
phase. The presto finale features an infectiously light and 
airy melody passed back and forth between the piano and 
the strings, which recurs regularly up until the trio’s 
cheerful close. 

Johannes Brahms 
Born May 7, 1833, in Hamburg 
Died April 3, 1897, in Vienna 

Piano Trio No. 1 in B Major, Op. 8 
Composed in 1854, revised in 1889; duration: 34 minutes 

In the mid-1850s, Johannes Brahms emerged from ob-
scurity to be hailed as the musical successor to Beethoven 
himself. This effusive praise proved to be both a blessing 
and a curse, however, and indeed Brahms spent much of 
his early career struggling to live up to his reputation. 
Born into an impoverished family in Hamburg, Brahms’s 
first music teacher was his father, himself a struggling 
musician. By the time he was a teenager, he was already 
reportedly helping to support his family by playing piano 
in seedy dockside bars. In 1853, Brahms caught the atten-
tion of the visiting Hungarian violinist Eduard Reményi, 
who invited him to be his accompanist on a concert tour 
of Germany. This was a golden opportunity, but it came to 
an abrupt end in Weimar, where the opinionated Brahms 
conspicuously fell asleep during a performance by 
Reményi’s idol, Franz Liszt. Fortuitously, Brahms met 
another Hungarian violinist at that same time, Joseph 
Joachim, who turned out to be a fellow Liszt skeptic. Joa-
chim offered to help advance Brahms’s fledgling career by 
writing him a letter of introduction to the leading non-
Lisztian composer of the era, Robert Schumann.  

Yet for all his self-confidence, Brahms could not possibly 
have been prepared for what happened after he knocked 
on the door of Schumann’s Düsseldorf home in the au-
tumn of 1853. Just four weeks after their brief meeting, 
Schumann penned his famous editorial for his magazine, 
Neue Zeitshrift für Musik, declaring the 20-year-old 
Brahms to be the composer destined to “give ultimate ex-
pression to the era.” But what looked to be a promising 
mentorship in the making was cut tragically short just six 
months later, when Schumann suffered his nervous 
breakdown and was subsequently confined to a sanitari-
um. Immediately Brahms rushed back to Düsseldorf to 
assist Robert’s wife, Clara, who was then pregnant with 
the couple’s eighth child. Eventually, Brahms moved in to 
a room in the Schumanns’ house and served as the surro-
gate head of the household until Robert’s death in 1856. It 
was clear during that time that he was infatuated with 
Clara, but she did not seem to reciprocate; nevertheless, 
the two remained close friends until Clara’s death, just a 



few months before Brahms’s own.  

More than just the wife of a famous composer, Clara 
Wieck Schumann (1819-1896) was a formidable concert 
pianist in her own right. During the time Brahms spent in 
the Schumann home, many distinguished musicians came 
to visit, and impromptu performances were organized to 
keep the family’s spirits up. It was likely at one such house 
concert in early 1854 that Brahms presented his first 
completed chamber composition: an astonishingly dense 
and sophisticated piano trio. Perhaps inspired by Schu-
mann’s unabashed romanticism, and certainly eager to 
show the world what he could do, Brahms packed his 
sprawling First Piano Trio with virtually every idea he 
could muster. It was published that same year, with some 
help from Clara, as his Opus 8. Yet while his First Piano 
Trio helped cement his reputation, and even became his 
first American premiere, Brahms grew increasingly dis-
satisfied with it over the years. Thirty-five years later, at 
the height of his career, his new Viennese publisher of-
fered him the opportunity to revise and republish some of 
his older works, and he chose the B-major trio. Reworking 
the piece over the summer of 1889, Brahms trimmed 
nearly a third of its length and simplified its overly dense 

texture. While the original version remained in print, it is 
the revised trio that is most commonly performed today.  

Both versions follow the same four-movement scheme. 
The allegro con brio first movement opens with a gentle 
melody in the piano, which soars to romantic heights once 
the cello and violin join in. After an extended transition, it 
is contrasted by a more mysterious second theme, also 
introduced by the piano. The development that follows is 
greatly simplified from the previous version, yet still re-
tains Brahms’s trademark rhythmic intricacies. The alle-
gro molto second movement is a scherzo, though its key 
of B minor gives it a dusky, almost shadowy quality. Its 
central meno allegro trio section opens like a lullaby and 
builds to a grand climax before returning to the opening 
scherzo theme, which fades away at the end. This intense 
drama is followed by the earnest adagio movement; back 
in the home key of B major, its chorale-like texture is bro-
ken up by a flowing, lyrical episode introduced by the solo 
cello. The allegro finale recalls the nervous energy of the 
scherzo as it brings this major-key work to a brooding end 
in the key of B minor in what was then considered a bold 
reversal of the expected norms 

About the Artists 
Formed in 2013, the Montrose Trio is a collaboration 
stemming from a long and fruitful relationship between 
pianist Jon Kimura Parker and the Tokyo String Quartet. 
Mr. Parker was the quartet’s final guest pianist, and a 
backstage conversation with violinist Martin Beaver and 
cellist Clive Greensmith led to the Montrose Trio’s crea-
tion. 

Named after Chateau Montrose, a storied Bordeaux wine 
long favored after concerts, with a nod to the Montrose 
Arts District of Houston and the street in Winnipeg where 
Mr. Beaver was raised, the Montrose Trio has quickly es-
tablished a reputation for performances of the highest dis-
tinction. In 2015 the Washington Post raved about their 
“absolutely top-notch music-making, as fine as one could 
ever expect to hear … they are poised to become one of the 
top piano trios in the world.” 

The Montrose Trio gave their debut performance for the 
Chamber Music Society of Detroit, with subsequent per-
formances at Wolf Trap, in Montreal, and at the Santa Fe 
Chamber Music Festival. Their 2015-16 season included 
concerts in Philadelphia, New York, Vancouver, Portland, 
Eugene, Baltimore, Jacksonville, Durham, Detroit, Buffalo, 
La Jolla, and at the Hong Kong Chamber Music Festival. 

Pianist Jon Kimura Parker performs with major North 
American orchestras on a regular basis, including recent 
concerto performances with the orchestras of New York, 
Chicago, and Philadelphia. This season he appears with the 
orchestras of Indianapolis, Pittsburgh, Ottawa, Vancouver, 

Toronto, Colorado, and Washington, DC. He also appears 
in Off the Score, an experimental group with legendary 
Police drummer Stewart Copeland. He is Artistic Advisor 
of the Orcas Island Chamber Music Festival and Professor 
of Piano at the Shepherd School of Music at Rice Universi-
ty in Houston. 

Violinist Martin Beaver has appeared as soloist with the 
orchestras of San Francisco, Indianapolis, Montreal, To-
ronto, and in Belgium and Portugal. A top prizewinner at 
the international violin competitions of Indianapolis and 
Montreal, he studied with Danchenko, Gingold and 
Szeryng. Mr. Beaver was a founding member of the Toron-
to String Quartet and Triskelion and was the first violinist 
of the Tokyo String Quartet for eleven years. He is current-
ly on faculty at the Colburn School in LA. 

Cellist Clive Greensmith has performed as soloist with the 
London Symphony, the Royal Philharmonic, the English 
Chamber Orchestra, the Mostly Mozart Orchestra, the 
Seoul Philharmonic, and the RAI orchestra in Rome. He 
has worked with distinguished musicians including András 
Schiff, Claude Frank and Steven Isserlis, and won prizes in 
the Premio Stradivari held in Cremona, Italy. Mr. Green-
smith was the cellist in the Tokyo String Quartet for four-
teen years and is currently on faculty at the Colburn School 
in L.A. 

For more information on the group’s activities, please visit 
their website, montrosetrio.com.


