


is a Hungarian word meaning

"world" or "illumination".

It also resembles the word 

"village" in English. 

In Sanskrit, "vilag" means 

"to cling to";

in Hindi, "separated".

I’m very happy to share my new album Világ
featuring the Sonata for solo violin by Béla Bartók
along with compositions written for me by Aida
Shirazi a n d Stewart Goodyear and works by

Manfred Stahnke and Franco Donatoni. 

— Miranda Cuckson



Béla Bartók: Sonata for solo violin (1944), Sz. 117, BB 124
1 I. Tempo di ciaccona 10:05

2 II. Fuga. Risoluto, non troppo vivo 4:53

3 III. Melodia. Adagio 8:01

4 IV. Presto. 5:37

Aida Shirazi: Sāniyā (2019)
5 I. free, light, dreamy, like the spring breeze 3:47

6 Intermezzo. yearning 0:55

7 II. with an urge to express something but sounding unsure and stammering 3:54

8 Intermezzo.  bolder than before, moving forward, becoming more extrovert 0:47

9 III. restless, dark, shadowy 2:47

10 Intermezzo. free and light-weight like the beginning of the piece but a litle darker 1:35

11 IV. meditatve, stll, sensitve, gradually sounding more fragile 2:59

Stewart Goodyear: Solo – A Suite for Solo Violin (2022)
12 I. Waltz 3:05

13 II. Chant 2:34

14 III. Prelude 4:17

15 IV. Dance 3:53

16 V. Elegy 8:51



Manfred Stahnke: Capra 4 (2013)
17 I. Reine Terzen und Sexten 2:08

18 II. Reine Quarten und Quinten - und Sekunden 9/8 1:02

19 III. Reine kleine Septen 7/4 und Quarten 3:58

20 IV. Oktaven und 8/7 Sekunden 0:20

21 V. 11/10 Sekunden und Quinten: Semantc Signalling (Tepehua, Mitelamerika) 2:32

22 VI. Quarten 21/16, selten Sekunden 8/7 und Sexten 12/7 1:23

23 VII. Naturtonreihen 1:42

Franco Donatoni: Argot - due pezzi per violino (1979)

24 I. 4:53

25 II. 10:13

Miranda Cuckson, violin

Bartók, Shirazi, Goodyear, and Stahnke recorded August 9th and 11th, 2022 at 

Studio 543, The Juilliard School, New York

Produced and edited by Gene Gaudete and Miranda Cuckson

Engineered by Sascha von Oertzen

Donatoni recorded August 21, 2019 at Chapin Hall, Williams College, Williamstown,

Massachusets

Engineered by Jeremy Kinney

Mixed and edited by Adam Abeshouse

Executve producer for Urlicht AudioVisual: Gene Gaudete

Special thanks to The Juilliard School, and to American Modern Opera Company 

(AMOC) for supportng this recording.



Hungarian composer Béla Bartók (1881-1945) was also not only a celebrated pianist but is

famous for documenting the folk music of Hungary, Slovakia, Romania, and other countries of

that region, and for his brilliant synthesis of elements of that music into his exquisitely

constructed, passionately expressive compositions. 

His Sonata for solo violin (1944), composed for Yehudi Menuhin, is one of his last pieces.

Dense with notes and technical challenges for the player, it’s been increasingly embraced by

violinists and listeners. The four movements evoke essential forms from the Sonatas and

Partitas for solo violin by Johann Sebastian Bach: chaconne, fugue, slow aria (the Largo from

Bach’s C major Sonata comes to mind), and fast presto. As is the case with Bach’s pieces,

Bartók’s Sonata features inspiring large-scale ambition, athletic virtuosity, and a down-to-

earth connection to rambunctious folk dances and catchy rhythms and melodies.

I first learned the Bartók Sonata when I was a college student. Having returned to it recently,

I’m most struck and delighted by its undulating phrases and by its buoyancy and playfulness

on the one hand and melancholy on the other. I enjoy the Tempo di ciaconna’s sweeping

sarabande lilt and the lively conversations with the theme amid the intensity of the Fugue.

The Melodia, to me, suggests solitude and tranquility, like a lone figure who is getting solace

from nature. Then comes the sound of buzzing insects in the Presto (Bartók was an avid

collector of bugs), which brings us back to the village and the hearty dancing.

For this recording, I studied the manuscript facsimile and Peter Bartók’s 1994 edition for

Boosey & Hawkes, which refers to the manuscript as well as the composer’s sketches and

letters to Menuhin. These sources contain some notes and articulations that differ from the

1947 Menuhin edition. I made choices that felt good to me, and I play the original quarter-

tones in the Presto. 

In my frequent work with composers, I had noticed quite a few drawing upon the music of

their native countries - the tunes, native instruments, characteristic rhythms. Thinking about

what the many cultures of the world mean to people today, I chose for this album to program

the Bartók Sonata together with pieces I had recently commissioned from my friends: Aida

Shirazi, from Iran, and Stewart Goodyear, from Canada. I also selected two works, one each

by Manfred Stahnke and Franco Donatoni, that I’ve recently been playing regularly. While

these don’t draw from the composers’ own ethnic cultures, they explore ideas inspired by

folk music and un-formalized language.



Aida Shirazi (b. 1987) emigrated from Iran to complete her college studies in the United

States and Europe. She is a co-founder of the Iranian Female Composers Association, a

talented group of women who are supporting each other’s artistry and the rights of women.

In an interview last year, Aida said

Even when I don’t use anything deliberately or borrow anything [from traditional

Iranian music], there is still something with the sonority that people come and say, “Oh,

this sounds very Iranian.” I really like it when it’s on a more subconscious level. It

leaves something for the audience to hold onto, to interpret, to connect with your music

in a way that you wouldn’t necessarily think of. … What happens if you don’t even know

who the composer of this piece is, and what would your interpretation be like? It’s that

kind of relationship with identity, and how that identity can be liberating or reductive

when it comes to the reception and interpretation and appreciation of the work.

She writes about her piece:  

Sāniyā is a four-movement work about being taken with a sensual experience as

mundane as gazing at the quivering leaves of a tree in the summer breeze and lyricizing

it to create a dramatic sonic journey. It is inspired by the game of light and shade,

creating forms that appear and disappear all at the same time. The work is the result of

my fascination with the sunlight traveling through the leaves and bringing about

countless shades of green, impossible to differentiate for the human eye. Sāniyā aspires

to capture changes in the white noise of the fluttering leaves in the breeze. Searching

for a proper title, I came across the word “sāniyā”, which means the light and shade of

the woods in Maazandaraani dialect, which belongs to the people of the Northern Iran. I

would like to thank Miranda Cuckson for commissioning this piece. Sāniyā is dedicated

to her.

As a concert pianist, Stewart Goodyear (b. 1978) is known for his performances of the

classical repertoire such as the complete piano works of Beethoven. As a composer, he has

long written and played his own piano pieces, often flavored by music of the Caribbean. His

mother is from Trinidad, his father was British. I’m honored that he has branched into

writing for violin with this five-movement suite. It dips into both sides of his family

background, from the Anglo-Canadian grace of the Waltz to the calypso and steel band in the

Dance. He writes about Solo:



My love for the violin began as soon as I was introduced to music, and I actually

wanted to be a concert violinist before I became a pianist. Growing up in Toronto, I was

surrounded by the different sounds and styles of playing the violin, and adored both the

techniques of the fiddler and the violin virtuoso. In Solo, I wanted to create a fusion of

both styles in each movement, and therefore create a tour of my childhood with this

work. The Waltz and Prelude pay homage to the Canadian folk tradition, the Dance is a

fusion of Calypso and toccata writing, and the Chant and Elegy are through-composed,

rhapsodic movements. The Elegy closes the suite, and is a very intimate and personal

lament for the loss of life due to the COVID pandemic.

German composer Manfred Stahnke (b. 1951) has a keen interest in folk idioms, especially

those of non-European countries. In common with Hungarian composer György Ligeti and

American Ben Johnston, with whom he studied, he has absorbed and been inspired by the

rhythmic and harmonic characteristics of various cultures, with the aim of expanding his

musical language beyond the Western tradition. His music has a strong basis in microtonal

tuning possibilities. Capra 4, from a decades-spanning series of pieces for violin, is a

sequence of seven brief interrelated explorations of different jaunty rhythms and tunings. He

writes:

The title Capra refers to the physicist Fritjof Capra and his book The Tao of Physics, as

well as to the old Latin name for the goat, and via that to the gusla, the Balkan

violin, which is covered with a goat skin and very often carries a goat head. In 1987 I

started a series of violin solo pieces. The first, Capra 1, was inspired by a Nepalese

violinist, a guest at Hamburg Musikhochschule. I was completely fascinated by his

playing improvising on fixed speech-like patterns, I suppose. My Capra series is both

full of spontaneity and full of "rules" of many musics from all over the world.

Capra 4 (2013) had to wait for a long time to be performed and is now realized in a

wonderful manner by Miranda Cuckson. In an additional title it is called Zahlentanz -

Dance of numbers, since it runs through the world of the first integers. It starts with

just intonated thirds, which use number 5 from the overtone series. Then follows a

contemplation of fourths and fifths, numbers 3 and 4. Quite strange is the next

movement, based on the numbers 7 and 4. The next uses a scale idea from Indonesia,

"Slendro", where every scale step is close to the overtone proportion 8/7. I combine

8/7 with 3/2, the just fifth. In the next movement, I divide 3/2 into four quasi-



equidistant steps. This idea is related to the music of the Tepehua of Mexico, who play a

violin imported from Spain long ago. The next movement combines diminished

"fourths" 21/16 with augmented "seconds" 8/7 and septimal "sixths" 12/7. The last

movement uses overtone and undertone series, a hint to Harry Partch and his

"Otonality" and “Utonality".

Franco Donatoni (1927-2000) was a major Italian artist whose long musical trajectory took

place in an era shaped by Bartók and Stravinsky, then by Stockhausen, Boulez, and John Cage.

A questioning thinker and the teacher of many well-known composers, Donatoni explored

and probed a variety of opposing avenues with his music. He said, “my personal history as a

composer is an alternation between ‘separations’ and ‘unifications.’”  

Argot: two pieces for violin (1979) is from his late period, during which his music had a

renewed lightness and he became intrigued by repetition and mutation. “Argot” means a type

of language used only among a specific group, or an informal way of speaking (i.e., slang) that

is not bound by standardized rules. When in use by a people, this kind of language tends to

morph and shift, and words develop multiple variations.

The first part of Donatoni’s Argot is more overtly virtuosic, with sections of fast-flowing

notes and quick staccato utterances, like chatty, impulsive talking. The second part is also

sectional but with more simple fragmented gestures that suggest improvised folk music with

intricate ornaments and slides. These are continually altered and toyed with, so that the

gestures are both constant and gradually transformed.

— Miranda Cuckson

A “visionary and tremendously talented artist” (Sequenza21), violinist/violist Miranda

Cuckson has a greatly esteemed career delighting audiences with her playing of a range of

music and styles, from older eras to the newest creations.

Dedicated and active in the Western classical repertoire, Miranda has also given innumerable

performances of new music, playing an inspirational role in bringing new creations more to

the center of cultural life. Reflecting her deeply felt perspective as a multiethnic American,



Miranda works with an array of artists from many backgrounds. Composers who have

written works for her include Wang Lu, Anthony Cheung, Jeffrey Mumford, Aida Shirazi,

Steve Lehman, Rand Steiger, George Lewis, Harold Meltzer, Dongryul Lee, Jason Eckardt,

Reiko Füting, Michael Hersch, and Stewart Goodyear. In addition to supporting many

emerging artists, she has worked closely with renowned composers including Henri

Dutilleux, John Adams, Elliott Carter, Salvatore Sciarrino, Pierre Boulez, George Crumb, Vijay

Iyer, Philip Glass, Kaija Saariaho, Mario Davidovsky, Shulamit Ran, and Tristan Murail. She is

a member of the interdisciplinary collective AMOC and founder/director of music non-profit

Nunc.

A distinctive and lauded soloist and collaborator, she performs worldwide at venues large

and small, from casual spaces to concert halls. As recital and concerto soloist, she has played

at the Berlin Philharmonie, Suntory Hall, Casa da Musica Porto, Teatro Colón, Cleveland

Museum, Art Institute of Chicago, Strathmore, St. Paul Chamber Orchestra’s Liquid Music

series, National Sawdust, and the Ojai, Bard, Marlboro, Portland, Music Mountain, West Cork

(Ireland), SinusTon (Germany), Grafenegg and Wien Modern (Austria), and LeGuessWho and

Soundsofmusic (Netherlands) festivals. 

Miranda made her Carnegie Hall debut playing Walter Piston’s Violin Concerto No. 1 with the

American Symphony Orchestra. She recently premiered Georg Friedrich Haas’s Violin

Concerto No. 2 with three co-commissioning orchestras in Japan and Europe, and the new

Violin Concerto by Marcela Rodriguez with the Orquesta Sinfónica Nacional de México.

Miranda has released many acclaimed albums, including the Ligeti, Korngold, and Ponce

concertos; violin music by American composers Finney, Shapey, Martino, Sessions, Carter,

Glass, and Hersch; her ECM Records recording of Bartók, Schnittke and Lutoslawski; Melting

the Darkness, an album of microtonal and electronic pieces; and Nono’ s La lontananza

nostalgica utopica futura, which was named a Best Recording of the Year by the New York

Times.

Miranda teaches at the Mannes School of Music at New School University. She is an alumna of

The Juilliard School, where she studied from Pre-College through her doctorate and was

awarded Juilliard’s Presser Award.

For more information, visit www.mirandacuckson.com.

http://www.mirandacuckson.com/



