
ABOUT TRIO DELYRIA
 The Ensemble‘s name is an acronym consisting of the first names of its mem-
bers: David Strongin (Violin), Uriah Tutter (Cello) and Elisha Kravitz (Piano). 
The term “Delirium” can be used today in a broader sense to describe an 
abnormally heightened emotional state. On the other hand, “Delyria” also 
draws from the etymology of the word “Lyric”.  
For the Trio, both of these polarities exist in the music – certainly in chamber 
music – and can even coexist within one piece: the ordered and aesthetic 
along with the dangerous and wild.
Trio Delyria was founded in the summer of 2020 in Frankfurt am Main/Berlin by 
three Israeli musicians living in Germany, who came together at a challenging 
time with a shared love of the piano trio repertoire and the dream of exploring 
it together. Within a few months, the Trio began to study with Prof. Angelika 
Merkle at the Frankfurt University of Music and Performing Arts and has since 
then gained substantial experience and recognition by performing in major 
venues such as the Alte Oper Frankfurt and Joachimsaal in Berlin, as well as 
featuring on different radio stations in Germany and in Israel. They have won 
prizes at national and international competitions, including the International 
Schumann Chamber Music Competition, where they also received the Audience 
Award leading to an invitation to perform again at the Alte Oper in 2023. Other 
highlights of the coming season include debut performances in different con-
cert series in Frankfurt am Main, Baden-Baden, Hannover and throughout Israel.
The Trio is fortunate to receive lessons and advice from many of the top cham-
ber music players and pedagogues in Germany and abroad. They are currently 
studying towards a Konzertexamen in the class of Angelika Merkle in Frankfurt 
and will attend the International Institute of Chamber Music at the Reina Sofia 
School in Madrid upon invitation of Günter Pichler.
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INTRODUCTION – ABOUT THE MUSIC
The obvious connection between the two works presented on this disk is 
the intermixed German-Jewish cultural heritage of their composers. Our 
intuition led us to believe that behind both of these works, composed almost 
a century apart, there are underlying questions of conflicted identity – reli-
gious, social, cultural and individual. Further research has only strengthened 
this view in our mind. These questions have taken on a new form with each 
century but they still resonate strongly within ourselves today: As artists, 
what are the decisive factors of our identity? Where do we belong? This reali-
zation led us to record the two works side by side: although stylistically they 
are of course very different, they both shed a light on the internal conflicts of 
their respective composers and perhaps serve as an attempt at reconciling 
these. Both are wonderful masterpieces of the Trio repertoire which can be 
fully appreciated purely for their musical merit! We hope, however, that our 
personal insights can help facilitate what may be the listener‘s first encoun-
ter with Israel‘s greatest composer while also reilluminating Mendelssohn‘s 
perennially beloved C-minor Trio.

Felix Mendelssohn Bartholdy, grandson of the renowned Jewish philoso-
pher Moses Mendelssohn, was baptized at the age of 7 and lived the remain-
ing 30 years of his life as a Lutheran. The question of Mendelssohn‘s religious 
identity is complex. Although he and his sister Fanny were raised Christian, 
the siblings came into contact with Jewish tradition and culture thanks to 
their mother‘s family, especially their grandmother Bella Salomon. What 
is certain is that Felix Mendelssohn Bartholdy was a man of deep spiritual 
feeling which was expressed not only in the creation of oratorios and other 
sacred works, but also in his attitude towards music in general: reportedly 
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he had once said that “all music should 
serve in its particular way the glory of God”. 
Simultaneously he was influenced strongly 
by the humanistic and progressive values 
of his time – the Age of Enlightenment – as 
well as the writings of his famous paternal 
grandfather who preached for a more “liberal 
Judaism”. It was not until after his death that 
Mendelssohn was branded as a Jewish com-
poser during the rise of German nationalism.

The trio in C minor, Op. 66, was composed in 
Frankfurt am Main around two years before 
Mendelssohn’s death. The somber tone of the 
piece is set from the very outset of the first 
movement: the accumulative effect of the 
pedal points in the strings and the threatening, rising motive in the piano is 
reminiscent of a brooding organ toccata. From then on the general character 
of the trio is extremely impassioned and turbulent, interjected with sections 
imbued with a choral-like serenity. 

These include the second theme of the first movement (when it is taken up 
by the piano), the opening of the second movement, where the piano is again 
alone and all the voices move together in perfect choral texture and coun-
terpoint, and most notably the third major thematic element in the fourth 
movement. The latter is a freely composed choral based on Martin Luther’s 
“Gelobet seist du, Jesu Christ”.

David Strongin 
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If the Choral elements appear throughout the piece like islands of calm 
amidst stormy ocean waters, the unusual interval of the augmented second, 
mostly associated with Jewish liturgical and folk music, occurs only at the 
most dramatic peaks of the entire trio: once unmistakably at the very end 
the first movement, in a twisted, minor version of the second theme, and 
then briefly in the buildup to the climax of the Finale. This seems to be a 
conscious choice rather than coincidence, especially considering that the 
second occurrence of the augmented second is followed directly by the tri-
umphant C major return of the choral theme and the cathartic culmination 
of the entire work. 

The juxtaposition of characteristic Christian and Jewish musical elements 
seems to us meaningful but can be interpreted in various ways. Perhaps 
Mendelssohn truly found solace and respite in the Lutheran faith, an escape 
from his previous religious and ethnic affiliation. Or perhaps, Mendelssohn 
was despairing over the conservative, secluded nature of German Jewry 
of his time, willing it to embrace the Enlightenment and to be embraced in 
return by Germany and all of the western cultures... In any case, the music it-
self makes it clear – to us at least – that Mendelssohn ś sense of identity was 
multifaceted and that he was very much grappling with his contradictions.

Paul Ben-Haim, born in Munich as Paul Frankenburger, was able to celebrate 
successes which would probably have been impossible for a Jewish musi-
cian in Mendelssohn’s time. He served as Kapellmeister in Augsburg and 
was very much in demand as a composer, while also assisting renowned 
conductors such as Bruno Walter and Hans Knappertsbusch. However, 
this idyll would only last until 1933, when he was forced to emigrate to the 
British Mandate of Palestine – today Israel – following Hitler ś rise to power 

rz_kk_cd_mk_booklet_triodelyria_8s_119x119_091122_final.indd   4rz_kk_cd_mk_booklet_triodelyria_8s_119x119_091122_final.indd   4 09.11.22   16:3909.11.22   16:39



and the increasingly antisemitic climate in 
Germany. In his adopted homeland, Franken-
burger would change his name to Ben-Haim 
and become one of the founding fathers 
of a new, national musical movement: a 
style which sought to distance itself from 
the western compositional tradition while 
embracing the local influences of the middle 
eastern cultures, drawing inspiration also 
from the musical heritage of non-European 
Jewish diasporas. This movement was char-
acterized by a certain idealization of Eretz 
Isra’el (the Land of Israel), its landscapes and 
peoples and their simple, agricultural way 
of life.

The Variations on a Hebrew Melody were composed in 1939, 6 years after 
Ben-Haim ś emigration. It was a difficult time for him personally, following 
the deaths of his father and sister, and with the war in Europe casting a 
threatening shadow over the fate of his relations and indeed of the entire 
society to which he had strongly belonged. The piece begins with a dark 
introduction, composed in a declamatory, chromatic style reminiscent of 
Ben Haim’s earlier “German” works. Towards the end of the introduction, a 
descending three-note motif crystallizes out of the gloom, gaining in signif-
icance through its repetition and subtle transformation – from the Jewish 
“Ahava Rabbah” mode characterized by the augmented second, through a 
more neutral diatonic version and finally becoming the opening figure of 
the titular Melody, in a C-sharp minor mode. The “Hebrew melody” itself is 

Elisha Kravitz 
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probably of Arab or Bedouin peasant origin, though by the time Ben-Haim 
came across it it was already the basis of a popular Jewish folk song – Moladeti 
erets Kna’an (“My Homeland, the Land of Canaan”).

The radical transformation of the musical texture, harmonic language and 
expressive quality occuring between the dramatic introduction and the 
theme itself, which first appears in a strings unisono and marked molto tran-
quillo, senza vibrare, can hardly be understood otherwise as symbolizing the 
composer’s own journey out of the turbulence of Jewish life in 20th century 
Europe into a “new world” of idyllic landscapes and exotic cultures. 

The theme is followed by six variations of contrasting character- the 1st and 
4th are improvisatory and pastoral in nature, allowing one instrument to 
shine and evoking different Israeli landscapes, from the agricultural coun-
tryside to the desert. On the other hand, variations 2, 3 and 5 are very lively 
and are based on popular dance rhythms and marching songs of the time, 
such as the syncopated Horra in variation 3. The 6th variation, which was 
titled Epilogue in Ben-Haim’s final draft, looks back to the highly expressive, 
chromatic language of the introduction, including the use of the “Jewish” 
augmented second. Indeed, the entire melody carried out first by the cello, 
then by the violin and finally by the piano could have easily been heard at an 
Ashkenazi synagogue during the High Holidays. 

At the third reiteration of this melody, Ben-Haim ingeniously combines it 
with the oriental theme (the “Hebrew melody”), at which point the full scope 
of the work’s symbolic meaning becomes evident: a physical and spiritual 
journey, both a very personal and an utmost collective Jewish experience of 
emigration from the tumultuous world of the past to the utopian realm of 
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the future. In the composer‘s spirit and in his 
music, at least, the best of both these worlds 
continued to endure.

We would like to thank from the bottom of 
our hearts the Kamar Percy und Ingeborg 
John-Stiftung for financing the production 
of this CD, as well as the Bad Homburger 
Masterclass, the faculty – Prof. Tim Vogler, 
Prof. Angelika Merkle and Christian Starke, 
the Festeburkirche and community for the 
beautiful venue, the great acoustics and 
world class piano placed at our disposal, 
the photographer Hansjörg Rindsberg for 
jumping in on 3 hours notice and gifting us 
his beautiful photos, our stunning translator 
and friend Leonie Held and page-turner extraordinaire Eyal Urim, who con-
tributed so much more than just by turning pages…

A particularly heartfelt thank you belongs to Christian Starke, our sound en-
gineer, for the kindness, professionalism and incredible (and much needed) 
patience, and last but not least to Prof. Angelika Merkle, our dear teacher, for 
the many unforgettable hours spent together, for the endless dedication and 
inspiration. 

Recording this CD has been a life-changing experience and we cannot 
thank you all enough for making it possible!

Uriah Tutter
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BAD HOMBURGER MEISTERKURS FÜR KAMMERMUSIK
Der Bad Homburger Meisterkurs für Kammermusik entwickelte sich aus 
der Zusammenarbeit von Pfarrer Gerhard Blaurock und Prof. Hubert Buch-
berger im Rahmen der fast drei Jahrzehnte existierenden Konzertreihe 
an der Christuskirche Bad Homburg. Von 1999 bis 2005 waren namhafte 
Dozenten von internationalem Rang eingeladen. Seit 2006 gibt es ein innova-
tives und in dieser Form einzigartiges Kurskonzept: Alle Ensembles erhalten 
die Gelegenheit, ihre Interpretationen in einer professionellen Aufnahme-
situation selbst zu beurteilen, mit den Professoren Angelika Merkle und Tim 
Vogler (bis 2018 Hubert Buchberger) kritisch zu hinterfragen und aufgrund 
der Erkenntnisse beim Abhören der eigenen Aufnahmen zu verbessern. Hier-
für wird die Schlosskirche Bad Homburg mit ihrer hervorragenden Akustik 
während der gesamten Dauer des Kurses vom Kursleiter Christian Starke 
mit modernster Aufnahmetechnik ausgestattet. Der im Rahmen des Kurses 
vergebene „Bad Homburger Förderpreis für Kammermusik“ der Kamar Percy 
und Ingeborg John-Stiftung wurde in das Kurskonzept integriert und besteht 
seit 2006 in der professionellen Produktion einer Demo-CD, die seit 2018 
unter dem Label Bad Homburger Schlosskonzerte erscheint. Seit 2014 findet 
der Meisterkurs im Rahmen der Bad Homburger Schlosskonzerte statt. Unter 
den Preisträgern der vergangenen Jahre finden sich heute so erfolgreiche 
Ensembles wie das Armida Quartett und das Aris Quartett.
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