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Compact Disc 2 62’10

Sonata in A minor P004 (1895–96)
1 I. Allegro moderato 10’11
2 II. Andantino 4’28
3 III. Finale: Allegro vivace 5’34

4 Andante in F P006 (1895–96) 4’50

5 Andante in D P007 (1895–96) 3’44

6 Allegro in B minor P010 (1895–96) 3’46

Suite P022 (1898)
7 I. Vivace 1’08
8 II. Tema: Andante poco mosso 2’54
9 III. Sarabanda: Lento 3’42
10 IV. Allegro con brio 1’32
11 V. Presto 1’20

12 Preludio in B flat minor P023 (1898) 1’28

13 Preludio from Suite per pianoforte P043 (unfinished) (1903) 3’54

14 Preludio in D minor P043a (1903) 2’47

15 Variazioni sinfoniche P028 (original version for piano solo) 10’43
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Compact Disc 1 70’59

Sonata in F minor P016 (1897)
1 I. Allegro 6’41
2 II. Lento 6’06
3 III. Allegretto 3’07

Sei pezzi P044 (1903–05)
4 I. Valse Caressante 3’46
5 II. Canone 2’51
6 III. Notturno 5’02
7 IV. Minuetto 3’44
8 V. Studio 1’40
9 VI. Intermezzo – Serenata (from the opera Re Enzo) 2’25

Antiche danze ed arie per liuto P114 (1917–18)
10 I. Balletto detto ‘Il Conte Orlando’ (Simone Molinaro, 1599) 2’38
11 II. Villanella (anon., late 16th century) 3’57
12 III. Gagliarda (Vincenzo Galilei, c.1550) 3’25
13 IV. Italiana (anon., late 16th century) 2’54
14 V. Siciliana (anon., late 16th century) 3’00
15 VI. Passacaglia (Lodovico Roncalli, 1692) 3’10

Tre preludi su melodie gregoriane P131 (1919)
16 I. Molto lento 5’09
17 II. Tempestoso 5’59
18 III. Lento 5’17



studied piano formally. The Registro Vellani at the Liceo musicale of Bologna reveals that, as well as
studying the violin, Respighi studied the organ under Cesare Dall’Olio. This explains both his
particular way of writing for piano and his preference for the keyboard itself.

Respighi, of course, was no stranger to the piano, as his father Giuseppe (a pupil of Golinelli) ran
a piano school. However, judging by his reaction upon returning home earlier than usual and
listening to his son playing the Symphonic Studies Op.13 by Schumann, he must have given his son
only a few lessons. So it is perhaps no accident that some of Respighi’s earlier pages of composition
refer directly to Schumann, especially his Sonata in A minor, together with traces of Chopin present
in his Sonata in F minor. It’s with this last work that we begin our careful scrutiny of this
programme, equally distributed between early and mature works.

The Sonata in F minor P016 in three movements (Allegro – Lento – Allegretto) was performed
for the first time at the Teatro La Fenice in Venice on 13 October 1986, with Gino Gorini at the
piano, to conclude the Convegno di studi at the Giorgio Cini Foundation for the 50th anniversary
of Respighi’s death. This Sonata is a student work, the manuscript in the author’s hand was found
among pupils’ assignments at the Liceo Musicale of Bologna from the school year 1897–98,
according to the stamp on the first page. The coexistence of European models that vaguely echo the
work of Giuseppe Martucci can be picked out from the Allegro. The Sonata in F minor exemplifies
a marked artistic personality in Respighi, at the time enrolled in the third year course of harmony.
Martinotti writes that the influence of Martucci is immediately apparent in ‘that kind of initial
“motto” full of poignant determination, almost a peremptory gesture capable of starting and
supporting the framework of this first movement with an interesting and incisive theme’, and that
he is by no means immune to the rhythmic gestures of Chopin. For an analysis of the Sonata and 
of the Sei pezzi that follow, we refer to the book The Piano Works of Young Respighi by Potito
Pedarra (Rugginenti, Milan 1995). 

The Sei pezzi P044, edited by Bongiovanni, complete the early piano works of Respighi and were
the first works to be published; the first being the Canone, the Notturno, the Minuetto and the
Studio, followed shortly thereafter by the Valse caressante and the Intermezzo – Serenata. These are
all occasional pieces, composed separately and then brought together in a single collection.
‘Charming but insignificant compositions’, was Giuseppe Piccioli’s critique, whereas for Sergio
Martinotti they revealed ‘the emergence of a definitive style’. The most famous of the Sei pezzi is the
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Ottorino Respighi’s Solo Piano Music

It’s astonishing that an expert like Piero Rattalino would be surprised by the fact that Ottorino
Respighi (1879–1836), ‘a violinist and violist, composed the Concerto in A minor (1901) and the
Fantasia Slava (1903) for piano and orchestra, rather than two works for violin and orchestra.’ 
It’s quite simple: Respighi studied as a violinist but became a musician and a composer above all,
writes Fedele D’Amico. You only need to look at his catalogue of works, which opens with two
compositions for orchestra (1893 and 1894), to form an hypothesis about earlier, lost works. 

Perhaps Rattalino’s astonishment would not have been such had he consulted the aforementioned
catalogue, where we find that in 1903 – two years after the Concerto in A minor and near to the
time of the Fantasia Slava – Respighi composed a Concerto in A major for violin and orchestra. 
The fact that he composed this concerto, rediscovered 30 years ago and recently published, means
he gave ‘equal opportunity’ to both piano and violin from the beginning of his compositional career
to the end. So it wouldn’t be true to say that Respighi the violinist, who amazed those at his
diploma exam with his rendition of Paganini’s Le streghe, gave preferential treatment to his own
instrument. Respighi was a highly-acclaimed violinist, and his repertoire ranged from classical
composers to contemporaries like Marco Bossi. After completing his post-diploma tour in Russia –
during which he spent two seasons as first violist with the Italian Opera in St Petersburg – and five
years in Bologna playing both violin and piano as a soloist and with the Orchestra del Teatro
Comunale, he came to prefer the keyboard as an accomplice to his creative bent.

It’s no accident that news items and photographs of the time often show him at a harpsichord or
piano rather than holding a stringed instrument, both as an accompanist for singers (among them
Chiarina Fino-Savio and his wife Elsa whom he accompanied in more than 300 concerts) and
famous soloists. At the performance of his Violin Sonata in B minor, he preferred to sit at the piano
rather than hold a violin. Respighi the pianist did not, however, restrict his activities to
accompaniment. He performed as a soloist at the Carnegie Hall playing for a number of seasons
both the Concerto in modo misolidio (1925) and the Toccata for piano and orchestra (1928)
conducted by Willem Mengelberg. 

It seems Respighi used to say he never wrote scales into a piano work he was going to have to
play. Even though this anecdote is not completely true, there is a grain of truth in it, as he had never
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The second disc concerns the piano works of the young Respighi. To distinguish these pieces
from the printed music, they have been classified as ‘manuscripts’. They are, to be more precise, 
a series of compositions dating back to his so-called ‘apprenticeship’; his phase of studies at the
Liceo Musicale of Bologna.

The first work is the three-movement Sonata P004 (Allegro moderato – Andantino – Finale:
Allegro vivace), where the influence of Schumann is evident both in the fervently passionate melody,
and in the key itself (the A minor of Schumann’s Piano Concerto Op.54). Respighi’s opening
cadenza is recalled and paraphrased from that which opens Schumann’s first movement.

The two Andantes P006–7, in F and in D major respectively, are pages of drawing-room
inspiration, sketches prone to an intimate mood which was so dear to the piano literature of the late
19th century, and songs whose absence of title allow for a variety of hypotheses about their future
intended use. The Allegro in B minor P010 – like the two Andantes, also lacking a title – belongs 
to his period of academic study. Once more in the style of Schumann, the Allegro is based on two
thematic elements, the first of which excitedly recalls the flurry of sixteenth notes which opens the
Sonata Op.22 by the German composer.

Originally comprised of six pieces, just five have survived to form the Suite P022: I. Vivace; 
II. Tema: Andante poco mosso; III. Sarabanda: Lento; IV. Allegro con brio; and VI. Presto
(movement V. is missing). Throughout the Suite there meanders a thin vein of caricature reminding
us of the ballet Le astuzie di Colombina, composed by Respighi more than 20 years later. The Suite
is so dense with references to the ballet that it would later be considered the source of inspiration
for the danse work. As with the Suite, the hand-written drafts of the Prelude in B flat minor P023,
penned that same year, show numerous revisions and corrections. This brief late-romantic piece is
reminiscent mostly of Rachmaninov but also of some virtuoso sections of the Piano Concerto No.1
by Tchaikovsky.

The Suite P043 on the other hand is a final version but incomplete. The original version
contained a Preludio, Canone, Intermezzo, Piano studio and Fuga, but all that remains are the
Preludio and the Canone which falls silent twelve measures before the repeat. Later removed from
the Suite, the Canone was inserted into the Sei pezzi P044 collection, but we do not know if the
same fate was reserved for the Intermezzo and the Studio.
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Notturno, differentiated by its compositional style and modern piano writing. The piece counts
Arturo Benedetti Michelangeli among its interpreters, who performed it during his most successful
period (28 February 1938, Conservatory of Milano).

Even though they have been little performed in their piano version, the Antiche danze ed arie per
liuto P114 and the Tre preludi su melodie gregoriane P131 certainly require less introduction, as
their orchestral versions are well-known. The free transcription for the piano of the ‘Ancient dances
and airs’ is Respighi’s homage to his friend Luisa Bàccara, a woman of ‘uncommon beauty’ writes
Elsa Respighi, ‘in whom we pupils saw all the qualities necessary to be an excellent companion for
Respighi’, but ‘only an affectionate friendship linked these two artists.’ Respighi met Bàccara during
his Christmas holidays in 1917 in Bologna where he heard her play Martucci’s Piano Concerto and
was so impressed that, on her return to Rome he did all he could to support her. This collection of
six pieces (three written in 1917 and three in 1918) is taken partly from the first three movements
of his Suite No.1 for Orchestra P109 (the Balletto detto ‘Il Conte Orlando’, the Villanella and the
Gagliarda) and the rest from a draft of the first third and fourth pieces of Suite No.3 for Orchestra
P172 (1931). Respighi wrote to Bàccara on 13 August 1918: ‘I have written or rather transcribed
three new pieces from the lute: Siciliana, Italiana and Passacaglia, which will be brought to Rome in
a few days (…) You will also receive your 1917 manuscript of Gagliarda, etc.’ The collection, 
a result of the brief association between the two artists, bears no dedication. However, Alessandro
Bàccara (Luisa’s nephew) holds some of his aunt’s manuscripts, seemingly dedicated to her. ‘Bàccara
was the first to perform the Frescobaldi transcriptions completed by Respighi’, writes his wife Elsa,
‘and also some Arias for lute transcribed for piano.’

Regarding the Tre preludi, a composition that requires particular analysis, it suffices to say that
the original version for piano was composed during the summer of 1919 in Capri and finished in
1921. A newlywed for six months, Elsa Respighi wrote: ‘You could say that this composition
brilliantly reflects Respighi’s state of mind in that period: the joyous wonder of the revelation and
the mystical exaltation of a profound religious sense that accompanied well the harmony of our life
together.’ The composition is dedicated to Alfredo Casella who considered the Tre preludi ‘most
beautiful’ and ‘particularly noteworthy’. In the jubilee year 1925, the Tre preludi for piano,
orchestrated and with the addition of a fourth movement dedicated to St Gregorio Magno, 
became the Vetrate di chiesa for orchestra P150.
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Michele D’Ambrosio was born in Rome and studied with Viviana Buzzai at the ‘Santa Cecilia’
Conservatory. After graduating with honours, he continued his piano education under Hans
Leygraf, Aldo Ciccolini, Aquiles Delle Vigne and Kazimierz Morski, also studying composition with
Boris Porena and Ada Gentile. 

He regularly performs in Italy (venues include Rome’s Auditorium Parco della Musica, Sala
Petrassi and Sala Accademica of the ‘Santa Cecilia’ Conservatory; Brescia’s Teatro Grande;
Bergamo’s Teatro Rubini; Genoa’s ‘Quadrivium’; Macerata’s Teatro Lauro Rossi; and Taranto’s
Teatro Orfeo) and abroad (cities include New York, London, Darmstadt, Dresden, Leiden and
Dubrovnik), both as a soloist and with a variety of chamber groups. His orchestral experience
includes performances with the Filarmonica Marchigiana, the ‘Johann Christian Bach’ Orchestra
and the Orchestra della Magnagrecia, among others.

His discography includes an anthology of piano pieces by Joaquín Rodrigo, made in the
centenary year of the Spanish composer’s birth (2001) for the Tempi Moderni label, and the 
works of the Italian composer Davide Farace. He has previously released the complete piano music
of Alfredo Casella on Brilliant Classics (9281), praised by MusicWeb International for its
‘barnstorming virtuosity, forceful declamation and piquant delicacy as required’. 

Michele has also broadcast live for Italy’s Radio 1, Radio 3 and Radio Vaticana. Since 1996 he
has taught at the ‘Gesualdo da Venosa’ Conservatory of Potenza.
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The real innovation, in this context, is represented by the Variazioni sinfoniche P028, here in its
version for solo piano. Always considered an alternative to the orchestral version, only recent
analysis of the piece has made it possible to establish that the solo piano score is substantially
different. Its divergence is evident both in its opening bars and in the absence of one of the later
variations. Therefore the chamber composition predates the orchestral, though we cannot rule out
the existence of an even earlier score: these were the years of Respighi’s youthful exuberance, when
his scores were written and rewritten, as can be seen in other works of that period. The piano
version of the Variations does not resemble Respighi’s drafts for orchestral works (which were often
written on multiple separate staves). This, supported by the existence of an unfinished version 
for piano four-hands, has prompted the present piano performance, which is essentially a 
world premiere.
� Potito Pedarra
Translation: Helen Rollins
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Special thanks to: Taryn Haden, Potito Pedarra and Helen Rollins.
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Recording: 2–4 July 2014 & 3–4 July 2015, Salone Assunta, Radio Vaticana, Rome, Italy
Recording producer and post-production: Rosella Clementi
Musical director: Stefano Corato
Sound engineer, editing & mastering: Massimiliano D'Angelo
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