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The rediscovery of the historically-informed performance, which began several 
decades ago and thus by now a daily reality, starts today to touch new aesthetical 
fields penetrating into uncharted sound ravines.

For a better insight into the repertoire, in fact, it is important to begin by 
fathoming how the music of the past was actually performed and, above all, in which 
circumstances.

In an era when there were no sound reproduction systems and in which the 
information could only be fixed into the human memory or on paper, the only way of 
play music was to perform it. This led to at least two significant consequences for the 
history of performed music: On the one hand, the repertoire could rely on technically 
versed enthusiasts - which, however, allowed a significant aesthetic progress during 
the nineteenth century; On the other, the pieces were multiplying according to 
different formations, creating a pleasant blend of timbres and musical colours.

If it seems strange to perform a sonata written for a specific instrument with 
another, in the past it seemed absolutely natural and proper. This discourse is 
crucial to understand the principle that led the performers of this album to opt for a 
program of this kind, therefore creating a kind of philologically appreciable musical 
transcription. In this way, the listener can become aware and easily ‘recapture’ some 
of the dimensions of the music of the past: performed in family settings, amongst 
a small circle of friends, thusly proposed outside of official contexts. In this way, 
the performed repertoire lost that sense of formality once it left the concert halls, 
acquiring instead an intimate taste, otherwise irreproducible at the usual circuits.

The Sonata for Violin and Piano in A major. No.9 Op.47 “Kreutzer” is one of 
the best-known pieces by Ludwig van Beethoven (1770-1827). The notoriety of the 
composition is not only attested by known literary essays dedicated to the piece but 
also by the many transcriptions (official or otherwise) which were made: a sign of the 
appreciation by the public towards this wonderful example of musical poetry.

Reportedly, the first transcription for the cello was made by Carl Czerny, at the 
request of Beethoven himself. Perhaps at the request of the publisher or, more likely, 



the market itself, Czerny intervened on the original part, solving and simplifying the 
most important virtuoso passages that had made this sonata a piece for seasoned 
masters. More than a transcription, the Beethovenian Sonata thus reduced, speaks 
of a real phenomenon of the trivialization of music, even though Czerny managed 
to keep the poetry of the Andante con variazioni. The interpreters, therefore, have 
opted for the re-elaboration of August Franchomme, certainly far more brilliant and 
ambitious from a technical standpoint.

Compared with the simplification operation of Czerny, the goal of Franchomme 
– as one can clearly hear even upon the first listening of this album – is to carry out 
an artistic and educational task at the same time, offering a challenge to the soloist; 
to put himself at the same level as the original piece in which, however, the violin, 
according to Haydn and Mozart’s tradition, seeks to  impose itself impetuously by 
engraving ever-new turns, sudden and unexpected, able of providing a rare tension to 
the piece.

In Franchomme’s transcription the typical virtuosistic way of the Franco-Belgian 
school, that in those decades was still feeling the influence of the brilliant and 
transcendental virtuosity, reappears. In this way, Franchomme, who also intervened 
on the original part of the accompaniment, amplifies what was the original figure 
of the piece for which, among other things, Beethoven himself had been criticised. 
Reading the chronicles of the time, in fact, the German composer was defined almost 
“like a terrorist” of the form, considering the iconoclastic manner of the third 
movement (Finale. Presto).

The Sonata in A major by César Franck (1822-1890), composed in 1886 and 
performed for the first time in Paris the following year, had the same fate. Originally 
written for violin and piano, it immediately circulated in several versions for other 
instruments, not always authorised by the author (the only official transcription 
seems to have been only the one for flute). The idea of a version for cello was of 
Jules Delsart that, having listened live to the original version, decided to offer to his 
favourite instrument a new prestigious piece. As with Franchomme, Delsart proved 

to be quite strict in complying with the violin’s original phrasing. In this way, the 
interpreter is put to a very strenuous test, having to transpose into his instrument a 
virtuosistic afflatus of a very different nature. According to recent research, it would 
appear that Franck had even thought in the first instance to a sonata for cello and 
piano; and that only later would have definitely opted for the violin. According to 
Eugène Ysaÿe, dedicatee of the sonata and his first interpreter, it would seem as if 
the Belgian composer defined this sonata as “for violin and cello”, a bit as it used to 
happen in the Baroque period.

The version for cello here recorded was already circulating a few years after the 
original’s premiere, and it does not seem as if Frank had ever expressed himself 
negatively about it. A clear sign of appreciation towards the work of Delsart, who 
managed to maintain the piano part unaltered.

In terms of musical language, Franck’s sonata succeeds on the ambitious aim (and 
very Wagnerian, one is tempted to say), in its fundamental aesthetic conception, of 
developing an entire composition from a recurring musical cell, subject to continuous 
and almost imperceptible processing. In this way, the typical broad melodic arc for 
this composition can be seized as the result of a verticalization process of musical 
ideas that rest on solid pivots underneath the harmonic profile. For this reason, Cesar 
Franck’s sonata is one of the most important essays of the late-romantic European 
school, being met with enthusiasm until these days.

Both sonatas recorded here, either that of Beethoven or that of Franck, are equable 
even under the profile of the very free and modern use of the tonality. Both in A 
major, they express great freedom in the modulations and in the sudden changes 
between the major and minor modes. What in Beethoven was a romantic blaze in 
Franck is transformed into a world of great decadent sensitivity. In both cases, the 
transition to a new movement does not have the character of a break, but rather is 
to be understood as the sigh of a momentary suspension, in which the antecedent is 
necessary in order to stimulate a musical process in search of new acoustic material.



From the above, it can be seen not only the transcription of these two masterpieces 
is not detrimental to the relative originals, but it constitutes somehow an enrichment. 
In both cases, in spite of all the complexity, the thought of transcribers seems to 
have been that to remain faithful to the source, without falling into the banality of 
redundancy in order to avoid any suspicion of triviality; a concept so far from the 
basic compositional idea common to both to Beethoven and Franck who, moreover, 
was also a great and sensitive admirer of the repertoire of Bonn’s Maestro.
© Prof. Giacomo Fornari
Translation: Sofia Best Pastrana

Roberto Trainini was born into a non-musical family in a deep south-Italian town. He 
began his studies at the age of 10 when his father’s uncle Saverio Loiacono (who was 
a principal cellist in Buenos Aires at the Teatro Colon) returned from South America 
and asked if Roberto would like to try to play the cello. Since then the cello has never 
left his side.

At first, Roberto studied with Vincenzo Caminiti and Pietro Bruno in Bari; and was 
awarded first-prize at the two major national youth cello competitions in Italy.

Cristiano Burato (left) and Roberto Trainini (right)



was the first of a series of cello and piano releases. In 2016 the Cesar Franck A major 
Sonata and Beethoven’s Kreutzer Sonata, in duo with Cristiano Burato, will be released.

Additionally, he is currently recording the Complete Bach Cello Suites, as well as 
his own transcription of the Chaconne from Bach’s second violin partita for Aevea/
OnClassical. 

Roberto performs on two cellos made especially for him by Alessandro Ciciliati in 
2009 and 2014, and occasionally on the “Ex-Vatican” Stradivarius, kindly loaned to 
him by the Academia de Arte de Florencia.

It was at the age of 19 that Radu Aldulescu listened to his playing and took him 
into his class, with a full scholarship, at the International Menuhin Music Academy in 
Switzerland; there he had the possibility of studying chamber music with Lord Yehudi 
Menuhin and Walter Levin as well.

Subsequently, he went on to study cello and chamber music with Michel Strauss, 
Steven Isserlis and Niklas Schmidt; but the biggest influence remains that of his 
teacher and mentor in Hamburg: Wolfgang Mehlhorn.

He was awarded several prizes at important international Cello Competitions 
(Markneukirchen, Belgrad, Rome, Hamburg, amongst others) and was a principal 
cellist at the Lüneburg Opera and the SSO Singapore.

Then, his solo career took off with his debut in Iasi (Romania) performing the 
Dvorak Cello Concerto under the baton of Michele Santorsola. 

He is, nowadays, a sought after soloist in Poland, Germany, Austria, Turkey, South 
Africa, Romania, Cyprus, Italy, China, Japan, Mexico and Argentina.

Co-founder of the Hamburger Streichsextett, Roberto was a permanent member of 
the Salzburger Solisten; a chamber music group that performs worldwide. 

A passion of his is the re-discovery of the Italian Solo Repertoire of the XX Century 
(together with M. Santorsola); the Castelnuovo-Tedesco Cello Concerto is a part of 
this project which also includes Respighi, Casella, Ghedini, and Malipiero.

Furthermore, he studied and performed Sofia Gubaidulina’s “Canticle of the 
Sun” with the composer herself in Germany; and was awarded in 2012 the Premio 
Cartagine per la Musica in Rome.

Roberto is currently a Cello Professor at the Claudio Monteverdi Conservatory in 
Bolzano, Italy, as well as at the Academia de Arte de Florencia in Mexico City and an 
invited guest Professor at the Radom College of Music.

He regularly holds Masterclasses in Poland, Mexico, Italy, Spain, Ukraine and 
Argentina. 

Since 2014 Roberto is a recording artist for Brilliant Classics; his highly acclaimed 
recording of Giuseppe Martucci’s Cello Sonatas and Pieces with Massimiliano Ferrati 



Konzertsaal in Vienna, Radio France and the UNESCO Auditorium in Paris, the Los 
Angeles County Museum of Art, the Auditorium of the United Nations in New York, 
the Queen’s Hall in Edinburgh, amongst others. 

His interpretation of Chopin’s music has always been greatly acclaimed and it has 
given him several special prizes from international juries (Sydney, Cologne, London, 
et al.). He has performed at the Chopin Festival in Duszniki (Poland), at the Townhall 
of Paris for the 150th anniversary of Chopin’s death, for the Chopin Society of 
London, and many others. He recorded Chopin’s Concertos with the Transylvanian 
State Orchestra.

He was awarded the Medal of the President of the Italian Republic for his artistic 
merits.

Cristiano Burato is considered one of the most talented and exciting Italian pianists of 
his generation. 

He graduated with first class honours from the Mantua Conservatory, under the 
guidance of Rinaldo Rossi, and continued his studies with Sergio Perticaroli at the 
Santa Cecilia Academy in Rome, where he also graduated with first class honours.

After winning several national and international piano competitions (the Porrino of 
Cagliari, the Jaen Prize, the Sydney International Piano Competition, the Tomassoni 
International Piano Competition of Cologne, the London Piano Competition and the 
Leeds International Piano Competition, amongst many others) he broke out on the 
international scene when he won, in 1996, the Grand-Prix at the prestigious Dino 
Ciani International Piano Competition at the La Scala Theatre in Milan; The Jury, 
headed by Riccardo Muti, voted unanimously.

His intense concert activity (that started at the tender age of 14) has taken him 
to perform as a soloist with prestigious orchestras (the Philharmonia Orchestra, 
the Sydney Philarmonic Orchestra, Orchestra Filarmonica della Scala, Orchestra 
Sinfonica della RAI, Wiener Kammerorchester, et al.) and to collaborate with 
important conductors such as Simon Rattle, Alun Francis, Frank Shipway, Cristian 
Maendel, Leonard Griffith, Marcello Viotti, Donato Renzetti, Mario Bellugi and 
Umberto Benedetti Michelangeli.

His solo recitals have been acclaimed at the La Scala Theatre in Milan, the 
Settimane Musicali in Stresa, the Società del Quartetto and the Società dei Concerti 
of Milan, the Accademia Chigiana in Siena, the Accademia Filarmonica of Bologna, 
and at all the major Italian concert societies and theatres. He has been also invited to 
the Festival Internazionale di Brescia e Bergamo, the Accademia di S.Cecilia and the 
Accademia Filarmonica Romana.

A frequent traveller, he regularly performs in countries such as Germany, Austria, 
Switzerland, France, England, Spain, Greece, Romania, Poland, the United States, 
Canada, Australia and Mexico, and at venues such as the Sydney Opera House, the 
Tonhalle in Zurich, the Wigmore Hall and the Royal Festival Hall in London, the This album is dedicated to Chloè, Claudio and Lorenzo.


