


PIANO MUSIC FOR CHILDREN played by Raymond Clarke

Bartók (1881-1945): Four pieces from “Ten Easy Pieces, Sz 39” 7:13

[1] no.5: An evening at the village – Lento, rubato; Vivo, non rubato 3:01
[2] no.4: Sostenuto – no performance indication 1:09
[3] no.8: Hungarian folksong – Poco andante 1:12
[4] no.7: Aurora – Molto andante 1:38

Stravinsky (1882-1971): Les Cinq Doigts 7:57

[5] no.1 – Andantino 0:58
[6] no.2 – Allegro 0:56
[7] no.3 – Allegretto 0:49
[8] no.4 – Larghetto 1:25
[9] no.5 – Moderato 0:44
[10] no.6 – Lento 1:19
[11] no.7 – Vivo 0:33
[12] no.8 – Pesante 1:03

Prokofiev (1891-1953): Music for Children, Opus 65 18:32

[13] Morning – Andante tranquillo 1:44
[14] Promenade – Allegretto 1:04
[15] Little fairy tale – Adagio 2:13
[16] Tarantella – Allegro 0:55
[17] Regrets – Moderato 2:10
[18] Waltz – Allegretto 1:10
[19] March of the grasshoppers – Allegro 0:59
[20] The rain and the rainbow – Andante 1:29
[21] Game of tag – Vivo 0:53
[22] March – Tempo di marcia 1:06



[23] Evening – Andante teneroso 2:10
[24] Moonlit shadows – Andantino 2:07

Shostakovich (1906-1975): Children’s Notebook, Opus 69 6:29

[25] March – no performance indication 0:30
[26] Waltz – no performance indication 0:40
[27] Sad story – Adagio 1:42
[28] Funny story – Allegro 0:32
[29] The bear – Allegretto 0:35
[30] Clockwork doll – Allegretto 0:44
[31] Birthday – no performance indication 0:58
[32] Murzilka – Allegretto 0:33

Khachaturian (1903-1978): Pictures from Childhood 17:59

[33] A little song – Andantino 1:30
[34] Scherzo – Allegro moderato 0:59
[35] My friend is unwell – Lento 2:10
[36] Birthday party – Allegro 1:19
[37] Study – Allegro moderato 1:22
[38] Legend – Lento 1:33
[39] The little horse – Allegretto 1:09
[40] In folk-dance style – Allegretto ma non troppo 1:49
[41] A glimpse of the ballet – Adagio 3:49
[42] Fughetta – Allegro moderato 1:50

Copland (1900-1990): Five pieces from “Piano Album” 10:04

[43] The young pioneers – Quite fast 1:06
[44] Sunday afternoon music – Very slowly 2:24
[45] Down a country lane – Gently flowing, in a pastoral mood 1:53
[46] Midsummer nocturne – Slowly, poetically (and somewhat thoughtful) 1:59
[47] In evening air – Moderately paced 2:27



Webern (1881-1945): Kinderstück

[48] - Lieblich 1:30

Bartók (1881-1945): Four pieces from Volume 6 of “Mikrokosmos, Sz 107” 7:29

[49] no.142: From the diary of a fly – Allegro 1:18
[50] no.143: Divided arpeggios – Andante 2:09
[51] no.146: Ostinato – Vivacissimo 1:57
[52] no.147: March – Allegro 1:51

Total playing time (including pauses): 77:18
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2001) at King’s Hall, University of Newcastle upon Tyne
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THE PROGRAMME:

The music on this compact disc was written
for children and other inexperienced
musicians. Most pianists have played some of
these pieces, but they have usually discarded
them as soon as they feel able to tackle
repertoire of greater complexity. Yet the seven
composers featured here are all well-
established twentieth-century masters, whose
characteristic musical fingerprints pervade
even their simplest creations, and the
individuality thus displayed is a strong case for
regarding these unassuming little pieces as
seriously as larger works of greater complexity
by the same composers. This disc has therefore
not been specifically released for young
pianists, or for teachers, but simply for music-
lovers in general.

The cover of my Editio Musica Budapest score
of Béla Bartók’s Ten Easy Pieces shows a
drawing of children dressed in national
costume, carrying music books; this confirms
that the pieces were intended for young
pianists, which is not always apparent from the
music itself. The pieces were composed in
1908 and some of them, such as Sostenuto,
would have seemed even more enigmatic to
young players then than they do now. The set
is prefaced by a strange unnumbered eleventh
piece, Dedication, and it concludes with Bear

Dance, which, with its repeated left hand notes
in a fast tempo, is not an ‘easy piece’ by any
criteria. Neither is included on this CD.

The English translations of the names of
individual pieces given in the track listing are
those of my Hungarian edition, but alternative
names are sometimes encountered. Aurora
(also known as Dawn) is a sensitive study in
thirds, concluding with a glowing haze of
pedal. Hungarian Folksong (also known as
Slovakian Folksong) is a dolorous tune
restricted to six notes of the minor scale, and
punctuated by little cadences in contrasting
registers from the melody. The finest piece, An
evening at the village (also known as Evening
in Transylvania or Evening with the Széklers)
appears to alternate the sound of distant
merriment with the tranquil thoughts of an
solitary onlooker. Bartók was an outstanding
pianist and his own recordings of the piece
take his written performance direction of
‘rubato’ to extremes; whilst in principle I
accept the view of Zoltán Kocsis (the finest
living exponent of Bartók’s piano music) that
present-day pianists should take tiny details of
the composer’s recordings into account when
preparing their own performances, I
nevertheless suspect that if non-Hungarian
pianists attempt to imitate Bartók’s nuances,



deeply-rooted in his country’s folk music, their
sincerest efforts will produce only
unconvincing parodies. An evening at the
village is a beautiful miniature, though maybe
Bartók might not have recognised the village
as a Transylvanian one in my recording. In
1931 he orchestrated it as the first of his
Hungarian Sketches.

Stravinsky explained that in Les Cinq Doigts
(1921), “the five fingers of the right hand,
once on the keys, remain in the same position
sometimes even for the whole length of the
piece, while the left hand, which is
accompanying the melody, executes a
harmonic or contrapuntal pattern of the utmost
simplicity.” The composer indicates the
intended position of the right hand by writing
out on a separate stave each of the pitches
contained within this restricted compass,
designating which finger rests on each key,
though curiously in the seventh piece, the
wrong hand position is indicated, stipulating
that the smallest finger is to rest on a G which
is never played, thus leaving no finger
available to play the lower B flat. The most
adventurous piece is the last, a grotesque
tango, but a child painstakingly sight-reading
through it may be confused that upon
eventually finding the notated pitches on the
keyboard, the ‘correct’ notes sound even more
jarring than the misreadings of the text which

the child no doubt made during initial
attempts.

Theoretically, the principle of a single hand
position seems advantageous, because without
the distraction of having to move the right
hand around the keyboard, an inexperienced
pianist is supposedly left free to concentrate on
other matters. The idea works well in simple
pieces, as Bartók demonstrates in his
Mikrokosmos. However, whenever technical
demands extend beyond the most elementary,
the lack of choice as to which fingering to use
can create unnecessary tension in the hand,
which could have been avoided by allowing
some flexibility over altering the hand
position. A clear instance of this occurs in
Stravinsky’s second piece, where it is
awkward to play all of the repeated notes in
the right hand with the same finger, especially
the high G naturals, which the locked hand
position dictates must all be poked out with the
weakest finger. As care over choice of
fingering is a significant factor in learning to
play the piano successfully, it is odd that so
much ‘educational’ piano music has inflicted
the dogma of static hand position on
inexperienced pianists; in his Piano music for
young and old (1930), Carl Nielsen goes
further than Stravinsky by restricting both
hands to a five-note compass, and some of the
hand positions specified in that work feel



uncomfortable as soon as one puts one’s hands
on the keys, even before one starts to play.

Some of the pieces in Les Cinq Doigts sound
functional and mechanical, but Stravinsky was
probably pleased that the didactic element of
the music is audible to the listener; he once
appalled Artur Rubinstein by asserting that he
considered Carl Czerny – known as a
composer almost exclusively for the thousands
of piano exercises which he churned out – to
be the greatest composer of piano music.
Listeners sympathetic to Stravinsky’s
aesthetics will readily accept the musical
limitations of Les Cinq Doigts on the grounds
that the work demonstrates as much
inventiveness as one can expect when a
composer has set himself the challenge of
writing within severe self-imposed
compositional limitations, and the narrow
compass of the melodies is characteristic of
much of his other music anyway. However it
is surprising that in 1962 Stravinsky arranged
the set for a chamber ensemble of fifteen
players, because the primitive style of the
original piano pieces is inextricably connected
with (and justified by) their having been
written within specific compositional
limitations, whereas in an arrangement for
fifteen players these self-imposed limitations
which determined the style of the musical
content become irrelevant and the listener is

faced with a work for fifteen players which
seems inexplicably crude unless one
understands its origin. The new version
appeared under the title Eight Instrumental
Miniatures, and whilst a certain amount of
recomposition is often inevitable in
transcribing music for a new medium, the
radical reworking of the pieces which
Stravinsky undertook to make them
presentable leaves one wondering why, if he
wanted to write a work for fifteen players, he
didn’t start from scratch with new material
(although other pieces on this CD were later
scaled up in transcriptions by their composers,
those pieces showed more apparent potential
for adaptation than Les Cinq Doigts).

One of the endearing aspects of Serge
Prokofiev’s autobiography is that he treats his
juvenile attempts at composition seriously –
not only discussing them, but even providing
musical examples – evidently appreciating that
producing them provided valuable experience
for him and that, awkward though they are,
they represent a necessary stage in his artistic
development. One might have expected this
composer, by all accounts a hard-headed man
and the author of some of the most
sophisticated piano music of the twentieth
century, to dismiss these early efforts; by not
doing so he showed that he possessed suitable
credentials for writing children’s pieces.



Nevertheless, the simplicity of the keyboard
layout in Prokofiev’s Music for Children is
surprising when one considers that, in his
preceding works for piano, intricate figurations
usually hijack the music at every opportunity,
whether or not the musical material requires it
(this comment is not intended as a criticism;
the sheer textural ingenuity of the eccentric
keyboard layout and idiosyncratic chordal
spacings in a work such as his Fifth Concerto
is fascinating in itself, even though one
suspects that the concerto could have been
written successfully without such superfluous
complexity). Prokofiev had often asserted that
he wanted to achieve simplicity in his music,
and here is an instance of him curbing his own
inventiveness, resisting the temptation to
incorporate all of his musical ideas within a
piece, whether or not there is room for them.
He also avoids choosing complex key
signatures: apart from twelve bars in B major
in March of the grasshoppers, the most
difficult key signature used is for the Waltz
(three sharps) and four of the pieces are in C
major, another in A minor, so that five of them
therefore have no sharps or flats in the key
signature at all.

Music for Children was composed in Russia in
the summer of 1935, a few months before
Prokofiev’s misguided decision to return to the
USSR permanently and to become a Soviet

citizen. Ironically, the Communist authorities
compelled him to implement his ideal of
simplifying his musical language which he had
announced of his own volition when he was a
Westerner; ostensibly the authorities’ demand
was made for ‘democratic’ artistic ends (mass
appeal and easy accessibility to the proletariat)
but in reality there were oppressive political
motives at work (enforced simplicity usually
had the effect of suppressing individuality
within Soviet composers, thereby producing
the drab conformity which the authorities
considered as essential in artistic matters as in
social behaviour). The pieces date from the
time when he was also working on his Second
Violin Concerto and the ballet, Romeo and
Juliet; soon afterwards he wrote his most
famous composition for children, Peter and
the Wolf. Prokofiev avoids patronising the
young player, Tarantella containing some
passages which are not easy to articulate and
Game of Tag featuring some tricky repeated
notes, but there are no significant stumbling-
blocks to discourage young performers.
Similarly, The rain and the rainbow introduces
cluster harmonies which young pianists may
not have been asked to play before (although
they may have already heard them by
untutored experimentation at the keyboard) but
does so within a clear C major framework. In
1941, Prokofiev orchestrated the first, fifth,
sixth and the last four pieces of Music for



Children to form his suite A Summer Day and
later he reused the sixth and eleventh pieces in
his ballet, The Stone Flower.

In the editor’s note prefacing the 1983 Muzyka
volume which forms part of the Soviet edition
of his collected works, the title of Dmitri
Shostakovich’s Opus 69 is translated into
English as Children’s Notebook, but the set of
pieces has been published in the West with
other titles. The pieces were written in 1944-
45 for Shostakovich’s eight-year-old daughter,
Galina, who later recalled that her father wrote
them one at a time, and that he had an
agreement with her that she had to master each
piece before he would write the next. It is
characteristic of Shostakovich’s irony that he
chooses a major key for a piece entitled Sad
story and that he chooses a minor key for one
entitled Funny story. The seventh piece,
Birthday, seems to have been composed for
Galina’s ninth birthday (he later developed the
opening fanfare for his Festive Overture, Opus
96, composed in 1954 to commemorate the
37th ‘birthday’ of the Bolshevik revolution)
but it was excluded from the first publication
of the pieces in the same year, and
subsequently from most later editions.
Nevertheless, Shostakovich regarded Birthday
as part of the Opus 69 set and a recording
exists of a broadcast in which he introduced
and played all seven pieces, though curiously

his performance omits the last thirteen bars of
the seventh piece.

For the present recording I have presented the
pieces in the same order as that in which
Shostakovich played them, although most
editions interchange the positions of the third
and fifth pieces. The significance of the
composer’s ordering is that it establishes a
sequence of keys in which the odd-numbered
pieces are in major keys (with each successive
major tonality pitched a fifth above the
previous one) whilst the even-numbered pieces
are in minor keys (similarly, with each
successive minor tonality pitched a fifth above
the previous one) and with each minor key
using the same key signature as the piece
which precedes it. This is the standard ‘cycle
of fifths’ ordering which many composers
have used when planning a set of twenty-four
pieces in all of the available keys, because
when this logical sequence is extended it does
not duplicate any of the keys until it has
progressed through all twenty-four.
Shostakovich first used the cycle of fifths as a
teenager, when he and two other students
planned jointly to produce a set of twenty-four
preludes, one in each key; the project was
unfulfilled, but Shostakovich later completed
his own cycle of Twenty-four Preludes, Opus
34 and another cycle of Twenty-four Preludes
and Fugues, Opus 87. As the seven extant



pieces of Children’s Notebook have the same
keys as the first seven pieces in each of these
cycles, it seems likely that he also planned a
sequence of twenty-four children’s pieces.

The existence of a short piano piece entitled
Murzilka, unpublished during the composer’s
lifetime, appears to corroborate this theory. It
seems probable that Murzilka was originally
intended as the eighth piece of Children’s
Notebook, and it is treated as such in this
recording, because not only is its two-part
counterpoint comparable to the texture of the
first seven pieces, but also its key (F sharp
minor) is the one which would have been
required for the eighth piece had Shostakovich
continued the key sequence which is already
established in the first seven. Perhaps he
aborted the idea when he realised that children
would be intimidated by the key signatures of
four or more flats or sharps which the cycle of
fifths would generate for the ninth piece
through to the eighteenth.

Aram Khachaturian’s set of ten piano pieces
entitled Pictures of Childhood (sometimes
translated as Scenes from Childhood,
reminding us of Schumann’s famous
collection) should not be confused with his
Ten Children’s Pieces, also for piano, which
date from around 1965. The first piece in
Pictures of Childhood was composed in 1926,

and the ninth is a transcription of the Adagio
from his ballet, Gayaneh (1942), whilst the
remaining eight pieces were composed around
1947. A further set of six children’s pieces
written by Khachaturian during this time was
The Adventures of Ivan, whilst his major
works of this period were the Cello Concerto
and the devastating Third Symphony, a work
at the opposite pole to these miniatures.

Key signatures are used in only two pieces
(nos.1 & 9), they are not required in two others
(the C major pieces, nos.8 & 10) and
Khachaturian, aware that inexperienced
pianists often have difficulty in remembering
to observe key signatures whilst they are
playing, wisely decides to omit the key
signatures in the other six, choosing instead to
help young musicians by writing the sharps
and flats next to each note when required. A
little song and My friend is unwell are both
slow and easy to play, with distinctive
harmonies which are entirely characteristic of
the composer; young pianists who can manage
these will probably be aware that they are
playing music which is of more than merely
didactic value, and this may encourage them to
persevere with some of the others, which are
more challenging. Khachaturian later included
the last piece, Fughetta – unaltered except for
the final two bars – in the fifth of his set of
seven Recitatives and Fugues which appeared



in 1966. The little horse finishes
inconclusively, as though the child has lost
interest in the toy and abandoned it, an ending
which may have been suggested to
Khachaturian by the similarly-inconclusive
ending of Schumann’s Child falling asleep
from his own Scenes of Childhood. A glimpse
of the ballet was already economically written
in its original orchestral version, scored almost
exclusively for upper strings; the transcription
for piano presents those string parts almost
unaltered, a two-part invention written entirely
in the treble clef until the last note. Such a bald
keyboard texture might appear unsuitable for
public performance, but as I admire this cycle
enough to have played the whole set of ten
pieces as an item in my professional recitals, I
can vouch that this two-page composition
holds an audience’s attention to the extent that
nobody dares to make the slightest sound
when the last quiet chord has died away. No
pianists should consider themselves above
such simple music.

In 1981, Aaron Copland’s publisher issued a
collection of nine of his shorter pieces and two
transcriptions with the title ‘Piano Album’.
The volume was edited and fingered by Leo
Smit, a pianist whose performances and
recordings for CBS of Copland’s piano works
had earned the composer’s full approval. He
stated in the foreword, presumably again with

Copland’s approval, that “this collection of
Copland’s piano pieces has been assembled
specifically for young, adventurous pianists”
though not all of them were originally written
with young pianists in mind. Five of the pieces
are included on this CD.

The Young Pioneers refers to the Communist
youth movement of that name, and Copland’s
choice of title for this energetic piece proved
in retrospect to have been somewhat indiscreet
when later he found himself persecuted by
Senator McCarthy for his left-wing
sympathies. It was composed in August 1935,
as was Sunday Afternoon Music, a miniature
which conjures up a lazy atmosphere similar to
that of his later orchestral work, Quiet City.
Down a Country Lane (1962) was
commissioned by ‘Life’ magazine and first
published in one of its issues; Copland later
made an orchestral version which he
specifically intended for school orchestras.
Midsummer Nocturne (1947) is the most
skilled of his short pieces; it is entirely
diatonic, using the key signature of A major
throughout without a single qualifying
accidental anywhere. The piece has an
improvisatory feel; the relaxed opening
melody is interrupted by a vague suggestion of
increased tension, but there is no danger of
establishing any serious tension when the
music is based on pure A major, so the



interruption proves abortive within a few
seconds, the opening theme returning with
delicate decorations in the treble. In Evening
Air (1966) was one of Copland’s last pieces
before Alzheimer’s disease curtailed his
composing career. It is prefaced by a quotation
of words by Theodore Roethke: “I see, in
evening air, how slowly dark comes down on
what we do”. Interestingly, this quotation was
placed at the end of the piece in the original
publication, but for the 1981 reprinting it was
moved to the beginning, presumably to draw
more attention to it. In November 1982,
Copland managed to produce two short piano
pieces (not recorded here) based on earlier
sketches. These, his first creative efforts for
years, were to be his final compositions and
one of them, Midday Thoughts, alludes closely
to bars 10-13 of In Evening Air. Without
access to the 1944 sketches on which Midday
Thoughts was based, it is impossible to say
whether In Evening Air also derives from
those sketches, or whether Midday Thoughts is
merely a saddening instance of an ill man,
America’s greatest composer, believing that he
is creating a new piece but in reality merely
half-remembering his own work.

Anton Webern’s Kinderstück was composed in
1924, the year in which he first employed in
his own music the twelve-note technique that
Arnold Schoenberg had formulated the year

before. Webern had intended to compose a
whole cycle of such pieces for young
musicians, but he abandoned the idea after
writing only one piece. The composition was
forgotten until 1965, twenty years after the
composer’s death, when the manuscript of this
and other unpublished pieces by Webern were
discovered. Kinderstück received its first
public performance in July 1966, played by
Caren Glasser, aged nine.

The use of serial technique here is
rudimentary, the twelve-note row merely being
used six times in its original form, without
retrogrades, inversions or transpositions (the
only irregularity is in bar 11, where the
arpeggiation of the three-note chord in the left
hand causes the notes to be sounded in the
‘wrong’ order, regardless of whether the chord
is arpeggiated downwards, as on this
recording, or upwards). A child would
therefore be able to follow the pitch
construction if shown how to, but it is unlikely
that this is the reason why Webern kept the
construction simple, because he disliked his
music being discussed in a technical way even
in lectures designed for adults, so he would not
have expected children to approach his music
analytically. Nicolas Slonimsky once reprinted
one of Webern’s tiny orchestral pieces (the
fourth of his Opus 10 set) in one of his
published articles for children, because the



music’s texture provided an unusually simple
illustration of an orchestral score. Slonimsky’s
article made no comment about the style of the
music, as though to imply that presenting the
music of a modern composer was no different
from presenting that of Bach or Mozart.
Webern wrote to Slonimsky: “I am deeply
touched that my music appears on the
Children’s Page. If only grown-ups were like
children, free from prejudice against
everything new!”

Although simple in texture, Kinderstück is as
overloaded with unrealisable performance
directions as Webern’s other music: its
nineteen bars contain twenty-three dynamic
markings, all within a narrow range (p, mp and
pp) as well as nineteen crescendi and
diminuendi, many of them covering only two
notes. The young player is confronted with,
amongst other things, the challenge of
interpreting accents on notes marked pp,
which may imply subtle nuances for an
experienced pianist but which are merely
illogical for a child who simply wants to know
how loud to play at that point. At the end,
there is an indication that the entire piece may
be repeated, as it is on this recording.

Bartók’s Mikrokosmos (translatable as ‘the
world in miniature’) was begun in 1926,
though most of it was composed in 1932-39. It

consists of six volumes of piano music
intended as teaching material. The 163
numbered items comprise a total of 162 pieces
(eight of the numbered items contain two
pieces, and another contains three miniature
studies), of which four are for two pianos (not
including seven pieces which he arranged for
two pianos after completing the six volumes)
four are for voice and piano, and the remaining
155 are for solo piano, with a total of fourteen
pages of related exercises included at the back
of the first four volumes. The pieces become
progressively more difficult: the first volume
begins with Six Unison Melodies, pieces
suitable as a starting point for people with no
previous experience of playing the piano, and
the sixth volume ends with Six Dances in
Bulgarian Rhythm, virtuoso repertoire suitable
for concerts. In September 1989 I presented
the whole of Volume Six at London’s South
Bank Centre, and since twenty-six minutes of
teaching material is perhaps a controversial
choice of repertoire with which to begin an
evening recital, I was pleased to read Music
and Musicians commenting that
“Mikrokosmos is too often undervalued and
relegated to the schoolroom … the rare
opportunity to hear the whole book played
complete, indeed practically without pause,
made for a cumulative experience fully equal
to any of his major works.”



As the preface states, the first four volumes of
Mikrokosmos are intended for beginners of all
ages rather than exclusively for children,
though it is probably mostly children who
have studied these pieces. All six volumes use
compositional processes and modal elements
from Bartók’s larger works, rendering these
processes accessible by presenting them within
simple contexts. It is in the final two volumes
that the music is of greatest interest. From the
diary of a fly is programmatic: the insect
apparently becomes trapped by a spider (molto
agitato e lamentoso) but escapes (con gioia)
and flies into the distance, its buzz suggested
by Bartók’s combination of staccato and
legato, using the hands on top of each other in
the same register of the keyboard. This is an
interesting score to study, as the blurred sound
effects are created by precise and economical
notation. Divided arpeggios is softer in tone,
full of conflicting ‘major versus minor’
inflections and with some ‘mirror-image’
contrary motion writing. Ostinato, one of the
seven pieces which the composer later
arranged for two pianos, gives opportunities
for virtuoso display, with rapid repeated
chords which foreshadow Karlheinz
Stockhausen’s Klavierstück IX. Bartók’s
humour (an aspect of his music which is often
overlooked) comes over in his March, one of
the clumsiest marches one is ever likely to
hear, and suggestive of someone trudging

along with his eyes down, not looking where
he is going, and tripping over objects in his
path. Apart from two bars near the end, it is
notated entirely in 4/4, but the heavy-handed
accents (especially the thumps on the bass B
natural, reminiscent of the opening of his
Piano Sonata) displace the rhythmic stress, so
much so that in places the effect is more like a
graceless waltz. Anyone who can make even a
tolerable attempt at playing this piece is likely
to be the type of pianist mentioned at the start
of these notes, one who is ready to discard the
remaining repertoire featured on this disc. I
think they should think twice before doing so,
as it has a good deal to offer.
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Raymond Clarke was born in Bournemouth,
England, in 1963, and began receiving piano
lessons in May 1971. From January 1975 until
the summer of 1981 he studied locally with
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playing after the ruinous tuition he had
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read Music at Selwyn College, Cambridge
University from 1981-84. After graduating, he
studied with Ryszard Bakst (1926-1999) at the



Royal Northern College of Music in
Manchester from 1985-87. Raymond is now a
recognised teacher of piano at the University
of Bristol, and he acknowledges with
appreciation the valuable help which he
received from both of his teachers named
above.

His début at London’s South Bank Centre in
March 1988 was sponsored by the Havergal
Brian Society and concluded with Ronald
Stevenson’s Passacaglia on DSCH. He
premièred Robert Simpson’s Variations and
Finale on a theme by Beethoven at the same
venue in September 1991 and his Hyperion
CD of this composer’s complete solo piano
music was featured in Gramophone’s “Critics’
Choice” survey of the best recordings issued in
1996 (Hyperion has invited him to record
Simpson’s Piano Concerto, which he broadcast
“live” with Grant Llewellyn and the BBC
Symphony Orchestra in March 2001).
Similarly, Raymond’s disc of the three
Szymanowski sonatas was featured in
Gramophone’s “Critics’ Choice” survey of the
best 1999 releases. His other CD recordings
include the complete piano music of Havergal
Brian, the two sonatas and Opus 34 preludes
by Shostakovich, plus a disc coupling the two
William Mathias sonatas with John Pickard’s
remarkable Piano Sonata, of which he gave the
first performance in January 1988. Although

Raymond’s commercial recordings have been
devoted exclusively to twentieth-century
music, this is not representative of his concert
programming: his first concerto appearance in
London (in October 1989) was in Beethoven’s
Fifth Concerto, and later that season he gave
five London recitals entirely of Beethoven’s
solo piano music, including all of the sonatas
from Opus 81a onwards. His concert
programmes have also included the complete
sonatas by Mozart and Schubert.

The Divine Art Record Company has released
two other discs by Raymond: the first (25018)
couples the complete solo piano music of
Andrzej Panufnik with early pieces by
Shostakovich and the second (25016) includes
Copland’s Passacaglia, Variations, Sonata &
Fantasy.

WARNING: Copyright subsists in all recordings issued under
this label. Any unauthorised broadcasting, public performance,
copying or re-recording thereof in any manner whatsoever will
constitute an infringement of such copyright. In the United
Kingdom, licences for the use of recordings for public
performance may be obtained from Phonographic Performance
Ltd, 1 Upper James Street, London W1R 3HG.
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