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The Firebird  
transcribed by Guido Agosti (1901–1989)

1 Infernal Dance of King Kashchei [5:16]
2 Lullaby [3:17]
3 Finale [3:46]

4 Tango [2:48]

5 Ragtime  
transcribed by Igor Stravinsky

[4:48]

6 Valse pour les enfants [1:00]

Four Etudes, Op. 7
7 I. Con moto [1:39]
8 II. Allegro brillante [2:43]
9 III. Andantino [1:34]

10 IV. Vivo [2:06]

11 Circus Polka: composed for  
a young elephant  
version for piano by Igor Stravinsky

[3:34]

Three Movements from 
Petrushka  
arranged by Igor Stravinsky

1 I. Russian Dance [2:43]
2 II. Petrushka’s Cell [4:29]
3 III. The Shrovetide Fair [9:01]

4 Souvenir d’une marche boche [1:49]

Sonata in F sharp minor 
5 I. Allegro [11:10]
6 II. Vivo [4:53]
7 III. Andante [6:11]
8 IV. Allegro [6:32]

Les cinq doigts  
8 pièces très faciles sur cinq notes

12 Andantino [0:34]
13 Allegro [1:04]
14 Allegretto [0:46]
15 Larghetto [1:10]
16 Moderato [0:43]
17 Lento [0:46]
18 Vivo [0:28]
19 Pesante [1:03]

20 Piano-Rag-Music [3:16]

Sonata 
21 I. [2:54]
22 II. Adagietto [5:23]
23 III. [2:41]

24 Scherzo [2:20]

Total playing time (CD1) [55:52]

9 Fragment des Symphonies pour 
instruments à vent à la mémoire 
de Claude Achille Debussy  
piano reduction by Igor Stravinsky

[2:29]

Serenade in A
10 Hymne [2:53]
11 Romanza [2:46]
12 Rondoletto [2:21]
13 Cadenza finala [2:38]

Total playing time (CD2) [60:03]
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This recording moves, in a sense, from enfants 
to elephants (a connection made all the more 
ironically delightful since Stravinsky only wrote 
Circus Polka on condition that it be danced by 
young pachyderms) and in so doing traverses 
Stravinsky’s entire output of solo piano music. 
He himself was a fine pianist, though he said 
in one of the conversation books he published 
with Robert Craft that, ‘I could not have made 
a career as a pianist – ability apart – because 
of the lack of what I call “the performer’s 
memory”.’ Significantly, he also said, ‘Whether 
or not I am a pianist, however, the instrument 
itself is the centre of my life and the fulcrum of 
all my musical discoveries.’1

Indeed, Stravinsky insisted on trying out 
every note on the piano, playing chords and 
progressions over and over again to make sure 
he had the voicing and timing exactly right. 
This is evident even in his earliest work for the 
instrument, Scherzo, dating from 1902 when 
the composer was just twenty years old. It was 
only published in 1973, in an edition by Eric 
Walter White. In his preface White accurately 
describes it as ‘a kind of Salonstück ’: it is in 
general unremarkable apart from the care with 
which it is voiced, its undeniable Slavic quality 
and its curious ending, when Stravinsky abruptly 
alters both the musical pace and the harmony 
by introducing a D in the bass in repeated 
quavers, over which the opening figure is 
subjected to a sort of frantic apotheosis.

The Sonata in F sharp minor was begun in 
the following year, and caused Stravinsky so 
much difficulty that he consulted his teacher 
Rimsky-Korsakov extensively for guidance. 
It is a much more adventurous work, on a 
grand scale, and while the manuscript was 
still thought lost, the composer recalled it as 
an ‘inept imitation of late Beethoven’.  It may 
be Beethovenian in scale, but it is much more 
likely to remind the listener of Rachmaninov 
in its brilliantly virtuosic romanticism – 
although at the same time this is somewhat 
undermined by the Sonata’s undoubted 
academicism; there is a sense of dutifully 
going through the motions. Nevertheless, 
the work has not been unsuccessful on the 
concert stage since its publication, again in an 
edition by White, in 1974. The Four Etudes, 
Op. 7 from 1908 are far more original and 
captivating, exploiting a whirling chromaticism 
expressed in the kind of gestural elegance 
that could only have been conceived of by a 
natural pianist. Particularly interesting in the 
first two Etudes is the blurring of the music’s 
metrical structure – it is no surprise that these 
four short works immediately preceded the 
composition of The Firebird. 

The Firebird, or at least parts of it, was itself 
subject to a piano transcription. The Italian 
pianist and teacher Guido Agosti made an 
astounding recreation of three sections 
of the ballet – the ‘Infernal Dance of King 

Notes on the music

Kashchei’, ‘Lullaby’ and ‘Finale’ – for piano in 
1963. What is absolutely remarkable about 
this transcription is the sheer imagination and 
bravura with which the orchestral colours are 
transferred to the piano. Every nuance of the 
original score’s combination of delicacy and 
vigour is considered and a pianistic equivalent 
found. Likewise, the ballet Petrushka was 
also subject to transcription, in this case by 
the composer, for Artur Rubinstein, in 1921, 
ten years after Stravinsky had completed the 
work. It is something that would make any 
pianist think twice; Stravinsky’s idea was to 
present Rubinstein with something that would 
challenge him and that he would also wish 
to keep in his repertoire. He said of it, ‘Being 
myself a pianist, I was above all interested in 
the special sort of writing demanded by a work 
originally conceived for piano, as well as the 
great sonic richness that the polyphonic quality 
of that instrument gives us. […] I tried to make 
of this Petrushka an essentially pianistic work, 
using the resources proper to the instrument 
and without assigning to it in any sense the role 
of an imitator. In sum, one should not see here 
a reduction for piano, but, quite the contrary, a 
piece written specifically for the piano, that is 
to say, piano music.’2 And so Stravinsky gives 
us a magnificent tour de force, a translation, 
perhaps, rather than a transcription, into 
pianistic language, of the vast array of colours 
of Petrushka. Looking at the score, one is 
struck by just how un-pianistic much of it looks, 

but on hearing it, what impresses, as always, 
is Stravinsky’s infallible ear, aware of every 
resonance and every detail of tempo, honed as 
it was, precisely at the piano.

The years following Petrushka did not produce 
much in the way of piano music – the tiny, 
pointedly anti-German Souvenir d’une 
marche boche (composed in 1915 for a 
gift book by Edith Wharton, The Book of the 
Homeless, intended to raise funds for Belgian 
war orphans) and the similarly brief, but rather 
engaging, Valse pour les enfants (improvised 
in the offices of Le Figaro ‘for its young readers’ 
in c.1917), which anticipates the later Les Cinq 
Doigts– but in 1918 came Ragtime, originally 
scored for eleven instruments, but of which 
the composer made a typically idiomatic piano 
reduction. As the name suggests, the work 
demonstrates Stravinsky’s recent interest 
in jazz of various kinds, but this is chiefly 
audible in rhythmic terms: the harmonic 
language and the twanging bass line are 
clearly from the pen of the composer of the 
recent Renard and Les Noces, in some ways 
even more than The Soldier’s Tale, to which 
it is chronologically closer. This latter work is 
more closely reflected in Piano-Rag-Music, 
from 1919. Whereas Ragtime is, unusually, 
barred throughout in 4/4, the new piece is 
far more improvisatory in style, beginning 
furiously and progressing through a series of 
manic episodes to an unexpectedly muffled 



conclusion. The composer made much of the 
fact that the work’s musical material derives 
simply from the way the it fits under the 
fingers: ‘Il ne faut pas mépriser les doigts; ils 
sont de grands inspirateurs’ (‘Fingers are not to 
be despised; they are great inspirers’).3

Fragment is a reduction by Stravinsky of 
the final Chorale from Symphonies of Wind 
Instruments, originally written in 1920. It 
was published in a supplement to La Revue 
Musicale in December of that year, which, 
like the Symphonies themselves, was 
dedicated the memory of Debussy, and there 
is something extraordinarily moving about this 
slow processional, and the lack of performance 
indications other than tempo – the score’s 
‘whiteness’ – merely serves to emphasise 
this aspect. Apart from Fragment, the first 
half of the 1920s saw the composition of 
three original works for piano – Les cinq doigts 
(1921), Sonata (1924) and Serenade in A (1925). 
Les cinq doigts is a set of eight miniatures 
(described as ‘eight very easy tunes on five 
notes’), the composer limiting the right hand 
in each case to material using only a five-note 
series, while the left hand accompaniment, 
whether harmonic or contrapuntal, is hardly 
much more complex. What is complex, 
however, is the end result, which reveals 
just how much Stravinsky had absorbed 
from repurposing the rococo in Pulcinella, 
completed in the previous year, but neither 

does it, in its use of small melodic cells, 
ostinato and metric ‘slips’, ever let the listener 
forget Renard, The Soldier’s Tale or even The 
Rite of Spring.

Both the Sonata and the Serenade in A, on 
the other hand, are the products of Stravinsky’s 
genuinely neoclassical period, which also 
includes the Octet and the Piano Concerto. 
Though the composer himself pointed to 
Beethoven, a composer he had previously 
disliked, as an influence on the Sonata, it is 
very likely that this was a reaction against being 
labelled as neo-Bachian, as indeed he was by 
both Prokofiev and Schoenberg. Bach is clearly 
present throughout. The first movement is a sort 
of mixture of a Bachian fantasy and a toccata 
(Stephen Walsh has pointed out the ancestor 
of the first theme as being the ‘Quoniam’ from 
the B minor Mass4), the second very much like 
a hyper-ornamented Bach slow movement, and 
the third is a fast and dazzling two-part invention. 
The proportions of the Serenade in A were 
calculated so that each of the work’s movements 
would fit precisely on one side of a 10-inch 
record. In spite of this eminently practical raison 
d’être, Eric Walter White opined that it was 
perhaps the most satisfactory of all Stravinsky’s 
works for solo piano. In it he showed he was 
no longer interested solely in the instrument’s 
percussive qualities. It reveals a deeper 
sensibility than the earlier keyboard works, and 
a much wider range of texture and timbre.5

Notes on the music

Whether or not one agrees with this 
assessment, it is true that the piece is rather 
different from the Sonata. For one thing, it is 
less consciously baroque, in spite of some 
Bachian references in the second movement, 
the ‘Romanza’, and the pompous opening 
of the first, reminiscent of Oedipus Rex, the 
composition of which would be begun in the 
following year. The most curious movement 
is certainly the last, bizarrely and erroneously 
entitled ‘Cadenza finala’, a bell-like series of 
ruminations on A major/minor. Indeed, the ‘A’ 
of the work’s title is exact, since it is not in any 
known key or mode of A, but derives from that 
note and consistently returns to it.

Stravinsky’s final two works for solo piano 
were the Tango, from 1940, and the Circus 
Polka, from 1942, the latter once again in a 
piano version made by the composer. The 
Tango is a real tango, and could be danced too, 
though Stravinsky naturally pushes the genre 
to its limits, the syncopations becoming almost 
a mannerism, and the level of dissonance is 
extremely high. In this sense it is a distant 
cousin of Ragtime, from twenty-two years 
earlier; it also shows that Stravinsky the expert 
parodist had not lost his touch. The same is 
true of the Circus Polka, attached to which 
is the famous story that the composer only 
agreed to write it provided the elephants were 
young. It was accordingly first performed by 
a ballet of elephants and a band at Madison 

Square Garden at the Barnum and Bailey 
Circus (‘Fifty Elephants and Fifty Beautiful 
Girls in an Original Choreographic Tour de 
Force’, proclaimed the poster), and said to 
have been repeated no fewer than 424 times. 
The Polka itself is only intermittently polka-
like, but nevertheless a very enjoyable romp. 
Stravinsky quotes from Schubert’s Marche 
militaire, and in its original scoring, as well as 
that for symphonic band, the music does have 
something pseudo-military about it. In the 
piano arrangement this is much less evident, 
and the work can be enjoyed for what it is: a 
great master paying homage to a minor genre 
with a twinkle in his eye. 

© 2018 Ivan Moody
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Oxana Shevchenko is internationally 
recognised as a pianist of outstanding artistry, 
sensibility, and versatility. She is equally in 
demand both as a soloist and as a chamber 
musician.

In 2010 Oxana won the First Prize at the 
Scottish International Piano Competition. 
Immediately after her triumph Oxana worked 
with Delphian Records on her debut recording, 
released in 2011, which includes works 
by Shostakovich, Mozart, Liszt and Ravel 
(DCD34061). Since then she has won First 
Prize at the International Premio Franz Liszt 
Competition, Italy (2015), First Prize and Gold 
Medal at the Chappell Medal competition at the 
Royal College of Music (2013) and First Prize at 
Sheepdrove Piano Competition, Newbury 
(2012), and Fifth Prize and the Chamber 
Music Prize at the Sydney International Piano 
Competition, Australia (2016).

Oxana gave her first performance as a 
soloist with the Kazakh State Symphony 
Orchestra at the age of nine. Since then she 
has performed with symphony orchestras 
across the globe including the BBC Scottish 
Symphony Orchestra, Sydney Symphony 
Orchestra, Orchestre de Chambre de 
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Lausanne, Radio Symphony Orchestra 
Pilsen, Orchestre National de Lorraine and 
Lithuanian Chamber Orchestra, to name 
but a few. Conductors she has worked with 
include Vladimir Ashkenazy, Martyn Brabbins, 
Pascal Verrot, Koji Kawamoto, Rumon Gamba, 
Emmanuel Siffert, Tolepbergen Abdrashev and 
Anatoly Levin.

A keen chamber musician, Oxana has 
collaborated with musicians such as the 
Kopelman Quartet, Brodsky Quartet, Ray 
Chen, Narek Hakhnazaryan, Alena Baeva, 
Christoph Croisé and Isabel Villanueva. In 
2014, together with the Latvian violinist Jana 
Ozolina, Oxana Shevchenko received the 
Second Prize at the Sion International Duo 
Competition; the two artists starred in the 
movie The Loser Takes It All made by the 
famous duo of musicians and comedians 
Igudesman & Joo. In 2011, Oxana won the 
Best Accompanist Prize in the Tchaikovsky 
International Competition, performing with 
the winner of the competition, the Armenian 
cellist Narek Hakhnazaryan, while in 2016, 
in collaboration with French/German cellist 
Christoph Croisé, she won the First Prize at the 
Salieri–Zinetti International Chamber Music 
Competition in Verona and Mantua.

Oxana Shevchenko was born in Almaty, 
Kazakhstan where she studied with Valentina 
Tartyshnaya. She completed her bachelor 
degree with Tatiana Rakova at the Academic 
Music College and graduated from the 
Moscow Tchaikovsky Conservatory, where 
she studied piano with Elena Kuznetsova 
and Sergey Kuznetsov, chamber music with 
Tigran Alikhanov, and accompaniment with 
Irina Kirillova. Oxana earned her Master’s 
degree after studying with Dmitry Alexeev at 
the Royal College of Music, London, and with 
Jean-François Antonioli at the Haute Ecole 
de Musique (Lausanne, Switzerland). She is 
currently attending Corsi di Perfezionamento 
with Benedetto Lupo at the Accademia 
Nazionale di Santa Cecilia in Rome.



Oxana Shevchenko: winner of the 2010 Scottish 
International Piano Competition 
Oxana Shevchenko 
DCD34061

On 19 September 2010, a rapt audience in Glasgow’s City Halls 
witnessed the 23-year-old Kazakhstani pianist emerge decisively on the 
international stage. She had already won the International Music Critics’ 
Prize at the 2009 Ferruccio Busoni International Piano Competition, and 
now carried away first prize with unanimous approval from a 
distinguished international jury. Including works by Shostakovich, 
Mozart, Liszt and Ravel, this recital, recorded just three days after her 
triumph in the concerto final, reveals her extraordinary command of 
structure, rhythmic dynamism and sheer pianistic exuberance.

 ‘a shrewdly chosen and enjoyably varied programme with playing at an 
exalted level … it is a rare gift to convey on disc also the sheer joy of 
performing’ — Gramophone, April 2011, EDITOR’S CHOICE

Hafliði Hallgrímsson: Music for solo piano 
Simon Smith 
DCD34051

This – the second of two Delphian discs showcasing music by Hafliði 
Hallgrímsson, one of the leading figures in the recent flowering of 
Icelandic music – shows his mastery of the epigrammatic miniature. 
The piano music gathered here spans Hallgrímsson’s career from 1963 
to 2008, and the brilliant young pianist Simon Smith is a vital advocate of 
its varied colours, textures and resonances.

 ‘Smith proves an admirable guide to this often engrossing music, 
his playing enhanced by the close but never airless sound’ 
— Gramophone, November 2008

Stravinsky: Choral Works 
Choir of St Mary’s Cathedral, Edinburgh / Duncan Ferguson; Scottish 
Chamber Orchestra Soloists; Ruby Hughes soprano; Nicholas Mulroy tenor 
DCD34164

In Duncan Ferguson’s most ambitious recording project to date, the 
St Mary’s choir are joined by instrumentalists and soloists in major works 
by the twentieth century’s most influential composer. The choir rarely get 
to perform Stravinsky’s Mass in its full version with wind instruments, 
while a performance of the Cantata with cathedral choristers rather than an 
adult choir is rare indeed. Also included are Stravinsky’s ‘completions’ of 
three cantiones sacrae by Gesualdo; their weird contrapuntal twists and 
turns are relished by this intelligent, committed choir, and provide a stark 
contrast to the austere simplicity of Stravinsky’s own short sacred 
choruses. Gabriel Jackson provides the illuminating accompanying essay.

 ‘Beautifully sung and blessed with outstandingly vivid recorded sound’ 
— Gramophone, October 2016

Wilde plays Liszt 
David Wilde 
DCD34118

Fifty years after his victory in the International Liszt–Bartók Piano 
Competition, David Wilde – student of Solomon and of Nadia Boulanger – 
brings to the studio a lifetime’s experience with the music of Franz Liszt. 
The diabolically difficult Mephisto Waltz No 1 is dispatched in a reading 
which overflows with personality and conviction, while Funérailles, too, is 
compellingly reimagined by an artist who cleaves to an earlier 
generation’s ideals of recreating both the self and the music in every 
inspired performance.

 ‘dazzling … No connoisseur of Liszt or of commandingly articulate, 
old-school pianism will want to miss this finely engineered release’ 
— Andrew Achenbach, The Classical Ear, December 2013, *****

Also available on Delphian



D
C
D
34

20
3


