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Maria Kliegel
A native of Dillenburg in Germany, Maria Kliegel is one of the leading cello-virtuosi of our time and the most
recorded on CD. She took up her studies with Janos Starker at Indiana University in the United States, and won first
prize at the American College Competition, at the First German Music Competition and the Concours Aldo Parisot.
After her victory at the Rostropovich Competition in 1981, a series of outstanding international concerts and tours
began, with appearances in Basle, with the National Symphony Orchestra in Washington and with the Orchestre
National de France in Paris, always accompanied by Mstislav Rostropovich conducting. Successful concert events
have naturally led to numerous recording sessions for radio, television and for record labels. In 1990, when she
recorded Alfred Schnittke’s First Concerto for cello and Orchestra, the Russian composer recognised her
interpretation as the standard recording of the work. The critics agreed when Maria Kliegel’s recording appeared on
Marco Polo, and later on Naxos. She appears regularly as a guest soloist at venues all over the world, and has an
exceptionally wide repertoire, her versatility and interest in exploring newer works stimulating contemporary
composers to write music for her to perform, for example Hommage à Nelson by Wilhelm Kaiser-Lindemann,
dedicated to Nelson Mandela. As a result of the composition’s success, Maria Kliegel was invited by the South
African President to give a private recital in his residence. In November 1998 Maria Kliegel was appointed member
of the board of the influential Deutscher Musikrat (German Music Council). In 1999, she was awarded the Order of
Merit of the Federal State of North Rhine Westphalia by State President Wolfgang Clement. Her interest in the next
generation of cellists is reflected in her masterclasses at the Cologne Music Academy since 1986. Maria Kliegel’s
many recording for Naxos include concertos and other cello-works by Beethoven, Bloch, Brahms, Bruch,
Dohnányi, Dvofiák, Elgar, Gubaidulina, Haydn, Lalo, Popper, Saint-Saëns, Schumann, Shostakovich, Tavener and
Tchaikovsky. She has also recorded a large volume of recital music by Brahms, Chopin, Dohnányi, Gubaidulina,
Kodály, Lalo, Mendelssohn, Schubert, Piazzolla and others. In addition to her work with the pianist Nina Tichman,
she also collaborates with the violinist Ida Bieler in the Xyrion Trio, established in 2001. Maria Kliegel plays the
legendary “Ex Gendron” cello made by Stradivarius in 1693. For more than thirty years it was owned by Maurice
Gendron and was eventually placed at her disposal by the Stiftung für Kunst und Kultur in North Rhine Westphalia.

François-Joël Thiollier
François-Joël Thiollier is one of today’s most complete pianists and musicians. Franco-American by birth, he has
assimilated the best of several cultures: born in Paris, he played his first concert at the age of five in New York. As
a child, he studied in France with Robert Casadesus and distinguished teachers of the Paris Conservatoire.
Subsequently, he studied with Sascha Gorodnitzki at the Juilliard School of Music where he obtained both
Bachelor’s and Master’s degrees at the record ages of eighteen and nineteen, with top honours and awards in all
subjects, both academic and musical. He went on to win eight Grands Prix in international piano competitions,
notably the Brussels Queen Elisabeth and the Moscow Tchaikowsky Prizes. His enormous repertoire of some
eighty concertos, his exceptional musical culture and his extraordinary pianistic command are the key to his
international success as he now gives concerts in over thirty countries with the leading orchestras, winning the
highest critical acclaim. His recordings for Naxos include the award-winning complete piano music of Debussy, the
complete piano music of Ravel, and works by Manuel de Falla, d’Indy and César Franck, in addition to other
award-winning releases for a number of other labels. His DVDs include Mozart’s Piano Concertos, K 413, K 414
and K 449 and the complete piano music of Gershwin for Multigram and Venice Channel. François-Joël Thiollier
was named Officier des Arts et Lettres by the French Ministry of Culture and Communication in 2003.
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with a staccato accompanying figure above which a
chorale is heard. The cello takes up the accompanying
figuration, leaving the chorale to the piano. At the heart
of the movement is a passage of stronger feeling, before
the return of the chorale, variously treated, emerging
from more elaborate piano writing before rapid cello
figuration in accompaniment. It has been suggested that
the theme is taken from Meyerbeer’s opera L’Africaine
used as a subject for improvisation by Saint-Saëns when
he played for the funeral of his friend the Abbé
Duguerry, murdered by the Communards. The
demanding piano part of the last movement never
overshadows the cello, which largely retains the
melodic interest. The piano takes over the second
subject in the recapitulation, now in C major, before the
closing section in the original key of C minor.

Saint-Saëns wrote his Suite for Cello and Piano,
Op. 16, a work he later adapted for cello and orchestra,
in 1862. The opening D minor Prélude makes
contemporary use of an idiom familiar from Bach’s
Cello Suites, lightly accompanied by the piano. This is
followed by a G minor Sérénade, with a fleeting
suggestion of Spain in its melodies and texture. The
E flat major Scherzo has the lilt of a waltz, growing in
intensity, before proceeding to the equivalent of a
calmer trio section. There is a shift to E major for the
reflective Romance, which moves forward into music of
greater intensity, before the piano brings back the
principal theme, after a brief passage of cello recitative.
The Finale starts with an imposing introductory section,
leading to a fugue, its subject announced by the cello.
The movement, a demonstration of the composer’s
contrapuntal skill, makes use of elements of the
introduction, leading eventually to a return of the Bach-
derived D minor figuration of the opening movement,
capped by a brilliant D major conclusion.

The contributions Saint-Saëns made to cello
repertoire were not inconsiderable. In 1872, the year of

the first sonata, he had writen his Cello Concerto No. 1,
to be followed in 1902 by a second concerto. 1875 had
brought his Allegro appassionato for cello and piano,
and in 1905 came his Cello Sonata No. 2 in F major,
Op. 123. The year had brought his seventieth birthday
and a performance by Joseph Hollmann of the Second
Cello Concerto, compared by critics unfavourably with
the first. The same judgement has been unjustifiably
passed on the Second Cello Sonata, which Saint-Saèns
had started during a stay in Alexandria and completed at
Biskra. The first movement, in sonata-form, suggests
the baroque in the dotted rhythm of its first subject,
soon to melt into the gentler lyrical mood of a song by
his pupil Fauré. The Scherzo is in the form of a theme
and variations, the D minor melody itself in the
perpetual rhythm of a tarantelle. The first variation
changes the metre, with the piano offering rapidly
continuous semiquavers, with brief cello interjections.
The dialogue of the second variation leads to a 9/8
variation marked Tranquille – sans lenteur, the gentle
lilt of which is broken by the Molto allegro fourth
variation, the rippling piano accompanied by the
plucked notes of the cello. The forceful fifth variation
leads to a sixth, a fugue. The seventh variation, Poco
allegretto, tranquillo, treats the material canonically, in
D major, and the eighth returns to the theme, now
marked Presto, to which the cello offers a cross-rhythm
accompaniment. The third movement Romanza, in
B flat major, brings the cello to the fore in warmly
lyrical melodic writing, with a central passage of
greater emotion, in a movement that Saint-Saëns told
his publisher would either bring tears to the eyes of an
audience or send them to sleep. The last movement,
propelled forward in the manner of of a toccata, allows
the cello melodic comment through the incessant
motion of the piano, the whole leading to an exciting
finish.

Keith Anderson
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Like Mozart and Mendelssohn, Camille Saint-Saëns
showed remarkable precocity as a child, first shown in
piano lessons from his great-aunt at the age of two and a
half. He coupled with his musical interests a wide
general enthusiasm for learning of all kinds, literary and
scientific, and was, as a composer, to produce music of
many genres during a career that spanned the second half
of the nineteenth century and the first two decades of the
twentieth, starting in a period that knew Mendelssohn
and continuing beyond the death of Debussy.

Saint-Saëns was born in Paris in 1835, the son of a
clerk in the government service, who died shortly after
the birth of his only child. He was cared for by his
mother and a great-aunt, Charlotte Masson, whose
husband had recently died. It was the latter who gave
him his first piano lessons. Thereafter he studied with
Camille Stamaty, a pupil of Kalkbrenner and of
Mendelssohn, and appeared in public concerts as a
child, having, by the age of ten, memorised all the
Beethoven piano sonatas. At the same time he showed
an aptitude for and interest in a great variety of subjects.
In 1848 he entered the Conservatoire, studying the
organ with Benoist and composition with Halévy, and
continuing to show his gifts as a pianist, organist and
composer. His intellectual curiosity led him to espouse
the cause of contemporary music, as well as the revival
of music by earlier composers.

A member of the circle of Pauline Viardot, a valued
friend, Saint-Saëns taught briefly at the newly
established Ecole Niedermeyer, where his pupils
included Gabriel Fauré, a musician with whom he
established a close relationship. In 1871, after the
disasters of the Franco-Prussian war, he was
instrumental in the foundation of the Société Nationale
de Musique, with its aim of propagating French music,
Ars Gallica. His great-aunt died in 1872 and three years
later he contracted a marriage that came to an abrupt
end six years later, after the earlier death of his two
sons. The death of his mother in 1888 left him alone and
he spent much of his later life travelling, accompanied
by his dog and a loyal manservant. By the time of his
own death in Algeria in 1921 he had to some extent

outlived his reputation at home. In France this was the
age now of Les Six. Debussy was dead, Fauré was near
the end of his life, and Stravinsky had already, some
eight years before, scandalized Paris with his Rite of
Spring. Saint-Saëns continued to compose, although
Ravel unkindly suggested that in war-time he might
have been more productively employed. Abroad he
retained something more of his earlier fame. Once
known as the French Mendelssohn, he had written
music that appealed to audiences in much the same way
as his predecessor’s for its clarity of texture and its
attractive powers of invention, calculated to delight
rather than to shock.

Saint-Saëns wrote his Cello Sonata No. 1 in C minor,
Op. 32, in 1872, a year of continued difficulties in
France after the disastrous defeat of Napoleon III at
Sedan. The composer’s great-aunt Charlotte Masson
died in 1872, and the sonata reflects something of his
personal sadness at the loss of a relation who had played
a major part in his upbringing and musical training, and
at the state of his country. Saint-Saëns had served in the
National Guard during the siege of Paris, but in the
disturbances engineered by the Communards that
followed the French surrender and after the loss of other
friends he took refuge in England, returning soon to
devote his patriotic energies to the new Société
Nationale de Musique. The new sonata, written after a
time of turbulence and in a period of personal
bereavement, makes full use of the lower registers of
both cello and piano. It was first heard at a soirée
presided over by the composer’s mother, whose
objections to the finale led Saint-Saëns to destroy the
movement and after a few days of sulking to produce
the present finale. The first movement of the sonata
opens with a strong statement from cello and piano
together, before a passage during which one instrument
echoes the other. The second subject, in D flat, leads to
a closing section where the piano suggests the distant
echo of a waltz. After the central development it is the
piano that introduces the recapitulation, at first with the
plucked notes of the cello. The E flat major slow
movement, marked Andante tranquillo sostenuto, opens

Camille Saint-Saëns (1835-1921): Cello Sonatas • Suite, Op.16
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Maria Kliegel
A native of Dillenburg in Germany, Maria Kliegel is one of the leading cello-virtuosi of our time and the most
recorded on CD. She took up her studies with Janos Starker at Indiana University in the United States, and won first
prize at the American College Competition, at the First German Music Competition and the Concours Aldo Parisot.
After her victory at the Rostropovich Competition in 1981, a series of outstanding international concerts and tours
began, with appearances in Basle, with the National Symphony Orchestra in Washington and with the Orchestre
National de France in Paris, always accompanied by Mstislav Rostropovich conducting. Successful concert events
have naturally led to numerous recording sessions for radio, television and for record labels. In 1990, when she
recorded Alfred Schnittke’s First Concerto for cello and Orchestra, the Russian composer recognised her
interpretation as the standard recording of the work. The critics agreed when Maria Kliegel’s recording appeared on
Marco Polo, and later on Naxos. She appears regularly as a guest soloist at venues all over the world, and has an
exceptionally wide repertoire, her versatility and interest in exploring newer works stimulating contemporary
composers to write music for her to perform, for example Hommage à Nelson by Wilhelm Kaiser-Lindemann,
dedicated to Nelson Mandela. As a result of the composition’s success, Maria Kliegel was invited by the South
African President to give a private recital in his residence. In November 1998 Maria Kliegel was appointed member
of the board of the influential Deutscher Musikrat (German Music Council). In 1999, she was awarded the Order of
Merit of the Federal State of North Rhine Westphalia by State President Wolfgang Clement. Her interest in the next
generation of cellists is reflected in her masterclasses at the Cologne Music Academy since 1986. Maria Kliegel’s
many recording for Naxos include concertos and other cello-works by Beethoven, Bloch, Brahms, Bruch,
Dohnányi, Dvofiák, Elgar, Gubaidulina, Haydn, Lalo, Popper, Saint-Saëns, Schumann, Shostakovich, Tavener and
Tchaikovsky. She has also recorded a large volume of recital music by Brahms, Chopin, Dohnányi, Gubaidulina,
Kodály, Lalo, Mendelssohn, Schubert, Piazzolla and others. In addition to her work with the pianist Nina Tichman,
she also collaborates with the violinist Ida Bieler in the Xyrion Trio, established in 2001. Maria Kliegel plays the
legendary “Ex Gendron” cello made by Stradivarius in 1693. For more than thirty years it was owned by Maurice
Gendron and was eventually placed at her disposal by the Stiftung für Kunst und Kultur in North Rhine Westphalia.

François-Joël Thiollier
François-Joël Thiollier is one of today’s most complete pianists and musicians. Franco-American by birth, he has
assimilated the best of several cultures: born in Paris, he played his first concert at the age of five in New York. As
a child, he studied in France with Robert Casadesus and distinguished teachers of the Paris Conservatoire.
Subsequently, he studied with Sascha Gorodnitzki at the Juilliard School of Music where he obtained both
Bachelor’s and Master’s degrees at the record ages of eighteen and nineteen, with top honours and awards in all
subjects, both academic and musical. He went on to win eight Grands Prix in international piano competitions,
notably the Brussels Queen Elisabeth and the Moscow Tchaikowsky Prizes. His enormous repertoire of some
eighty concertos, his exceptional musical culture and his extraordinary pianistic command are the key to his
international success as he now gives concerts in over thirty countries with the leading orchestras, winning the
highest critical acclaim. His recordings for Naxos include the award-winning complete piano music of Debussy, the
complete piano music of Ravel, and works by Manuel de Falla, d’Indy and César Franck, in addition to other
award-winning releases for a number of other labels. His DVDs include Mozart’s Piano Concertos, K 413, K 414
and K 449 and the complete piano music of Gershwin for Multigram and Venice Channel. François-Joël Thiollier
was named Officier des Arts et Lettres by the French Ministry of Culture and Communication in 2003.
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Unlike his two Cello Concertos, performed by Maria Kliegel on Naxos 8.553039, Saint-Saëns’ Cello
Sonatas are underrated works. The turbulent Cello Sonata No. 1, which makes full use of the lower
registers of both cello and piano, reflects the composer’s sadness at the loss of a great-aunt and at the state
of France following Napoleon III’s crushing defeat by Prussia at Sedan in 1870. Written more than 30
years later, the Cello Sonata No. 2 is a more ambitious and original work. ‘The Adagio will bring tears to
your eyes,’ Saint-Saëns wrote to his publisher, Durand, while the last movement, propelled forward in the
manner of a toccata, ‘...will wake anyone who’s slept through the rest of the piece’.

A co-production with DeutschlandRadio • Recorded at DeutschlandRadio, Sendesaal des Funkhauses, Köln,
Germany, from 28th September to 1st October, 2004 • Producer: Norbert Ely • Engineer: Stephan Schmidt

Editor: Hans Martin Renz • Booklet Notes: Keith Anderson
Cover Painting: Les Meules (the haystacks) by Gustave Loiseau (1865-1935)

(Private Collection/Bridgeman Art Library, London)
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Sonata No. 1 in C minor for Cello and Piano, Op. 32 21:49
1 Allegro 9:05
2 Andante tranquillo sostenuto 6:18
3 Allegro moderato 6:26

Suite for Cello and Piano, Op. 16 23:15
4 Prélude: Moderato assai 2:38
5 Sérénade: Andantino 3:16
6 Scherzo: Allegro grazioso 4:40
7 Romance: Adagio 7:00
8 Finale: Allegro con brio 5:40

Sonata No. 2 in F major for Cello and Piano, Op. 123 32:29
9 Maestoso, largamente – Tranquillo 10:14
0 Scherzo con variazioni: Allegro animato 8:28
! Romanza: Poco adagio 7:13
@ Allegro non troppo grazioso 6:33

Maria Kliegel, Cello • François-Joël Thiollier, Piano
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