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great 19th century Romantics, and for the Russian and French repertoire.  Brabbins is also
one of Europe’s leading interpreters of contemporary music. Conductor of choice for the
London Sinfonietta, Ensemble Modern and the Birmingham Contemporary Music Group,
from 1999-2004 he was the Philharmonia Orchestra’s Music of Today Series Conductor.  

Brabbins is much in demand as a recording artist.  His recording of Korngold’s Die
Kathrin with the BBC Concert Orchestra for CPO won the Opera Award at the Cannes
International Music Festival. 

John York’s career, launched in 1973 when he was awarded the International Debussy Prize
in Paris and marked by an auspicious début at London’s Wigmore Hall in 1974, has taken
him around the world as soloist, with such orchestras as the London Philharmonic and
London Mozart Players, and as a chamber music partner, primarily
with cellist Raphael Wallfisch, and in the piano duo team of York2. He is often a guest with
international artists such as clarinetists James Campbell and David Campbell, the Allegri
quartet, the Lindseys, the Beethoven String Trio of London, singer Sarah Walker, violist
Rivka Golani, among many others.

Recordings include the complete works for piano and winds of Poulenc, Saint-Saëns,
Ravel and Debussy, and with Raphael Wallfisch the complete Prokofiev works, the
cello/piano works of James MacMillan and discs of works by Poulenc, Schnittke,
Shostakovich, Ysaÿe, Franck, and Lekeu. John plays the complete solo piano works of
MacMillan, and York2 can be heard in recordings of Poulenc and Holst - including the
world première recording of the composer’s own 4-hands (one piano) version of ‘The
Planets’.

Major institutions at home and abroad value his role as an inspiring communicator and
pedagogue. He works with students of the highest level at Margess International of
Switzerland, the Australian National Academy and at the New World Festival in Venezuela.
In the UK he is Professor of 30 years’ standing at the Guildhall School of Music and Drama
and Senior Music Head at the illustrious St. Paul’s Girls’ School in London.

Cover photography of Raphael Wallfisch © David Jacobs
This compilation � 2006 Wyastone Estate Limited © 2006 Wyastone Estate Limited
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over the world, and holds professorships in Switzerland at the Zürich Winterthur
Konservatorium and in Germany at the Hochschule Mainz.

His extensive discography of recordings with EMI, Chandos, Black Box, ASV, Naxos
and Nimbus includes concertante works by Dohnanyi, Respighi, Barber, Hindemith and
Martinu, as well as Richard Strauss, Dvorak, Kabalevsky and Khachaturian and a wide
range of British cello concertos, including works by MacMillan, Finzi, Delius, Bax, Bliss,
Britten, Moeran and Kenneth Leighton. For the Chandos Walton Edition he recorded the
Cello Concerto originally written for his master, Piatigorsky.

Britain’s leading composers have worked closely with Raphael Wallfisch, often writing
works for him. These include Sir Peter Maxwell Davies, Kenneth Leighton, James
MacMillan, John Metcalf, Paul Patterson, Robert Simpson, Robert Saxton, Roger Smalley,
Giles Swayne, John Tavener and Adrian Williams.

Martyn Brabbins is one of Britain’s leading and most versatile conducting talents, widely
respected for his flawless musicianship, artistic integrity and programming skills. 2005 was
his first year as Artistic Director of the prestigious Cheltenham International Festival of
Music.  He was Associate Principal Conductor of the BBC Scottish Symphony Orchestra
(1994-2005) and has been Principal Conductor of the Huddersfield Choral Society since
1996.

After studying composition in London and then conducting with Ilya Musin in
Leningrad, he won first prize at the 1988 Leeds Conductors’ Competition. Since then he has
conducted most of the major symphony orchestras and ensembles in Britain.  Brabbins also
has substantial operatic experience.  From his early days at the Kirov he has conducted a
wide range of repertoire for Montpellier Opera, Deutsche Oper Berlin, and Opera North. As
well as guesting with Glyndebourne Touring Opera he has conducted two productions at
English National Opera: David Sawer’s From Morning to Midnight and a staged version of
Tippett’s oratorio A Child of Our Time to open the Tippett centenary year.  His Dallapiccola
Volo di Notte and Il Prigioniero at the Frankfurt Oper in 2004 prompted reinvitations for Tosca
and Bloch’s Macbeth; and following the world premiere of Alexander Knaifel’s Alice in
Wonderland with the Netherlands Opera, he returns there in 2007 for Jonathan Harvey’s new
opera The Death of Wagner.  

Known for his Elgar, Britten, and Walton, Brabbins also has a strong affinity for the

Disc One
Concerto no.1 in E flat op.107 (1959) 28.52
Allegretto 6.28
Moderato 11.42
Cadenza 5.28
Allegro con moto 5.14
[Timothy Brown, solo horn]

Concerto no.2 op.126 (1966) 32.09
Largo 12.32
Allegretto 4.38
Allegretto 14.59

Total playing time 61.07

Recorded on 22/23 September 2005 at Maida Vale Studio 1, London, produced by Ann McKay:
Balance Engineer, Neil Pemberton
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hardships and stringencies he had to suffer, he still retained a mind full of human
understanding, confidence and sad resignation.  He begins the work in C major-minor and
his last will and testament ends, half an hour later, in C major.  Bare fifths, pizzicato open
strings, set the piece in motion as if from nowhere.  Long meditations on threads of melody
twice reach a climax in the first movement before evaporating to silence.  A middle
movement follows in typical folk idiom, more earthy but with a weird episode where
momentum is temporarily lost and various new ideas are tried, among them a strong rising
fourth motif destined to gather great significance in the finale.  There it marks crucial
cadence points and ushers in reminiscences of Beethoven’s piano sonatas Op.27/2, the
‘Moonlight’, and Op.110 and carries other more intangible resonances and self-references,
as if solace is to be found in breathing the same air as the earlier composer and remembering
moments of personal significance, soothing and strengthening his, and thereby our, resolve.
That elusive but profound C major is at last achieved, unequivocally, the cello asserting the
major third.  Valediction – and a very final peace... 

Note © 2005 John York 

Raphael Wallfisch was born in London in 1953 into a family of distinguished musicians, his
mother the cellist Anita Lasker-Wallfisch, and his father the pianist Peter Wallfisch. At an
early age, Raphael was greatly inspired by hearing Zara Nelsova play, and, guided by a
succession of fine teachers, including Amaryllis Fleming, Amadeo Baldovino and Derek
Simpson, it became apparent that the cello was to be his life’s work.

While studying with the great Russian cellist Gregor Piatigorsky in California, he was
chosen to perform chamber music with Jascha Heifetz in the informal recitals that
Piatigorsky held at his home. At the age of twenty-four he won the Gaspar Cassadó
International Cello Competition in Florence.  Since then he has enjoyed a world-wide career
playing with such orchestras as the London Symphony, London Philharmonic,
Philharmonia, BBC Symphony, English Chamber Orchestra, Hallé, City of Birmingham
Symphony, Leipzig Gewandhaus, Berlin Symphony, Westdeutscher Rundfunk, Los Angeles
Philharmonic, Indianapolis Symphony, Warsaw Philharmonic, Czech Philharmonic and
many others.  He is regularly invited to play at major festivals such as the BBC Proms,
Edinburgh, Aldeburgh, Spoleto, Prades, Oslo and Schleswig Holstein.

Teaching is one of Raphael Wallfisch’s passions. He is in great demand as a teacher all

The Sonatas
Raphael Wallfisch, cello

John York, piano

Disc Two
Sonata in D minor op.40 (1934) 27.54
Allegro non troppo 11.46
Allegro 3.27
Largo 8.06
Allegro 4.35

Sonata op.147 (1975) (arr. Daniil Shafran) 31.16
Moderato 8.30
Allegretto 7.27
Adagio 15.19

Moderato (1934) 2.40

Adagio (from two pieces, Ballet Suite no.2) 5.16

Total playing time 67.12

Tracks 1 - 4 Recorded on 5 December 2005 at the Warehouse, London, producer Alex van Ingen

Tracks 5 - 9 Recorded on 28 June 2000 at Champs Hill, Pulborough, 
Courtesy of Sanctuary Records Group Ltd.
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Sonata for cello and piano Op.40
The Sonata is contemporary with the Concerto for trumpet and piano and the opera ‘Lady
Macbeth’.  It was composed ‘in one breath’ (the composer wrote) and premiered in
Leningrad by Shostakovich and cellist Viktor Kubatzky on 25 December 1934.  The listener
finds Shostakovich confidently exploiting a more direct, more appealing language than he
had used in the recent third symphony.  He wrote that the great masters had always
understood the need to explore various styles and not just produce symphony and opera,
and also that he was reacting to criticism of his music as being too ‘formalistic’, seeking to
avoid an easy and banal reaction by focusing on emotional content, inseparable from the
expression.

Only in 1997, 64 years later, did an accurate and scholarly text of the Sonata emerge
from Russia, edited by Monashir Yakubov.  It was prepared by the sonata’s dedicatee,
Kubatzky, during the late 60s with Shostakovich’s full consultation and approval, only to
get held up over wrangles about an alternative viola version, Kubatzky’s death and
complex printing arguments.  The differences that emerge are mostly ones of tempo,
bowing and local detail but it has been a privilege to revisit such a familiar work and
rediscover the composer’s clearly expressive and intensely personal intentions.

In the manuscript of the Op.40 Sonata in the Moscow Central State Archive was
discovered in 1986 a short slow movement headed, simply, Moderato.  No documentation
gives any clue as to its purpose.  Perhaps it was Shostakovich’s first thoughts for the
sonata’s slow movement, possibly even a fifth movement.  The eloquent and entirely typical
music must stand alone, an elegant arch of melody.

The other miniature – the Adagio (1951) – was lifted from one of Shostakovich’s many
ballet suites by Lev Atovmyan and presents a glamorous, theatrical ‘big tune’ not dissimilar
in effect to the famous ‘Cinderella Adagio’ of Prokofiev and the celebrated ballet melodies
of Tchaikovsky.

Sonata for cello and piano Op.147 (arr. Daniil Shafran)
The other ‘cello and piano sonata’, Sonata Op.147, arranged with full approval by Daniil
Shafran from the original viola version, was composed forty years after the Op.40 sonata
and was to be Shostakovich’s last work.  It is clear from the music that he was well aware
of that probability.  After a lifetime spent under the Soviet system with all the criticisms,

Shostakovich composed both his Cello Concertos for Mstislav Rostropovich, whose artistry
he greatly admired, and they are among his most personal works. Their critical reception
was however very different – the bravura First Concerto was almost immediately
recognized internationally as a masterpiece, whereas the reception of the Second Concerto,
more elusive in its atmosphere and significance, was considerably more muted. Since its
first appearance, however, it has slowly but steadily established itself as an equal classic of
the repertoire.

The First Cello Concerto was written in 1959, and Rostropovich premiered it in
Leningrad on 4 October of that year with the Leningrad Philharmonic Orchestra under
Yevgeny Mravinsky. Apparently Shostakovich was spurred to write the work not only out
of his own admiration for Rostropovich but also his esteem for another work that had been
written for the great cellist, the Sinfonia Concertante of Prokofiev. In fact Shostakovich’s
concerto was soon referred to in the Soviet press as a ‘symphony with obbligato cello’, in
acknowledgement of its concentrated thematic writing. Unlike the Prokofiev Sinfonia,
which is in three movements with a central scherzo, Shostakovich’s Concerto is laid out on
a four-movement plan superficially similar to that of his First Violin Concerto, but it
manages to be both terser and more extrovert in expression. And whereas Prokofiev had
employed a full symphony orchestra, Shostakovich’s orchestra is small – a carefully chosen
ensemble of woodwind, a single horn, timpani, celesta, and strings. The horn, especially, has
an important role; occasionally seeming like a second soloist, a sonorous, breathy extension
of the cello. 

There is a strain of (rather black) humour running through the work; in the outer
movements, especially, there is a sense that the agile, voluble soloist is constantly on the run,
pursued and harried rather than supported by the orchestra. In fact, far from being an
‘obbligato’ player within a homogenous symphonic argument, the cello seems at all times
engaged in a struggle to assert and maintain its individual voice. But cello and orchestra
(sometimes, it seems, cello, horn and orchestra) are united in an ongoing and strenuous
process of motivic development. Shostakovich’s reported comment apropos the concerto –
‘I took a simple little theme and tried to develop it’ – is entirely relevant to the way the
musical argument proceeds, though it can be taken in a wider sense to describe the
underlying processes of all the works described here.  
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The first movement (Allegretto) has tremendous rhythmic drive: it is largely concerned with
a pithy four-note theme announced at the outset by the solo cello – a theme closely related
to Shostakovich’s personal D-S-C-H monogram, which naturally makes an appearance in
various guises. The orchestral accompaniment is at first for wind instruments alone, the
mood both pawky and determined. Timpani and sniggering woodwind introduce the
second subject, an impassioned, high-lying melody based on a chant-like figure. (This idea
is very similar to the tune in ‘Trepak’ from Mussorgsky’s Songs and Dances of Death, where
Death invites the wandering, drink-sodden peasant, worn out by work and sorrow, to dance
the eponymous dance. If Shostakovich intended a deliberate reference to this tune – and we
know that an even more oblique allusion to a different tune is embedded in the finale – that
may help account for the intermittent feeling of a danse macabre both in this movement and
the last.)  The solo horn only enters later, taking up the four-note theme. The writing for the
cello is highly virtuosic throughout and covers an immense range – testimony to
Shostakovich’s faith in Rostropovich’s masterly technique. The entire impression conveyed
by the movement is taut and urgent, a tour de force of epigrammatic concision; at the end a
return of the ‘Trepak’ second subject is only hinted at before the brusque closing bars.

By extreme contrast, the Moderato second movement, a slow movement in all but
tempo-marking, is a point of rest, even exhaustion, after all the activity. It begins with an
almost mystical refrain on the strings suggestive of a sarabande. The mood is sombre but
also expansive and lyrical, even sentimental in the best sense. Its main melody – which
could well be considered a close variant of the first movement’s ‘Trepak’ theme – is instilled
with the spirit of Russian folksong in its quiet melancholy. The horn remains prominent as
a kind of ‘subsidiary soloist’, and indeed is heard this time ahead of the cello; but now its
function is to provide romantic calls to which the cello responds with melody. The tonality
turns to the major for a subsidiary theme distinguished by its dotted rhythms and presented
against bucolic woodwind. This becomes the focus for the movement’s lamenting climax,
into which the opening refrain is drawn. Subsequently it is the cello that has the last word,
in an eerily beautiful transformation of the movement’s main theme into high, plangent
harmonics accompanied by the celesta, making its sole appearance in the work.

The third movement is in fact the brilliant and extended unaccompanied Cadenza, which
here expands to the status of an entire movement in its own right. Bridging the gap between

Shostakovich’s mind some months before he wrote this movement and may have an
autobiographical significance, a reminiscence of the years of hunger he and his family
endured in the early years of the Soviet Union. It also fits with his liking for using Jewish-
style melodic material, as for example in the Second Piano Trio, Fourth String Quartet and
the song-cycle From Jewish Folk Poetry.

Even on its initial appearance there is something both defiant and wheedling about the
tune, and as the movement proceeds the mood becomes increasingly saturnine and wild,
with pungent interjections from horns, timpani and bassoons. This darkening tendency
climaxes – it is actually the seamless start of the finale – in a baleful fanfare for the two horns
against a militaristic side-drum roll. That introduces the main cadenza of the work, in which
the cello reviews all the material against a continuous shake on the tambourine. As the
keening semitone returns in more sustained melodic writing, we find ourselves already
embarked on a finale which contrasts an ambling, lyrical tune, accompanied by harp and a
more rhythmic, scurrying music in which the cello is partnered by percussion and pizzicato
strings. The horn fanfare also returns as another element. But time and again the music is
punctuated by a sighing, falling figure that suggests infinite nostalgia. The sonic invention
becomes more ghostly, pitting a melodic line from the first movement against tart, metallic
staccato writing.

An angry cello solo with side-drum brings back the fanfare as a wrathful tutti outburst
that suddenly breaks into the scherzo’s ‘Bubliki’ theme, grown enormous and transformed
into a manic dance. This breaks off to leave the cello sounding the fanfare in solo double-
stopping, from where the music winds down to a long coda of regret and infinite farewell,
even recalling the concerto’s opening theme against meditative strings and harp before a
‘clock-mechanism’ starts up again in the percussion, finally dissipating into silence against
the cello’s low, long-sustained D. This kind of ending – other examples are the second
movement of the Fourth Symphony and the finale of the Fifteenth – seems to symbolize for
Shostakovich both the heedless passage of time and the extinction of the individual life, so
that it does not seem improper to guess that the Second Cello Concerto is one of the various
late works in which he seems to foresee his own death.

Note © 2006 Calum MacDonald
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Concerto was already popular as a spiky, pithy, extrovert modern concerto, the Second
Concerto perhaps marks the beginning of Shostakovich’s ultimate ‘late style’: oblique,
intimate, elegiac, filled with painful radiance, bizarre humour, nostalgia and regret. It has
taken many years for the manifold beauties of this remarkable work, so powerfully and
personally expressive, to be valued at their true worth. The scoring is for a curiously-
balanced orchestra of double woodwind (though with a third bassoon or double-bassoon),
two horns, timpani, harp, strings and a fairly large and colourful body of percussion. Its
three-movement shape alluded to above, with the scherzo placed at the centre of the scheme,
more strongly recalls the Prokofiev Sinfonia Concertante than the design of the First Concerto.
Also it was one of two pieces – the other being the sardonic Preface to the Complete Collection
of My Works – that Shostakovich said he had written as a 60th birthday present to himself:
which suggests the music contains particular personal resonances and, like the Preface, takes
a critical stance.

The first movement grows out of the lowest register of cello and low strings, a desolate
music whose principal motif is centred around a lamenting, drooping semitone interval. As
the melodic line rises, harp and upper strings give a cold, wintry colouring to it. A
subsidiary theme involves a three-way dialogue between cello, horn and harp. The tempo
seems to speed up (the pulse remains the same but with quicker note-values) in an
unexpectedly bright, mechanical, clock-mechanism texture for woodwind, xylophone and
harp. The cello part becomes more capricious and virtuosic and soon takes the lead in the
fun – but this is an increasingly grim sort of fun, building to a climax that is brutally cut short
by the impact of a bass drum, which then engages in grotesque dialogue with the cello.
Bassoons recall the movement’s opening melody, and the cello turns back to its brown study.
The coda passes various elements of the movement in curtailed review, the bassoons
croaking like frogs. The horn, con sord., winds the gloomy falling semitone to end the
movement.

The scherzo follows the familiar Shostakovichian pattern of a pawky, sardonic folk
dance, with flamboyant glissandi from the cello and throwaway rhythmic quips. The
principal subject of the movement is based on a Jewish folksong from Odessa in the Crimea
which was popular in the 1920s: ‘Bubliki, kupitye bubliki’ (Bubliki, buy my bubliki), the Bublik
being a type of bread roll with a hole in it, akin to a bagel. The tune had apparently been on

slow movement and finale, it starts by ruminating on the previous movement’s themes but
becomes progressively faster and more strenuous, full of hair-raising challenges to the
soloist’s technique. Multiple stopping, polyphonic writing and left-hand pizzicati are all
exploited in this transcendent solo. At its peak the finale (Allegro con moto) itself bursts out
in a spirit of rather malevolent folk-burlesque, with a raucous, hurdy-gurdy-like woodwind
theme. At the end of this theme, both at its first statement and later when the cello takes it
up, is a brief, apparently related figure: Shostakovich pointed out to Rostropovich that this
is in fact a reference (tart and sarcastic, in contrast to its sentimental original) to the
Georgian folksong ‘Suliko’, notorious as Stalin’s favourite tune. Whatever ironic or satirical
purpose it serves here – and it recurs in a variety of contexts and scorings – the figure
immediately gives birth to the movement’s second main subject, another headlong tune
suggestive of a chase. The movement keeps up a parade of boisterous yet increasingly
frenzied ideas, the pulse changing to 3/8 and introducing a sinewy tune in fast waltz time.
The sharp-eared may detect the four-note theme of the first movement folded into this
melodic line. The horn engages the cello in baleful counterpoint, and the first phrase of the
second theme shrieks stubbornly in high clarinets, a Mahlerian ostinato. At the climax of
this passage the four-note theme reannounces itself with a vengeance, recalling the music to
the mood and pace of the concerto’s opening, with the figure proclaimed ff espressivo by the
horn in a near-verbatim reprise of the first occasion on which we encountered it. Thereafter
first-movement material combines with the folk-burlesque theme and the most dazzling
display of solo pyrotechnics in the entire score, driving to a curt, splintered ending. There is
no sense of exhilaration, but there is certainly one of finality, painful or otherwise.

The Second Cello Concerto was begun in the spring of 1966 in Moscow and finished during
April in the Oreanda Sanatorium, Yalta, in the Crimea, where Shostakovich had gone for
treatment of the heart condition that was slowly undermining his health. Rostropovich was
the soloist in the world premiere, given at the Bolshoi Hall of Moscow Conservatory with
the USSR Symphony Orchestra conducted by Yevgeni Svetlanov on 25 September 1966 –
Shostakovich’s 60th birthday. Ten days later Rostropovich introduced the new work to the
UK at the Royal Festival Hall, London, with the BBC Symphony Orchestra conducted by
Colin Davis.

Critical reaction in the UK was, at that time, fairly muted. Whereas the First Cello
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