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Song-Poem (1929)
Dance No.1 * (1925)
Elegy * (1925)
Dance (1926)

Masquerade (1940) : Nocturne *

Sabre Dance
Ayesha’s Dance
Nuneh Variation *
Lullaby

Dance of Aegina *

Brahms & Bruch Violin Concertos
Hideko Udagawa
Sir Charles Mackerras
London Symphony Orchestra

NI 6270
Johannes Brahms (1833-1897)
Concerto for Violin and Orchestra
in D major Op.77
I Allegro non troppo
II Adagio
III Allegro giocoso

Max Bruch (1838-1920)
Concerto for Violin and Orchestra
No.1 in G minor Op.26
I Allegro moderato
II Adagio
III Finale. Allegro energico

Total playing time  61.52
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Aram Khachaturian (1903-1978)
Violin Sonata and Dances from Gayaneh & Spartacus

Hideko Udagawa, violin
Boris Berezovsky, piano
World Premiere Recordings *

NI 6269
Song-Poem (1929)
Dance No.1 * (1925)
Elegy * (1925)
Dance (1926)

Violin Sonata (1932) *

Masquerade (1940) : Nocturne *

Gayaneh (1942)
Sabre Dance
Ayesha’s Dance
Nuneh Variation *
Lullaby

Spartacus (1954)
Dance of Aegina *
Grand Adagio *

Total playing time 58.16
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 Giuseppe Tartini (1692-1770)
1  Sonata in G minor ‘Devil’s Trill’ for solo violin * 15.04

 Antonio Vivaldi (1678-1741)
2 Prelude for solo violin ‘Andante in C minor’ * 3.00

 Karl Stamitz (1745-1801)
 Concerto in B flat for violin and orchestra *
3 I Allegro 9.32
4 II Adagio 4.53
5 III Rondo 3.00

 Fritz Kreisler (1875-1962)
 Concerto in C for violin and orchestra in the style of Antonio Vivaldi
6 I Allegro 4.25
7 II Andante doloroso 3.40
8 III Allegro assai 3.00

 Tomasso Vitali (1663-1745)
9 Chaconne in G minor for violin and orchestra 10.56

   Total playing time  57.35
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Baroque Inspirations
An anthology by Jean-Baptiste Cartier  (Paris, 1798), incorporated a mixture
of French, Italian and German violin music. The first published version of Giuseppe
Tartini’s (1692-1770) ‘Devil’s Trill’ sonata. Tartini himself told the visiting French
astronomer J. J. de Lalande of his dream in Assisi (1713), when the devil appeared to him
and played, on Tartini's own violin 'from the foot of the bed', the sequences of double-
stopped trills in the third movement that have given the work its name. According to
Lalande, Tartini remarked on waking:

 Immediately I seized my violin, hoping to recall at least some part of
 what I had just heard – but in vain. The piece I then composed is
 without a doubt my best, and I still call it the Devil’s Sonata, but it
 falls so short of the one that stunned me that I would have
 smashed my violin and given up music forever if I could have
 possessed it.

That no autograph manuscript of the Sonata has survived probably explains the various
discrepancies between available editions, the most extreme of which is by Kreisler.
Hideko Udagawa has opted both to use Cartier’s version as her principal source for this
recording and to perform the work unaccompanied, thus displaying it in a new light
more closely aligned with the phantasmagorical legend surrounding its origins. Her
preference for unaccompanied performance may have been influenced by Tartini’s
correspondence with the poet-aesthete Franceso Algarotti about the execution of his

, the composer explaining that these sonatas were ‘notated with a bass
part for the sake of convention’ ( ) but that he played them ‘without the
bass’ and that this mode of performance was his ‘true intention.’

Tartini’s Sonata comprises three movements, all in G minor. It commences with a slow
cantabile movement in the style of a Siciliana; in binary form, with each section repeated,
it moves to the relative major (B flat) in the first section and returns to G minor via other
related keys in the second. The fast central movement, headed ‘Tempo guisto [sic] della
Scuola Tartinista’ by Cartier, adopts a similar binary structure and tonal framework. The
finale is rather more complex, alternating four brief passages of cantabile ( ) with
three more animated  sections incorporating the ‘trillo del diavolo’, with its
multiple stopping and trills accompanying a melody. A concluding  includes a
cadenza opportunity.
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In addition to live performances, Ms Udagawa has made a number of recordings which
draw on her wide-ranging repertoire of over 40 concerti. She is particularly enthusiastic
about discovering great unrecorded works. Her CD of works by Rachmaninov with the
pianist Konstantin Lifschitz, for Signum Records, is the first ever collection of this popular
composer's works for violin and piano and includes previously unrecorded pieces.

Her recent CD with the Philharmonia Orchestra was released by Signum Records in 2010
to coincide with her recital in Cadogan Hall. This CD was chosen as 'Presenter's Choice' by
Classic FM Magazine and includes works for violin and orchestra by Joachim and Ysaye,
recorded for the first time. Autumn 2011 she recorded Khachaturian Concerto Rhapsody
and Liapunov Concerto with the Royal Philharmonic Orchestra was released by Signum
Records in autumn 2012.

Other recordings include Brahms and Bruch Violin Concerti with London Symphony
under Sir Charles Mackerras on Nimbus, a CD devoted to the violin and piano music of
Aram Khachaturian with Boris Berezovsky also on Nimbus, and Glazunov's Violin
Concerto, together with other works by Tchaikovsky, Chausson, Sarasate and Saint-Säens,
with London Philharmonic. She has also made recordings of Heifetz transcriptions with
Pavel Gililov for ASV and violin virtuoso pieces for Toshiba-EMI.

As the great-granddaughter of one of Japan's historically most influential prime ministers,
she enjoys the international performer's role as a cultural ambassador. Among several
performances for the United Nations, she played at its 50th anniversary concerts in
Vienna's Konzerthaus and the Victoria Hall in Geneva. She has also presented a recital in
Tokyo in the presence of their Imperial Highnesses, the Crown Prince and Princess of Japan.

Hideko Udagawa studied with Nathan Milstein, who was her only teacher in the West, in
London and at the Juilliard School in New York. After living in Tokyo and New York, she is
now making her home in London.
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Hideko Udagawa

Hideko Udagawa has performed extensively
throughout the world and captivates
international audiences with her artistry and
enthusiasm. Critics have acclaimed her
performances, commending her passionate
commitment, dazzling agility and
refinement of taste. As a protégée of Nathan
Milstein, she has inherited the great Russian
romantic tradition of violin playing. Her
performances have spanned thirty countries
across Europe, North America and Asia-
Pacific, and more than one hundred cities
and towns in the United Kingdom alone.

Ms Udagawa made her orchestral debut in
London with the London Symphony
Orchestra under Sir Charles Mackerras,
playing Bruch's G minor concerto at the Barbican Hall. Highlights from her other
engagements include performances with the Philharmonia under Leonard Slatkin, Royal
Philharmonic under Paavo Jarvi, Royal Liverpool Philharmonic under Marek Janowski,
City of Birmingham Symphony under Okko Kamu, London Mozart Players under Matthias
Bamert, Russian National under Paavo Berglund, Moscow Philharmonic under Fedor
Glushchenko, as well as English Chamber, National Symphony and Bavarian Radio
orchestras.

In addition, she has made a twelve city tour in North America with the Mozarteum
Orchestra of Salzburg and tours in Japan with Warsaw Philharmonic under Kazimierz
Kord and with Japan Philharmonic. She has also toured as a guest soloist with many
visiting orchestras to the United Kingdom, including Berlin Symphony, Polish Chamber
and Bucharest Philharmonic. Invitations to many international festivals have included the
George Enescu, City of London, Norfolk & Norwich, Perth, Brno, Ankara and Assisi festivals.
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Hideko Udagawa discovered the other unaccompanied work, a Prelude in C minor by
Antonio Vivaldi (1678-1741), in a Russian edition. The piece is actually a transcription for
solo violin of the  opening movement of Vivaldi’s Sonata in C minor RV8, the
seventh of his twelve  Op.2. This set’s unusual
history may explain the flexible performance practices to which its sonatas have been
subjected. Late in 1708 the Venetian publisher Antonio Bortoli issued a catalogue in
which he included notice of the publication of ‘Sonate a Violino e Violoncello del Sig. D.
Antonio Vivaldi Opera Seconda’. Bortoli’s description suggests that these sonatas are
duos for the two stringed instruments akin to Giuseppe Torelli’s
Op.4 (Bologna, 1688). However, his eventual 1709 publication replaced ‘Violoncello’ with
‘basso per il cembalo’, thereby suggesting a violin/basso continuo interpretation. Bortoli’s
title-page refers to Vivaldi as ‘Maestro di violino, e Maestro de’ concerti del Pio Ospedale
della Pietà di Venezia’ (violin teacher and director of instrumental music at the Pietà in
Venice), a post which he had held since 1703. Whether the Op.2 sonatas were specifically
composed for use at that institution cannot be confirmed.  However, the improvisatory
character and recurring melodic motifs of the  of Op.2 no.7 lend themselves well
to unaccompanied performance.

The elder son of the celebrated Mannheim concertmaster and director of music, Karl
Stamitz (1745-1801) pursued an itinerant performing career. But he spent a lengthy
period in Paris, where he served Duke Louis de Noailles and played several times at the
Concert Spirituel. His contemporaries held his numerous contributions to the symphonic,
concerto and symphonie concertante repertoires in high esteem. For example, Pierre-
Louis Ginguené  (1791), who regarded grandeur and brilliance among the vital
constituents of the eighteenth-century concerto, praised him for fulfilling those
requirements and providing ‘force and …majesty’ in tuttis as a complement to fiery,
original and cutting solos. Ten of Karl Stamitz’s violin concertos have survived; six were
published in Paris and four are preserved in manuscript in the Bayerische
Staatsbibliothek in Munich. However, at least five of his concertos for the instrument are
known to have been lost. Judging by their musical content, cosmopolitan character and
style somewhat distant from the traditional Mannheim idiom, Stamitz probably
composed the surviving works for his Paris performances. Italian lyrical inflections and
Parisian light chromaticism feature in abundance and the finales are genuine French
rondeaux. Nevertheless, vestiges of the composer’s heritage remain, notably in his full-
textured opening movements, his contrasting themes and melodic clichés, his use of the
wind instruments, and his striking dynamic effects.
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Stamitz’s Violin Concerto in B flat major is one of the four preserved in Munich. Its
opening retains the four tutti/three solo framework of Baroque ritornello
structure, but adopts a pronounced homophonic style and comprises numerous
contrasting ideas. Its final tutti section includes a cadenza opportunity. The central

, in F major, includes two solo opportunities for cadential decoration amongst its
expressive, lyrical material. The rondeau finale comprises refrains of eight bars solo, with
repetition by the orchestra and no extensions or variations on the returns. Three solo
episodes infiltrate these refrains, the first moving to the dominant, the second to the
tonic minor with a brief return to the flat mediant, and the third re-establishing the tonic
key. A solo cadenza heralds the close.

Among the Austrian-born American violinist Fritz Kreisler’s (1875-1962) original
compositions are some headed ‘Classical Manuscripts’, which he falsely ascribed to
earlier composers such as Pugnani, Francoeur, Padre Martini and Cartier, and for which
his publisher, Schott, misleadingly named him as discoverer and editor. When Kreisler
eventually admitted this deception, many critics were indignant, considering his practice
unethical, while others were amused, accepting that they had been roundly duped.
Published in 1927, Kreisler’s Violin Concerto in C major in the style of Antonio Vivaldi was
written in ‘Classical Manuscripts’ mode. A Baroque pastiche comprising three
movements in the conventional fast-slow-fast concerto formula of that era, it is also
infused with several Romantic elements, not least in its technical, expressive and
harmonic vocabulary. Its two outer movements are built on the ritornello principle, in
which the thematic material introduced at the outset alternates with bravura solo
episodes; the recurrences of the ritornello embrace tonal variety and some slight
thematic modifications, but the final iteration closes each movement in the tonic key,
Kreisler indicating in both a climactic slowing of the tempo (  and

 for the concluding bars of the finale). After a brief orchestral introduction, the
central  features the soloist in an expressive, melancholy arioso over a
gently pulsating accompaniment.

The Chaconne in G minor attributed to Tomasso Vitali (1663-1745) is one of the twenty
items in Ferdinand David’s  (Leipzig, 1867), a collection
designed to enlighten violinists, and especially students of the Leipzig Conservatoire, in
the various performance issues relevant to its repertoire. David’s edition of the Chaconne,
incorporating his own elaborations and brilliant concluding climax, made the work into
one of the staples of violinists’ recital programmes. The piece was taken to even further
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virtuoso heights in versions by, amongst others, Léopold Charlier and Leopold Auer. This
Chaconne’s association with Vitali, however, is purely conjectural. It stems from the
'received' form of the violin part which may have been the work of a Dresden-based
violinist 1730 (possibly Johann Georg Pisendel); the accompanying ground bass is
described as 'Parte del Tomasso Vitalino', hence the speculative connection with the
younger Vitali. However, the work’s musical style and that of Vitali have little in common.
It comprises variations on a ground bass featuring the descending tetrachord (G-F-E
flat-D) and its transpositions and allows the violinist opportunity for increasingly
elaborate display throughout its course, most versions reaching their apogee in a quasi-
cadenza passage prior to the final cadence.  In this recording, Hideko Udagawa has opted
for a revised orchestral instrumentation by Danyal Dhondy.

© 2015 Robin Stowell



B
A

R
O

Q
U

E
 IN

S
P

IR
A

TIO
N

S
H

ID
E

K
O

 U
D

A
G

A
W

A
 / S

C
O

 / K
R

A
E

M
E

R
N

I 6299

N
I 6299

B
A

R
O

Q
U

E
 IN

S
P

IR
A

TIO
N

S
H

ID
E

K
O

 U
D

A
G

A
W

A
 / S

C
O

 / K
R

A
E

M
E

R

DDD

 Giuseppe Tartini (1692-1770)
1 Sonata in G minor ‘Devil’s Trill’ for solo violin * 15.04

 Antonio Vivaldi (1678-1741)
2 Prelude for solo violin ‘Andante in C minor’ * 3.00

 Karl Stamitz (1745-1801)
 Concerto in B flat for violin and orchestra *
3 I Allegro 9.32
4 II Adagio 4.53
5 III Rondo 3.00

 Fritz Kreisler (1875-1962)
 Concerto in C for violin and orchestra in the style
 of Antonio Vivaldi
6 I Allegro 4.25
7 II Andante doloroso 3.40
8 III Allegro assai 3.00

 Tomasso Vitali (1663-1745)
9 Chaconne in G minor for violin and orchestra 10.56

   Total playing time  57.35
World premiere *
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