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Nicholas Bayley was born in
Hull in 1973 and studied
with Duncan McTier at the
Royal Northern College of
Music, Manchester. At the
age of 24 he was appointed
as principal bassist with the
Scottish Chamber Orchestra
and lead the section until
2009, when he assumed his
current position as principal
bassist with the BBC Scottish
Symphony Orchestra. He is
also a tutor at the Royal
Conservatoire of Scotland.

As a soloist he performed concertos with the Scottish Chamber Orchestra, the most notable
of these in 2009 when he gave the world premiere performance of Hafliði Hallgrímsson's
Double Bass concerto Sonnambulo, a work written especially for Bayley to play with the
SCO. He has given many solo recitals across Britain, often with pianist Geoffrey Duce; a
collaboration dating back to 1992.

Nicholas is grateful to The Countess of Munster Trust, The Martin Trust, and The Craxton
Memorial Trust for their generous awards that helped to fund his studies at the RNCM and
assisted in the purchase his first professional instrument. An invaluable part of the Munster
award was the recital scheme that gave him opportunities to develop as a solo performer.

Throughout all his work, and also on this recording, Nicholas remains a strong advocate of
the practice of playing in 'orchestral tuning' to allow people to hear and enjoy the true sound
of the instrument as used in the orchestra and in chamber music. He plays on an instrument
made by George Stoppani in 2002.
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de Buenos Aires, playing with Piazzolla’s Conjunto 9 between 1971 and 1972.  In 2000 he
was declared Tango Double Bass Player of the Century by the Legislature of Buenos Aires.

 was originally recorded live in 1970 at Teatro Regina, Buenos Aires, with Astor
Piazzolla (bandoneon), Antonio Agri (violin), Osvaldo Manzi (piano), Cacho Tirao (electric
guitar), Kicho Diaz (double bass) and Antonio Agri (viola).

, born in the United Kingdom, studied at Cambridge and the Royal College
of Music where his teachers were Herbert Howells (composition) and Sir Adrian Boult
(conducting).  A prolific composer of music in every genre, he has also enjoyed a career as
a Lecturer in Music at Bristol University, a conductor of the Sun Life Band, Musical Director
of the National Youth Orchestra of Great Britain and Director of Music at St Paul’s Girls’
School in London.  Retiring to Majorca in 2002 he moved back to Dorset in England in 2009.

The , op.100 was written in 1986 to address the death of
large romantic works for the instrument and is one of a number of works Bourgeois has
written for the bass.

As the composer writes, ‘The first movement is in broad sonata form with the emphasis
placed on lyrical thematic writing, though with a big contrapuntal workout in the
development.  The second movement is a short but frenetic scherzo, with a good deal of
jagged rhythmic elements.  The finale consists of a broad theme followed by a set of four
extended variations with a coda.  The variations are linked by short recapitulations of the
opening theme.  The first variation is in a jaunty 6/8 time.  The second is an adagio which
expands the theme melodically.  The third is a perpetuum mobile, and the last variation is a
powerful funeral march which reintroduces the main theme of the first movement.  The coda
dies away with a last statement of the variation theme.'

© 2014 Rodney Slatford OBE
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Reinhold Moritzevich Glière (1875-1956)
 (1902-1908)

1 Praeludium in D major 3.44
2 Scherzo in G major 4.36
3 Intermezzo in A major 3.46
4 Tarantella in D major 5.02

Astor Piazzolla (1921-1992)
5  (1969) 7.10

Ernest Bloch (1880-1959)
6 from  for violin and piano (1923) arr. Bayley 6.44

Lajos Montag (1906-1997)
7  for double bass and piano (1965) 2.39

Derek Bourgeois (b. 1941)
, op.100 (1986)

8 I 13.00
9 II 4.24
10 III 11.34

 Total playing time 68.43
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There can be few instruments other than the double bass that have had such a varied and
confusing history, the reasons for which remain to some extent shrouded in the mists of time.
Conventionally the double bass sounds an octave lower than the cello, at what is usually
known as 16’ pitch, the cello sounding at 4’ pitch.  The printed notation for the bass is the
same as that for the cello, the former being effectively an instrument that transposes the music
an octave lower (though not always!).  Even its nomenclature is confused.  Early use of the
term violone (It. = large viol), which often refers to the largest member of the viol family
playing at a pitch lower than the bass viol, can also imply an 8’ pitched instrument.  The term
basso frequently refers to orchestral basses in general, meaning both cellos and double
basses, yet is also often used to denote a cello.  And that is just the tip of the iceberg.

Tuning is another area of general confusion.  The early violone, probably the forerunner of
today’s modern double bass, normally had six strings, enabling it to play a very low D (or C),
an octave lower than the bass viol and comfortably fitting the keys most frequently used in
large baroque choral works such as those by Bach.  Domenico Dragonetti (1763-1846) the
great Italian virtuoso, advocated the use of only thee strings which, by all accounts, enabled
him to play with great vigour and energy, earning him a reputation for making a very loud,
if somewhat rough orchestral sound, on thick gut strings.  Only rarely playing a concerto in
public, Dragonetti nevertheless enjoyed huge popularity playing chamber music and enter-
taining privately with small ensembles, where his speed and virtuosity were greatly admired
and where his repertoire almost entirely comprised short, rather naïve, show pieces of his
own.

One can only speculate how Dragonetti tuned his bass when he played for Haydn, whose
Viennese instrument traditionally had five strings, tuned in a combination of thirds and
fourths.  Haydn wrote at least one concerto for the instrument, of which we have only the
tantalising incipit in an early thematic catalogue.  Other classical composers were more
adventurous, Dittersdorf (1739-1799), Hoffmeister (1754-1812), Pichl (1741-1805) and
Vanhal (1739-1813) among them, writing concertos and chamber music for a Viennese-
tuned instrument which was somewhere between a 16' and an 8' instrument.  The virtuosi
Friedrich Pischelberger (1741-1813), Josef Kämpfer (1734-1796) and above all Johann
Matthias Sperger (1750-1812) were luminaries among many who played in court orchestras
of their time and who were known to be technical wizards, their way of tuning giving access
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As a player, Montag worked under most of the outstanding conductors of his day and he
treasured a small autograph book in which he had collected their tributes.  He carried the
much-thumbed little volume with him everywhere, the entries from Koussevitzky, Strauss
and his compatriot Béla Bartók being among those of which he was most proud.  After his
retirement, he became an habitué of most important gatherings of bassists anywhere in the
world.  His lean, bespectacled figure, invariably clutching an imitation leather briefcase,
would prevail on anyone with the patience to listen to his stories and his poor quality
recordings that were played on an early cassette machine with little or no persuasion.  The
recordings, among which was a performance of the Sonata in E minor written for him by his
younger brother Vilmos (1908-1991), have probably long since disappeared, but printed
copies, together with volumes of his ‘Method’ were proudly produced from his briefcase,
signed, and enthusiastically distributed to anyone he thought might be interested.
Unfortunately, on his death in 1997 most of his papers were destroyed and a definitive
biography of him has yet to be researched.

has become something of a cult figure in recent years and many of his works
have achieved popularity in a wide range of transcriptions.  He was a virtuoso of the
bandoneon (a type of accordion) and an internationally recognised composer who
revolutionsed the traditional tango into what became known as the tango nuevo, embodying
elements of both classical styles and jazz.

Piazzolla studied with Alberto Ginastera at the suggestion of the great pianist Arthur
Rubinstein and immersed himself in scores by 20th century classical masters, notably Bartók
and Stravinsky.  He gleaned much by eaves-dropping on rehearsals of the orchestra at the
Teatro Colón where, coincidentally, Bottesini had been director in 1848.  In Paris a little later
he worked with the great Nadia Boulanger (1887-1979) who had also attracted an
encyclopaedic list of other young composers and performers to study with her including
Aaron Copland, Lennox Berkeley, Elliot Carter and Daniel Barenboim, to name but a few.

Enrique Kicho Díaz (1918-1992) was an outstanding Argentine tango bassist who joined
Piazzolla’s first Quinteto in 1960.  Born in Avellaneda, Buenos Aires, he had two older
brothers, one becoming a tango violinist and the other also a tango bass player.  Kicho, as
he was known, was greatly admired by Piazzolla and worked with him on the operetta María
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(1937) with honorary officers that included Albert Einstein, Sir Thomas Beecham, Sir Arthur
Bliss and Sir John Barbirolli.

The suite (1923) was dedicated to the memory
of Bloch’s mother who had died two years earlier and was inspired by the founder of modern
Hassidism Israel Baal Shem Tov (c.1698-c.1759 - Hebrew meaning Master of the Good
Name).  Another inspirational figure behind Baal Shem was the Swiss violinist André de
Ribaupierre (1893-1955) who visited the Cleveland Institute of Music that Bloch had founded
in 1920.  The first public performance was given by Ribaupierre as part of a concert
organised by the Council for Jewish Women at Temple B’nai Jeshurun in Cleveland in 1924.

Originally called Rhapsody, Bloch changed the name of the second movement of the suite
to Nigun which literally means ‘tune’.  It is improvisational in character and is often
performed on its own.  In the Hassidic context Nigun refers to a type of song, usually
composed by tzaddikim or holy men, to evoke spirituality and to transport the listener to
higher realms.  Similarities to Ashkenazi melodies and traditional Yiddish folksongs have
been cited as being incorporated, perhaps subconsciously, in this highly evocative work.

The influence of the Hungarian virtuoso  on modern double bass playing is
rarely acknowledged.  Born in 1906, he was studying at the Franz Liszt Academy of Music
in Budapest in 1931 where he gained a reputation as an outstanding virtuoso.  He took a
great interest in teaching and the first volume of his highly regarded Double Bass 'Method'
(Nagybőgőskola) appeared in 1955 with a supplement containing arrangements and short
pieces.  Further volumes followed with studies and orchestral excerpts.  Montag was
considered something of a lexicon of the instrument and his paper Koussevitzky as a Bassist
was among the early monographs of the Russian legend.  He began teaching at the Academy
in 1967 and was on the jury of one of the early international double bass competitions in
Geneva.  For those who grew up after the fall of the Berlin Wall in 1989 it is hard to
comprehend how very nearly impossible it was for musicians living behind the Iron Curtain
to travel to the West.  Indeed the fact that Montag was allowed to go to Geneva at all bears
witness to his status as an artist and respected pedagogue.
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to virtuosic passages in thirds and a great range of high harmonics.  Mozart’s concert aria Per
questa bella mano (K.612) for bass with double bass obbligato, is one of the few works by a
major classical composer to have come down to us, although even the great Giovanni
Bottesini (1821-1889) was heard to struggle with it according to contemporary critics.

Bottesini was known as the Paganini of the instrument ‘his fingers being a judicious com-
pound of clockwork and steam’.  He was a composer and conductor of opera, as often as not
(so legend has it) appearing on stage between acts to play a double bass solo, also of his own
composition.  His music owes much to his compatriots Donizetti, Bellini and Verdi, whose
opera Aida he conducted at its première in Cairo.  In contrast to Dragonetti, Bottesini used
thinner strings, the highest being made of silk, as were the finest harp strings at that time.  In
order to give his instrument greater projection, he raised the pitch of the strings by a semitone,
a tone, or sometimes even higher.  This also prevented the silk strings from ‘spinning’ under
the bow.  As far as is known, he rarely played solos other than using this ‘solo scordatura’.

The physical size and shape of the instrument also varies more than that of any other member
of the string family – there are large ones, small ones, violin shaped ones, viol shaped ones
and many that have been enlarged or cut down over the years.  Some have been made by
recognised luthiers, but others by cabinet makers and even shipwrights!  It is hardly
surprising that there is no standardisation.

So, the musical historian is faced with a minefield of information, much of which is
apparently conflicting, and most of which leads the ambitious orchestral player wishing to
play solos, into controversial territory.  The lack of seriously good literature from the Classical
period probably came about because there were no great players that followed in the
footsteps of Dragonetti and his Viennese counterparts.  Added to which, cello technique was
developing apace with Haydn, Beethoven and later Schubert, Schumann, Mendelssohn and
Brahms, exploring its possibilities in string quartet and piano trio writing, not to mention their
very substantial sonatas that form the core of today’s recital repertoire.

All of which brings us to the present day and the selection of repertoire for this album.
Without exception the works here are played using standard ‘orchestral tuning’.  Whilst many
soloists prefer to use a ‘solo scordatura’, there is a view that this denies the instrument its true
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voice – the rich, warm and full sound that cannot be made by anything else.  Since the
immediate post Second World War days, when the mere possession of an instrument picked
up in a junk shop was a passport to employment, standards of playing have risen enormously.
In the early 1960s there were barely more than a handful of commercial recordings available,
Gary Karr and Ludwig Streicher leading the field; Karr with his youthful performance of an
arrangement of Paganini’s Moses Variations and Streicher with works by Sperger, Vanhal
and the Mozart concert aria with Walter Berry.  The advent of Karr’s Sound Post, a modest
journal which was to evolve into the International Society of Bassists, opened the field and
whilst there had been earlier bass newsletters in Europe in the early 20th century, his was the
first to achieve international status.  Double bass societies, competitions and workshops were
to spring up everywhere and today’s digital technology, the internet and above all YouTube,
have given world-wide access to everyone.

In the spirit of this international development, this present recording focuses on romantic
works from the 20th century that deserve greater recognition – most are original.  They
include fine examples from Russia, America, Hungary, Argentina and Great Britain.

 were written for, and dedicated
to, his almost exact contemporary Sergei Koussevitzky (1874-1951).  Born in Kiev, Glière
studied with Taneyev (1856-1915), Arensky (1861-1906) and Ippolitov-Ivanov (1859-1935).
His imaginatively scored symphonies owe much to the traditional Russian school of Borodin
and Glazunov but he is best remembered today as one of the founders of Soviet ballet with
Taras Bul’ba (1951-2) and Krasnïy mak (The Red Poppy 1926-7).

Koussevitzky enjoyed a remarkable reputation as a virtuoso double bassist before he
embarked on his conducting career.  His studies began in Moscow with the Czech teacher
Joseph Rambousek and as early as 1892 when he was just eighteen he was presented to
Tchaikovsky in his rooms at the Philharmonic School.  Here, as Moses Smith writes in his
biography, ‘he was accompanied by the composer at the piano and played his arrangement
of the from Tchaikovsky’s First String Quartet.’  His industry was legendary
and he successfully auditioned for the Bol’shoi Theatre orchestra, explaining to the judges
that ‘he always tuned his instrument a tone higher than customarily to get added brilliance
and clarity’.  Recital appearances in St Petersburg and other Russian cities were soon
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followed by his debut in Berlin (1903) where critics compared him favourably to Bottesini,
whilst also passing comment about the ‘paucity of solo repertoire for his instrument’.  When
the Viennese virtuoso and pedagogue Franz Simandl (1840-1912) was heard in Moscow
around this time, Koussevitzky was considered to be the superior player.  The present four
pieces by Glière date from this period and would have provided an ideal vehicle for
Koussevitzky to show his capabilities both as a romantic and as a stunning virtuoso able to
dazzle his salon audiences with a lightening tarantella.  Sadly they were not to feature among
his 1929 recordings which, albeit revealing a slightly rusty player, give considerable insight
into how agile he must have been in his prime – and there were no re-takes in those days!

Koussevitzky’s own compositions for the instrument have become standard repertoire over
the years and it is thought that Glière provided rather more than the orchestration for the
Concerto in F# minor that was first heard in Moscow in 1905 (probably composed in 1902).
Inevitably the double bass began to take a back seat and after he had conducted Glière’s
Symphony No.2 in Berlin in 1908, his debut with the Berlin Philharmonic Orchestra, one
critic wrote that Koussevitzky had become ‘an apostle of new music.  After this sample we
can understand how the double bass, with its limited literature, did not satisfy his nature;
how he strove for greater riches.’

The Swiss-born composer  spent much of his life in America, adopting
American citizenship in 1924.  After musical studies with Louis Rey (violin), Emile Jaques-
Dalcroze (composition) and Eugène Ysaÿe (violin), Bloch entered his father’s clock business,
doing a little conducting, lecturing on aesthetics at the Geneva Conservatory, and devoting
his spare time to composition.  He established a reputation as a ‘Jewish’ composer and his
deeply emotional music is grounded in quasi-Hebrew character, even though he only rarely
used authentic Hebrew material.  His early works, unashamedly romantic in style, have been
largely overshadowed by the ‘Jewish’ works that followed, but that still show the influence
of Strauss and Debussy.

Something of a polymath, besides being a composer and distinguished music educator,
Bloch enjoyed photography, was a lover of mushrooms, a collector and polisher of agates,
and a prolific letter writer.  Societies in his name were set up in both America and in London
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