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Concertgebouw, Musikverein and Konzerthaus Vienna, Essen, Berlin, Cologne. They made
several recordings most recently a recording of Belgian and French piano trios in cooperation
with Deutschlandfunk for AVI music.

The trio's international contacts have led to countless invitations for Catherine as chamber
music partner of musicians including Vladimir Mendelssohn, Nils Mönkemeyer, Vesselin
Paraschkevov, Nikolai Mintchev, Julius Beckesch, Yvan Podyomov, Johannes Fischer,
Philharmonic String-quintet of the Berliner Philharmoniker and Julian Prégardien. Also
performing frequently with me, she is an inspiring co-repetitior with my class at the Folkwang
University for the Arts in Essen, Germany.

In recent years, Catherine has also discovered the joy of musical education. Since 2010 she
leads a class of students majoring at the Folkwang University.

Niek de Groot
Thanks
Making a CD recording is, above all, a project where many are directly and indirectly involved.
Firstly, I wish to thank Catherine Klipfel and Maarten Elzinga for their patience, understanding
and invaluable musical support. Enormous gratitude also to Monica Armour without who’s help
the making of this CD, played on the only existing double bass by the Amati family, would never
have been possible.

We experienced a Zen-kind atmosphere at the Muziekgebouw Eindhoven who let us use their
fantastic Kleine Zaal and met all support at Nimbus Records where Rhys Ward guided us
through the process of bringing this recording to market.

Musical inspiration is, of course, for the biggest deal granted to the four composers and their
inspirers. However, all those musicians and audiences which one meets on the way, now and
in the past, play a continuous conscious and subconscious role. And not to forget the students

– the most critical of all – who are such a fantastic challenge and contribution to any musician's
life.

Last but not least my four children who had to endure again a lot of practice-time – and might
felt saved by that as well – but seem to be lovingly capable of filtering all the sounds from the
studio and constantly put things in perspective.

Niek de Groot
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Catherine Klipfel
Chamber music lovers may know Catherine Klipfel
as the pianist of the internationally awarded
Morgenstern Trio who's frequent trio performances
struck me for their personal and intense
expression. Catherine is the chamber music
partner everyone wishes for; emotional and
personal, still flexible and sensitive, and always a
treat to work with.

Born in Strasbourg she showed interest in dancing
and singing from an early age. Her parents, who
were not musicians themselves, still soon
recognized her special talents. They gave her the
opportunity to study at a young age in Metz, Essen,
Detmold and Cologne with Mireille Krier, Catherine
Vickers, Boris Bloch, Michael Keller, Dirk
Mommertz, Vesselin Paraschkevov and with the
Alban Berg Quartet.

As a soloist Catherine immediately gained big
success in the 'Best of NRW' series and with Bernd
Glemser in the Hexameron Concerts. She
performed as a soloist with several orchestras in
the Dortmunder Konzerthaus and the Essener
Philharmonie and was a prizewinner at the
Pantcho Vladigérov competition.

However, during her studies she decided to follow her big ambition for chamber music and in
2005 co-founded the Morgenstern Trio. This became the core of her artistic life. The trio has
been praised by audience and press alike for its high level of chamber music making and
technical brilliance. Most importantly though is the trio's constant desire to achieve common
expression and the always noticeable curiosity and the immediacy of the joy of playing keeps
the audience captivated. The Morgenstern Trio has become a household name and have
appeared on the most important stages in the world: Carnegie Hall, Kennedy Center, Royal
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 Johannes Brahms (1833-1897)
Sonata for piano and violoncello in E minor, op.38 (1862-1865)

 transcription Niek de Groot
1 Allegro non troppo  14.18
2 Allegretto quasi Menuetto – Trio  5.39
3 Allegro  6.45

 Sofia Gubaidulina (b.1931)
4 Sonata for double bass and piano (1975)  13.36

 Paul Hindemith (1895-1963)
Sonata for double bass and piano (1949)

5 Allegretto  2.33
6 Scherzo  1.41
7 Molto Adagio – Recitativo – Lied  8.54

 Pēteris Vasks (b.1946)
Sonata for solo double bass (1986)

8 Monologo  3.29
9 Fantasia  4.05
10 Toccata  4.30
11 Melodia  4.50

  Total playing time 70.24
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‘Hymne zur Verherrlichung des großen Joachim’ for two violins and double bass is the only
known chamber music piece by Johannes Brahms written for the double bass - a practical
joke for Joachim's birthday where Joachim was reportedly forced to play the bass part. Being
the son of a not very successful bass player and living at a time when the double bass obviously
couldn't keep up with the virtuoso musical climate, it is perfectly understandable that Brahms
would rather avoid writing for it.

On my search for the best possible repertoire the Sonata, op.38 has been a keystone in my
musical life, forcing me to find tonal and technical solutions to cope with its tremendous
expressiveness and beauty. It seems to be the only transcription of the big sonatas which
doesn’t need transposing, but can entirely be played in its original key and octave. I have made
only one adaptation in the development section of the first movement for clarity of harmony,
making use of the suggestions of Hugo Becker, who played the sonata with Brahms himself.

In 1862 Brahms arrived in Vienna for his first long stay there but secretly still hoping for a
position in Hamburg. A friend and patron there was Josef Gänsbacher, a singing professor and
a keen amateur cellist. In that summer he wrote him the first two movements of the sonata
and an Adagio, which was taken away later and is said to be turned into the Adagio of the
second cello sonata in F major. In this case a waste of course; just think how the starting
pizzicati of that movement would have sounded on a double bass! Only in 1865, the year his
mother died, did Brahms compose the third movement. The premiere followed soon after.

The fact the work is titled sonata ‘for piano und violoncello’ immediately indicates that the
piano's role extends much further than accompaniment. When poor Gänsbacher carefully
complained about the balance, Brahms, never afraid of placing himself above the world,
replied ‘Lucky for you too!’ and raged on.

As often in Brahms chamber-music, the first movement has a long-lined symphonic sonata
form and its main theme is based on the 4th Contrapunctus of the ‘Kunst der Fuge’ by his
beloved Bach. The second movement’s Minuet must be a clear result of Brahms careful
studies of music from the Renaissance up to the Mannheimer school. The Trio finds a delicate
blend of the two instruments through a fantastic unison use of the piano's right hand. Often
referred to as ‘the Fugue’ the third movement is based on Bach's theme of the 13th
Contrapunctus of the ‘Kunst der Fuge’. However, like the first movement, it is also in sonata
form, but with large fugal sections.
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Just a few years before I slowly started to get involved in chamber music festivals, and that
refined high-pixel music-making became my oxygen for the orchestra routine during most
spare time. It put me in contact with fantastic musicians and composers and the most diverse
repertoire. There really is so much great repertoire and yet still so much to discover. Together
with teaching, this became such an important part of my life that it was increasingly difficult to
combine that with the heavy orchestral workload. So, in 2006, I left the
Concertgebouworchestra where the torch was passed on to several great students.

One of the most difficult challenges in a bass players life is to find a good and reliable
instrument. Few were built and many destroyed mainly due to the instrument's non-ergonomic
sizes. Despite a hazy world of many ‘would be’ instruments I have been lucky enough to have
had the chance to play on some rare genuine examples by Ceruti, Candi and now the Amati for
which I have the lifelong playing privilege.

My main goal has always been to transcend the double bass to the same musical and technical
level as any other instrument. I hope this recording will contribute to that. As long as we stay
being the only instrument where at most competitions and auditions the use of historical
informed editions is forbidden and hopelessly outdated cadenzas are required, there is lot's of
work to be done!

For more information visit www.niekdegroot.nl

Niek de Groot
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Philharmonic Orchestra, which I left within a year for the principal position in the Bergen
Philharmonic Orchestra in Norway, next-door to Edvard Grieg's home. The graduation for my
solo diploma took place shortly afterwards, in fact, rather poorly planned the day after the
Dutch football team won the European Championships!

During the adventurous years in Norway I also took my first steps in authentic performance
practice with the Norwegian Baroque Orchestra and I later joined the unsurpassed Norwegian
Chamber Orchestra. The many tours there with Slava Rostropovich were not only musically very
inspiring, but traveling so close to him and his four-wheel drive Stevenson cello-case brought
us to all kind of hilarious airport adventures "Niek, a flight with our kind of instruments is like
a one-act opera!"

Still I felt somewhat handicapped with my playing skills, going on luck rather than knowledge.
I was also wondering if there was more behind the well protected limits of the double bass.
Happily enough the Bergen Orchestra granted me a sabbatical to study at the Banff Centre for
the Arts in Canada where I had lessons with many fascinating musicians including György
Sebok, Peter Donohoe, Laurence Lesser, David Breitman, Karen Tuttle, Steven Staryk and
Peter Damm. They all had one thing in common: they never accepted that anything was
impossible on the bass. This resulted in an ongoing urge to learn more and for that I attended
many inspirational master classes with cellists Frans Helmerson and Luìs Claret who were
friendly enough to let me join their elite troupes.

Back in Norway I was rewarded the Klæsted legacy with the connected debut recitals in Bergen
and Oslo. After more studying in Banff it was time for me to return to Amsterdam. Jeopardizing
the well being of my hands by building a houseboat, in 1993 I made my debut in
Concertgebouw's Kleine Zaal in the 'Young Dutch series' being the first bassist ever to give a
full solo recital there. I also gave many chamber music and other solo concerts, among them
very dear encounters with Kurtàg at tours with his Rückblick quartet and exiting meetings with
Stockhausen, rehearsing for the EMI 'Halt' recording with his son Markus.

Then in 1996 I had the privilege to become principal solo bass with the Royal Concertgebouw
Orchestra and simultaneously was appointed as Senior Professor for double bass at the
Folkwang University of the Arts in Essen, Germany. The latter thanks to the great help of some
colleagues who, against the odds that some claim the importance of becoming a bass-playing
musician lies in the way one holds the bow, managed to make me the first non-German bow
player to get such a position.
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I had the great opportunity to meet and work with Sofia Gubaidulina several times; some
years ago on her unsurpassed Bach Choral Meditation and more recently on her Sonata from
1975. By coincidence those encounters took place right after inspiring performances of
Schubert’s Trout Quintet, which she attended and received with much gratitude. She seemed
remarkably tall, strong but soft-spoken, very demanding on every detail, still also flexible. It was
touching to hear her question the quality of her work before we started working - like with
Kurtág, but not with Stockhausen! Yet, during the playing she was fully involved and continued
to make changes to the printed version, which makes me think how Bach, Mozart and
Schubert, to name a few, would likely still want to make changes and add details, if they just
had the chance - putting our Urtext-mania in a different light!

The Sonata is often on the verge of silence and with the darkest sounds. The instruments act
like two solitary cats, stalking each other, but not connecting in language or dynamic. Where
the double bass tries to untie itself by becoming more animated, the piano stays in its own
withdrawn world; as the bass evolves in an emotional cadenza the piano, not in the least
disturbed, reflects quietly until the two instruments find each other in a long descending coda.

Paul Hindemith’s Sonata for double bass and piano is a keystone of the bass repertoire being
the first original sonata for that combination by a well known composer. Hindemith wrote
sonatas for most instruments and although often described as rather severe, the sonatas for
low instruments written after World War II include influences from Hindemith’s years in the US,
even jazz, where he lived after he flew to Switzerland to escape from Nazism.

The Sonata was written on 17/18 August 1949 in Taos, New Mexico, were Hindemith and his
wife were enjoying a two-week holiday. There is nothing to explain why it was written at this
precise time, when Hindemith still had to prepare work for the Connecticut Academy, to
prepare six important public lectures to be delivered at Harvard University and to compose an
orchestral work for the Louisville Symphony Orchestra. One suggestion is that his publisher
(Schott & Co.) had asked him to write it. The sonata was rushed into print early in 1950 and
premiered in Vienna by Otto Ruhm (Principal Bass, Vienna Philharmonic) and Gerhard Ruhm
(piano) on 26 April 1950. A publication by the Hindemith Archives, however, suggests the
premiere was in fact on 20 April.

The Sonata is clearly structured and ‘durchkomponiert’: each of the three movements are
based on one theme of quarters and fifths. Short rhythmical and melodic interaction between
the two instruments occurs in the first movement and is followed by a dazzling quick game in
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the second. The third movement takes the listener to an entirely different world with a drawn
out and intense deep melody. After an emotional recitativo it ends with an innocent Lied.

The Sonata by Latvian composer Pēteris Vasks, written in 1986, is the only unaccompanied
Sonata on this CD, which gave Catherine Klipfel the time to fulfill her pregnancy and put her
first steps on the path of motherhood.

Being a bass player, as Vasks initially was, is not always a guarantee for developing a
successful career as a composer. In fact music written by ‘similar cases’ such as Bottesini and
Koussevitzky only seems to play a role in double bass mediocrity. However, Vasks’s decision
to dedicate his life to composing was certainly a good one. His works are now performed
worldwide and by the most famous musicians not least by his compatriot Gidon Kremer. Often
influenced by the struggle between people and nature, Vasks’s music incorporates Latvian
folksongs and has influences of minimalistic music but has never become attached to any
method or school. Instead he composes in his own recognizable and communicative voice.

Like Hindemith, Vasks’s Sonata also has a single theme returning in all four movements, in this
case based on minor seconds. The use of many, at the time new, playing techniques such as
playing col legno and on the tailpiece evolve in a very organic way. The fourth movement ends
with a scordatura to accompany the player singing.

© 2015 Niek de Groot
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Niek de Groot
After already fulfilling my conducting aspirations in
front of the radio at the age of three, my first
musical experiences existed of marching around
with my grandfather’s brass band sousaphone. At
ten I was talked into taking trumpet lessons in my
little hometown Middelburg. I was not quite aware
at the time how incredibly lucky I was as my
teacher turned out not only to be responsible for
the upbringing of several Dutch principal trumpets
but had played under von Karajan in Vienna and
with the Concertgebouworchestra. I was drilled
with the idea that it was always about the music
and not about the instrument, and this remained
the red thread of my musical life. At that time my
biggest problem was either practicing far too little
or far too much, but I was consistently drawn to the
beauty of classical music. Indeed, it helped me
through the hardest time of my life - school! The
wisest advise of the same teacher, however, came
when the only escape for me seemed to be to
become a professional musician “I’ll get you to the
conservatory, but with your embouchure you will
kill yourself. Change instrument!” So, as an
eighteen year old, what could I do? The solution
came in a split second when two professional substitute bass players in our youth orchestra
executed some breathtaking pizzicatos in a Rossini overture...

What followed was a catch-up race, working with several teachers and at many institutions.
After doing my share in most national and international youth orchestras - a splendid six week
world tour under Bernstein and Abbado included - I found myself the bassist of the Nieuw
Ensemble for contemporary music, experimenting furiously and pushing all limits. Here I
witnessed closely the first steps of György Kurtàg, and Tan Dun and the Chinese gang in
Western Europe. One year later I got a job as co-principal bass in the newly merged Netherlands
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CATHERINE KLIPFEL
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THE SONATAS

Johannes Brahms (1833-1897)
1-3 Sonata for piano and cello, op.38 (1862-1865)
 transcription Niek de Groot

Sofia Gubaidulina (b.1931)
4 Sonata for double bass and piano (1975)

Paul Hindemith (1895-1963)
5-7 Sonata for double bass and piano (1949)

Pēteris Vasks (1946)
8-11 Sonata for solo double bass (1986)

Total playing time 70.24


