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Tchaikovsky String Quartet in E flat minor

WHLive0010

YSAŸE QUARTET
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JEAN-PHILIPPE RAMEAU (1683–1764)

Gavotte variée (c.1728)

This is the final piece in the Suite in A minor which makes

up the first part of Rameau’s Nouvelles suites de pièces de
clavecin, published in 1728. Several of the other pieces

in this collection have inventively descriptive titles (La
triomphante, Fanfarinette), some have technical concerns

(Les trois mains, L’enharmonique), while others, like this

Gavotte, are based on the standard French baroque dance-

forms. In his introduction to the first edition, Rameau

points out that the theme of this Gavotte should be played

slowly: it’s a simple (though hugely ornamented) tune in A minor, which is ideally

suited to variation treatment. The six variations, or doubles, which follow are

entertaining exercises which retain the Gavotte’s chordal progress and melody

more or less intact. The first two feature running semiquavers in the treble and

bass respectively, while the third puts them in a tenor register in between. The

fourth double is based on quick repeated notes, and in the final two the

semiquaver figurations call for wide leaps in the right and left hands respectively.

JOSEPH HAYDN (1732–1809)

Piano Sonata in E minor HXVI:34 (c.1784)

Presto; Adagio —; Vivace molto, innocentemente
Unlike most of Haydn’s mature keyboard sonatas, this work did not form part of a

set. It was first published on its own in London in January 1784, though it seems

likely that it was written a few years previously; the most likely date is 1781 or

1782, around the same time as the Op. 33 string quartets. Although it’s in a minor

key, the mood of this sonata is far removed from the Sturm und Drang intensity of

the C minor Sonata (HXVI:20) and the nimble drama of the B minor Sonata

(HXVI:32), both of which preceded it. The first movement has an unusually fast

marking, Presto, and in its
!" interplay between the two hands is somewhat remini-

scent of Scarlatti. The development makes use of the two principal rhythmic tags,
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and leads ingeniously back to E minor for a sub-

stantial recapitulation plus coda. There follows a

G major Adagio, also in sonata form, in which a

single, florid melodic line in right-hand demisemi-

quavers is underpinned by the barest of chordal

accompaniments (usually just one or two notes). The

expected G major conclusion takes an unexpected

turn to lead us straight into the finale, a perky rondo

in E minor. The main theme is decorated on each of

its two reappearances and in between Haydn sub-

jects a major-key variant of it to similar treatment.

The final bars are a triumph of understatement.

PAUL HINDEMITH (1895–1963)

Piano Sonata No. 3 in B flat major (1936)

Ruhig bewegt; Sehr lebhaft; Mässig schnell; Fuge: Lebhaft
This is the last and best-known of the group of three piano

sonatas which Hindemith composed in 1936, just two

years before he left Germany. Unlike the huge output of

duo sonatas which kept him busy for much of the

subsequent decade, these are not works aimed at the

competent amateur – a quick glance at the second or

fourth movements of the Third Sonata will give most

hands quite enough to be going on with. In comparing

Hindemith’s approach to textural density with that of his

antithesis Webern, Glenn Gould (in an articulate and

entertaining defence of Hindemith’s piano sonatas)

contrasted Webern’s ‘parsimonious pointalism’ with Hindemith’s ‘value for

money’. But this is not to say that the notes have no value: in both structural and

harmonic terms this sonata is indicative of a new (though idiosyncratic)

classicism which became increasingly significant in Hindemith’s music during the

1930s and ’40s. The first movement, for example, is a gentle 
!" sicilienne of a very
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or liberation, distortion or true imagination, call it what you will (and it could

change with chameleon-like rapidity from concert to concert), such artistry is not

for timid souls, though it could illuminate a composer’s score with pin-point

clarity, subtlety and relevance. 

True, there were times when Cherkassky’s impish delight in difference

virtually conjured the composer out of existence. He, after all, came from an era

when the pianist was at least as important as the composer. For him the cult of

authenticity, of musical-political correctness, is inauthentic, the notion that music

should be allowed to speak for itself no less beside the point. Music has always

required a spokesman, one capable of maximum eloquence and exuberance who

leaves his indelible mark on everything he plays.

For Cherkassky every concert was an opportunity to relish and experience

anew, to confront infinite rather than finite possibilities. Acknowledgement of his

unique status came late in his native America (Cherkassky, though based in

London for many years, retained his American citizenship) but elsewhere his

unique presence was more than celebrated. And here, live and on record, we

can once more savour his inimitable personality to the full. Cherkassky himself

remained bemused by his celebrity. Enthusiastic to the last regarding other

pianists (notably Martha Argerich) he remained diffident and enigmatic during

many conversations regarding his own genius. Asked to explain he said: ‘I never

think about technique, that is why I could never teach, not for one minute.

Actually, I just play the way I play.’

Finally and unforgettably in his encore Cherkassky returned us to the land of

his birth. Tchaikovsky may have taken a dim view of his piano works, referring to

The Seasons as ‘so many musical pancakes quickly tossed and served’. But such

disparagement reflects his own chronic insecurity rather than a true estimate of

his music’s worth. And I like to think that had Tchaikovsky heard Cherkassky’s

performance of October, his ‘Song of Autumn’, he would have been lost in wonder

at a rendition where every note is made worth its weight in gold. Here, Cherkassky

plays with a cantabile of such piercing intensity that he evokes the greatest

Russian singers. Such playing truly evokes another time, another place, and tells

us that Cherkassky was not merely part of a long-lost Romantic tradition. He was,

quite simply, unique.

Bryce Morrison C 2007
10
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agreeable kind. No key signature is used, but there is a definite orientation

towards B flat, and as if to make this explicit the movement ends with a plain

chord of B flat major (as do two of the other movements). Next there’s a racy

scherzo (marked ‘very lively’) which seems obsessive in its bar-by-bar repetition

of one rhythmic cell. The third movement acts in some ways as a slow movement,

though it isn’t that slow. But it builds up a good deal of intensity in its outer

sections, which frames a slow fugato. It’s this passage which reappears note-for-

note (at a faster tempo) 65 bars into the fugal finale. Hindemith then takes the

inevitable course for a keen contrapuntalist: the two fugue subjects (he has

already taken the precaution of making them rhythmically and melodically

similar) are combined in a powerful and exhilarating peroration.

FRYDERYK CHOPIN (1810–1849)

Ballade No. 3 in A flat major Op. 47 (1840–41)

Nocturne in F sharp minor Op. 48 No. 2 (1841)

Mazurka in F sharp minor Op. 59 No. 3 (1845)

Mazurka in G major Op. 67 No. 1 (1835)

Chopin’s A flat major Ballade is the most refined and least dramatic of the four

which he wrote between 1831 and 1842. Although Chopin was not drawn to

programme music, it has been suggested (by Schumann, among others), that the

Ballades do indeed have a narrative structure, in this instance along the lines of

Adam Mickiewicz’s poem Ondine. It’s easy to imagine the dialogue of a young

man and a water-goblin in the tender conversation between the hands heard in

the opening theme, and to hear the sound of a stream in the flowing semiquavers

which accompany its return later on. The central section is also in a gentle 
!", and

proves itself capable of either lilting charm or grand statement. Only at the end

does the music shift up a gear, ending affirmatively and joyously in the major. 

The Nocturne in F sharp minor also inhabits a world of calm repose, though

here there is more than a whiff of melancholy about the descending quavers of

the main theme. Chopin moves to the dominant, D flat (i.e. C sharp), for the more

4
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affirmative central section. When we return to

the home key the atmosphere and material are

somehow changed, and the final bars lead into

a quietly consoling F sharp major.

Another form to which Chopin kept returning

during his relatively brief career was the

Mazurka. The later sets, such as Op. 59 (first

published in 1845) show a more mellow, less

volatile side of these three-in-a-bar folk dances.

The F sharp minor Mazurka is typical of this later

style, with elegance of melody being prized

above sharpness of rhythmic characterization:

were it not for the frequent accents on the last

beat of the bar in the middle section, this could

almost be a waltz. The imitative return to the main theme is ingeniously seamless

and the piece ends with a coda in the major. A livelier piece is the G major

Mazurka Op. 67 No. 1 which actually dates from 1835 (the Op. 67 set was

published posthumously in 1855). It is a buoyant miniature, which Chopin later

transcribed for the voice of Pauline Viardot.

LENNOX BERKELEY (1903–1989)

Prelude No. 5 from Six Preludes Op. 23 (1945)

Prelude No. 6 from Six Preludes Op. 23 (1945)

Polka Op. 5 (c. 1934)

Sir Lennox Berkeley has been generous to pianists – there are many solo works,

including one of the best British piano sonatas of the twentieth century, as well

as two solo concertos and another one for two pianos, mostly now available on

CD. Berkeley admired Mozart, Chopin and Ravel, and it shows in the sympathetic

way he approached the piano. The Six Preludes were originally commissioned in

1944 as interludes between radio programmes and they turned out to be

delightful miniatures reflecting different aspects of Berkeley’s personal and

recognizable style at a vintage period.

5

SHURA CHERKASSKY (1909–1995)

A tribute
If any pianist ever earned the epithet ‘unique’ it was Shura Cherkassky. Born in

Odessa in 1909 he studied with Josef Hofmann and inherited a Romantic tradition

which he turned to superb advantage.

Such a tradition, unlike today’s more puritan ethic, emphasized spontaneity,

an element of risk or chance, charm and idiosyncrasy, supported by a catholic

range and transcendental technique rarely encountered now. And by technique I

do not mean the mechanical expertise of many contemporary young clinicians of

the keyboard but a capacity to turn a black and white score into a myriad lights

and colours and, above all, to make a seemingly percussive and recalcitrant piano

into a singing instrument. As one writer so engagingly put it after a performance

of a Chopin Nocturne: ‘Cherkassky clothed it in such velvety sonority you wanted

to tie it up and take it home with you.’ 

For others, too, Cherkassky’s playing was like ‘an act of revelry’ and a sheer

joyousness ‘absent from more learned expositions’. Again, ‘in an age when even

top-flight virtuosos seem interchangeably excellent Cherkassky stands apart as a

treasured iconoclast’. Even more pertinently, ‘with Cherkassky all you could be

sure of was that you couldn’t be sure’. And here in this 1993 Wigmore Hall recital,

given two years before his death, Cherkassky’s ever-youthful magic enlivens every

page of his chosen composers, turning even their wildest imaginings topsy-turvy.

The teasing lightness and vivacity of his Rameau and Haydn are a far cry from a

more familiar academic gloss, and if anyone could convince you that Hindemith

was more multi-faceted than dourly teutonic it was Cherkassky. His Chopin

and Liszt (always at the heart of his vast repertoire) shows that naughty asides –

sudden twinkles in a serious discourse – were just as important to him as

continuity. His Lennox Berkeley (particularly in the Polka’s vaudeville antics)

would surely have delighted rather than piqued a composer used to a more

conventional view of his gallic elegance and understatement.

Here, even more than on many other memorable occasions, it is never a

case of taking ‘the mixture as before’. After these performances you may feel

‘bewitched, bothered and bewildered’ but you are hardly left indifferent. Caprice

8

b55267.qxd  19/12/2006  18:57  Page 8



Hungarian folk instrument the cimbalom. It is entirely understandable that pieces

like this earned Liszt the reputation of being a vulgar showman: and it is the

vulgarity which makes it such fun.

encore
PYOTR ILYICH TCHAIKOVSKY (1840–1893)

October: Chanson d’automne from The Seasons (1876)

As a lyrical encore – almost a poignant farewell – Shura Cherkassky plays one of

the finest pieces from Tchaikovsky’s collection The Seasons (sometimes more

literally called ‘The Months’). October’s ‘Autumn song’ is a beautifully crafted

meditation, its yearning melodic line and fragments of counter-themes seemingly

suspended in time. 

Stephen Maddock C 2007

No. 5 sounds rather like a musical box but

there is nothing obvious about its rhythmic patterns

based on seven beats in a bar. Its winding-down

ending leads naturally into No. 6, which is a lyric

piece – a cross between a siciliano and a blues,

which the composer regarded as an epilogue to the

whole set. Berkeley himself was the most kindly and

generous person you could ever meet. Having known

him for many years, I find it difficult not to hear this

Prelude in A flat major as a kind of self-portrait with

his own fingerprints in every bar.

Another aspect of Berkeley – the young man who studied in Paris with Nadia

Boulanger after Oxford – comes through in the infectious high spirits of the Polka

(1934). This first made a hit in the original two-piano version which was played by

Ethel Bartlett and Rae Robertson in the late 1930s and it is easy to see why.

FRANZ LISZT (1811–1886)

Hungarian Rhapsody No. 2 in C sharp minor (1847)

Of the nineteen Hungarian Rhapsodies which Liszt composed from the 1940s

onwards, this is perhaps the best known. It is easy to hear why: quite apart from

the pianistic high-jinks and downright showing off common to much of Liszt’s

music, it is also made of the sort of irritatingly catchy tune which is difficult to get

out of one’s head. There are, of course, lots of

learned ethnomusicological issues as to whether this

gypsy style (like that of Brahms) represents genuine

Hungarian folk music or whether (as Bartók argued) it

is merely based on a nineteenth-century middle-

class pastiche of folk music, as performed by

gypsies. Suffice it to say that this Rhapsody is in the

bipartite form (Lassan/slow – Friska/fast) which

Bartók used for his own rhapsodies, and that it

makes reference to the sound of that archetypal

6 7

Produced by Misha Donat

Remastering by Tony Faulkner

Recorded live at Wigmore Hall, London, 29 October 1993

Director: John Gilhooly

Wigmore Hall Live — General Manager: Helen Peate; Head of Sales and Marketing: Claire Hargrove
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Hungarian folk instrument the cimbalom. It is entirely understandable that pieces
like this earned Liszt the reputation of being a vulgar showman: and it is the
vulgarity which makes it such fun.

encore
PYOTR ILYICH TCHAIKOVSKY (1840–1893)

October: Chanson d’automne from The Seasons (1876)

As a lyrical encore – almost a poignant farewell – Shura Cherkassky plays one of
the finest pieces from Tchaikovsky’s collection The Seasons (sometimes more
literally called ‘The Months’). October’s ‘Autumn song’ is a beautifully crafted
meditation, its yearning melodic line and fragments of counter-themes seemingly
suspended in time. 

Stephen Maddock C 2007

No. 5 sounds rather like a musical box but
there is nothing obvious about its rhythmic patterns
based on seven beats in a bar. Its winding-down
ending leads naturally into No. 6, which is a lyric
piece – a cross between a siciliano and a blues,
which the composer regarded as an epilogue to the
whole set. Berkeley himself was the most kindly and
generous person you could ever meet. Having known
him for many years, I find it difficult not to hear this
Prelude in A flat major as a kind of self-portrait with
his own fingerprints in every bar.

Another aspect of Berkeley – the young man who studied in Paris with Nadia
Boulanger after Oxford – comes through in the infectious high spirits of the Polka
(1934). This first made a hit in the original two-piano version which was played by
Ethel Bartlett and Rae Robertson in the late 1930s and it is easy to see why.

FRANZ LISZT (1811–1886)

Hungarian Rhapsody No. 2 in C sharp minor (1847)

Of the nineteen Hungarian Rhapsodies which Liszt composed from the 1940s
onwards, this is perhaps the best known. It is easy to hear why: quite apart from
the pianistic high-jinks and downright showing off common to much of Liszt’s
music, it is also made of the sort of irritatingly catchy tune which is difficult to get
out of one’s head. There are, of course, lots of
learned ethnomusicological issues as to whether this
gypsy style (like that of Brahms) represents genuine
Hungarian folk music or whether (as Bartók argued) it
is merely based on a nineteenth-century middle-
class pastiche of folk music, as performed by
gypsies. Suffice it to say that this Rhapsody is in the
bipartite form (Lassan/slow – Friska/fast) which
Bartók used for his own rhapsodies, and that it
makes reference to the sound of that archetypal
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affirmative central section. When we return to
the home key the atmosphere and material are
somehow changed, and the final bars lead into
a quietly consoling F sharp major.

Another form to which Chopin kept returning
during his relatively brief career was the
Mazurka. The later sets, such as Op. 59 (first
published in 1845) show a more mellow, less
volatile side of these three-in-a-bar folk dances.
The F sharp minor Mazurka is typical of this later
style, with elegance of melody being prized
above sharpness of rhythmic characterization:
were it not for the frequent accents on the last
beat of the bar in the middle section, this could

almost be a waltz. The imitative return to the main theme is ingeniously seamless
and the piece ends with a coda in the major. A livelier piece is the G major
Mazurka Op. 67 No. 1 which actually dates from 1835 (the Op. 67 set was
published posthumously in 1855). It is a buoyant miniature, which Chopin later
transcribed for the voice of Pauline Viardot.

LENNOX BERKELEY (1903–1989)

Prelude No. 5 from Six Preludes Op. 23 (1945)

Prelude No. 6 from Six Preludes Op. 23 (1945)

Polka Op. 5 (c. 1934)

Sir Lennox Berkeley has been generous to pianists – there are many solo works,
including one of the best British piano sonatas of the twentieth century, as well
as two solo concertos and another one for two pianos, mostly now available on
CD. Berkeley admired Mozart, Chopin and Ravel, and it shows in the sympathetic
way he approached the piano. The Six Preludes were originally commissioned in
1944 as interludes between radio programmes and they turned out to be
delightful miniatures reflecting different aspects of Berkeley’s personal and
recognizable style at a vintage period.

5

SHURA CHERKASSKY (1909–1995)

A tribute
If any pianist ever earned the epithet ‘unique’ it was Shura Cherkassky. Born in
Odessa in 1909 he studied with Josef Hofmann and inherited a Romantic tradition
which he turned to superb advantage.

Such a tradition, unlike today’s more puritan ethic, emphasized spontaneity,
an element of risk or chance, charm and idiosyncrasy, supported by a catholic
range and transcendental technique rarely encountered now. And by technique I
do not mean the mechanical expertise of many contemporary young clinicians of
the keyboard but a capacity to turn a black and white score into a myriad lights
and colours and, above all, to make a seemingly percussive and recalcitrant piano
into a singing instrument. As one writer so engagingly put it after a performance
of a Chopin Nocturne: ‘Cherkassky clothed it in such velvety sonority you wanted
to tie it up and take it home with you.’ 

For others, too, Cherkassky’s playing was like ‘an act of revelry’ and a sheer
joyousness ‘absent from more learned expositions’. Again, ‘in an age when even
top-flight virtuosos seem interchangeably excellent Cherkassky stands apart as a
treasured iconoclast’. Even more pertinently, ‘with Cherkassky all you could be
sure of was that you couldn’t be sure’. And here in this 1993 Wigmore Hall recital,
given two years before his death, Cherkassky’s ever-youthful magic enlivens every
page of his chosen composers, turning even their wildest imaginings topsy-turvy.
The teasing lightness and vivacity of his Rameau and Haydn are a far cry from a
more familiar academic gloss, and if anyone could convince you that Hindemith
was more multi-faceted than dourly teutonic it was Cherkassky. His Chopin
and Liszt (always at the heart of his vast repertoire) shows that naughty asides –
sudden twinkles in a serious discourse – were just as important to him as
continuity. His Lennox Berkeley (particularly in the Polka’s vaudeville antics)
would surely have delighted rather than piqued a composer used to a more
conventional view of his gallic elegance and understatement.

Here, even more than on many other memorable occasions, it is never a
case of taking ‘the mixture as before’. After these performances you may feel
‘bewitched, bothered and bewildered’ but you are hardly left indifferent. Caprice
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agreeable kind. No key signature is used, but there is a definite orientation
towards B flat, and as if to make this explicit the movement ends with a plain
chord of B flat major (as do two of the other movements). Next there’s a racy
scherzo (marked ‘very lively’) which seems obsessive in its bar-by-bar repetition
of one rhythmic cell. The third movement acts in some ways as a slow movement,
though it isn’t that slow. But it builds up a good deal of intensity in its outer
sections, which frames a slow fugato. It’s this passage which reappears note-for-
note (at a faster tempo) 65 bars into the fugal finale. Hindemith then takes the
inevitable course for a keen contrapuntalist: the two fugue subjects (he has
already taken the precaution of making them rhythmically and melodically
similar) are combined in a powerful and exhilarating peroration.

FRYDERYK CHOPIN (1810–1849)

Ballade No. 3 in A flat major Op. 47 (1840–41)

Nocturne in F sharp minor Op. 48 No. 2 (1841)

Mazurka in F sharp minor Op. 59 No. 3 (1845)

Mazurka in G major Op. 67 No. 1 (1835)

Chopin’s A flat major Ballade is the most refined and least dramatic of the four
which he wrote between 1831 and 1842. Although Chopin was not drawn to
programme music, it has been suggested (by Schumann, among others), that the
Ballades do indeed have a narrative structure, in this instance along the lines of
Adam Mickiewicz’s poem Ondine. It’s easy to imagine the dialogue of a young
man and a water-goblin in the tender conversation between the hands heard in
the opening theme, and to hear the sound of a stream in the flowing semiquavers
which accompany its return later on. The central section is also in a gentle !", and
proves itself capable of either lilting charm or grand statement. Only at the end
does the music shift up a gear, ending affirmatively and joyously in the major. 

The Nocturne in F sharp minor also inhabits a world of calm repose, though
here there is more than a whiff of melancholy about the descending quavers of
the main theme. Chopin moves to the dominant, D flat (i.e. C sharp), for the more

4
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and leads ingeniously back to E minor for a sub-
stantial recapitulation plus coda. There follows a
G major Adagio, also in sonata form, in which a
single, florid melodic line in right-hand demisemi-
quavers is underpinned by the barest of chordal
accompaniments (usually just one or two notes). The
expected G major conclusion takes an unexpected
turn to lead us straight into the finale, a perky rondo
in E minor. The main theme is decorated on each of
its two reappearances and in between Haydn sub-
jects a major-key variant of it to similar treatment.
The final bars are a triumph of understatement.

PAUL HINDEMITH (1895–1963)

Piano Sonata No. 3 in B flat major (1936)

Ruhig bewegt; Sehr lebhaft; Mässig schnell; Fuge: Lebhaft
This is the last and best-known of the group of three piano
sonatas which Hindemith composed in 1936, just two
years before he left Germany. Unlike the huge output of
duo sonatas which kept him busy for much of the
subsequent decade, these are not works aimed at the
competent amateur – a quick glance at the second or
fourth movements of the Third Sonata will give most
hands quite enough to be going on with. In comparing
Hindemith’s approach to textural density with that of his
antithesis Webern, Glenn Gould (in an articulate and
entertaining defence of Hindemith’s piano sonatas)
contrasted Webern’s ‘parsimonious pointalism’ with Hindemith’s ‘value for
money’. But this is not to say that the notes have no value: in both structural and
harmonic terms this sonata is indicative of a new (though idiosyncratic)
classicism which became increasingly significant in Hindemith’s music during the
1930s and ’40s. The first movement, for example, is a gentle !" sicilienne of a very
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or liberation, distortion or true imagination, call it what you will (and it could
change with chameleon-like rapidity from concert to concert), such artistry is not
for timid souls, though it could illuminate a composer’s score with pin-point
clarity, subtlety and relevance. 

True, there were times when Cherkassky’s impish delight in difference
virtually conjured the composer out of existence. He, after all, came from an era
when the pianist was at least as important as the composer. For him the cult of
authenticity, of musical-political correctness, is inauthentic, the notion that music
should be allowed to speak for itself no less beside the point. Music has always
required a spokesman, one capable of maximum eloquence and exuberance who
leaves his indelible mark on everything he plays.

For Cherkassky every concert was an opportunity to relish and experience
anew, to confront infinite rather than finite possibilities. Acknowledgement of his
unique status came late in his native America (Cherkassky, though based in
London for many years, retained his American citizenship) but elsewhere his
unique presence was more than celebrated. And here, live and on record, we
can once more savour his inimitable personality to the full. Cherkassky himself
remained bemused by his celebrity. Enthusiastic to the last regarding other
pianists (notably Martha Argerich) he remained diffident and enigmatic during
many conversations regarding his own genius. Asked to explain he said: ‘I never
think about technique, that is why I could never teach, not for one minute.
Actually, I just play the way I play.’

Finally and unforgettably in his encore Cherkassky returned us to the land of
his birth. Tchaikovsky may have taken a dim view of his piano works, referring to
The Seasons as ‘so many musical pancakes quickly tossed and served’. But such
disparagement reflects his own chronic insecurity rather than a true estimate of
his music’s worth. And I like to think that had Tchaikovsky heard Cherkassky’s
performance of October, his ‘Song of Autumn’, he would have been lost in wonder
at a rendition where every note is made worth its weight in gold. Here, Cherkassky
plays with a cantabile of such piercing intensity that he evokes the greatest
Russian singers. Such playing truly evokes another time, another place, and tells
us that Cherkassky was not merely part of a long-lost Romantic tradition. He was,
quite simply, unique.

Bryce Morrison C 2007
10

b55267.qxd  19/12/2006  18:57  Page 10



Chamber music on Wigmore Hall Live
Available from all good record shops and from www.wigmore-hall.org.uk/live

11

NASH ENSEMBLE
Beethoven Clarinet Trio in B flat
Mendelssohn Octet
WHLive0001

ARDITTI QUARTET
Nancarrow String Quartet No. 3
Ligeti String Quartet No. 2
Dutilleux String Quartet ‘Ainsi la nuit’
WHLive0003

ACADEMY OF ANCIENT MUSIC
Concerti and Concerti Grossi by
Handel, J S Bach and Vivaldi
WHLive0005

NASH ENSEMBLE
Schumann Märchenerzählungen
Moscheles Fantasy, Variations & Finale
Brahms Clarinet Quintet in B minor
WHLive0007

KOPELMAN QUARTET
Schubert String Quartet in D minor, 

‘Death and the Maiden’
Tchaikovsky String Quartet in E flat minor
WHLive0010

YSAŸE QUARTET
Debussy String Quartet in G minor
Stravinsky Concertino; Three Pieces
Fauré String Quartet Op. 121
WHLive0012

JEAN-PHILIPPE RAMEAU (1683–1764)

Gavotte variée (c.1728)

This is the final piece in the Suite in A minor which makes
up the first part of Rameau’s Nouvelles suites de pièces de
clavecin, published in 1728. Several of the other pieces
in this collection have inventively descriptive titles (La
triomphante, Fanfarinette), some have technical concerns
(Les trois mains, L’enharmonique), while others, like this
Gavotte, are based on the standard French baroque dance-
forms. In his introduction to the first edition, Rameau
points out that the theme of this Gavotte should be played

slowly: it’s a simple (though hugely ornamented) tune in A minor, which is ideally
suited to variation treatment. The six variations, or doubles, which follow are
entertaining exercises which retain the Gavotte’s chordal progress and melody
more or less intact. The first two feature running semiquavers in the treble and
bass respectively, while the third puts them in a tenor register in between. The
fourth double is based on quick repeated notes, and in the final two the
semiquaver figurations call for wide leaps in the right and left hands respectively.

JOSEPH HAYDN (1732–1809)

Piano Sonata in E minor HXVI:34 (c.1784)

Presto; Adagio —; Vivace molto, innocentemente
Unlike most of Haydn’s mature keyboard sonatas, this work did not form part of a
set. It was first published on its own in London in January 1784, though it seems
likely that it was written a few years previously; the most likely date is 1781 or
1782, around the same time as the Op. 33 string quartets. Although it’s in a minor
key, the mood of this sonata is far removed from the Sturm und Drang intensity of
the C minor Sonata (HXVI:20) and the nimble drama of the B minor Sonata
(HXVI:32), both of which preceded it. The first movement has an unusually fast
marking, Presto, and in its !" interplay between the two hands is somewhat remini-
scent of Scarlatti. The development makes use of the two principal rhythmic tags,
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A R C H I V E

A BBC recording

pianoShura Cherkassky

Works by Rameau, Haydn 
Chopin, Liszt, Hindemith

and Lennox Berkeley

Shura Cherkassky piano
Recorded live at Wigmore Hall, London, on 29 October 1993

JEAN-PHILIPPE RAMEAU
01 Gavotte variée (from Suite in A minor) 07.37

JOSEPH HAYDN
Piano Sonata in E minor HXVI:34 11.42

02 Presto 03.41
03 Adagio — 04.01
04 Vivace molto, innocentemente 03.57

PAUL HINDEMITH
Piano Sonata No. 3 in B flat major 17.57

05 Ruhig bewegt 04.23
06 Sehr lebhaft 02.41
07 Mässig schnell 05.46
08 Fuge: Lebhaft 05.02

FRYDERYK CHOPIN
09 Ballade No. 3 in A flat major Op. 47 07.21
10 Nocturne in F sharp minor Op. 48 No. 2 07.50
11 Mazurka in F sharp minor Op. 59 No. 3 03.02
12 Mazurka in G major Op. 67 No. 1 01.27

SIR LENNOX BERKELEY
13 Prelude No. 5 (from Six Preludes Op. 23) 01.58
14 Prelude No. 6 (from Six Preludes Op. 23) 02.06
15 Polka Op. 5 01.54

FRANZ LISZT
16 Hungarian Rhapsody No. 2 in C sharp minor 08.39

encore
PYOTR ILYICH TCHAIKOVSKY

17 October: Chant d’automne (from The Seasons) 04.57

Total time: 76.45

WHLive0014
Made & Printed in England
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