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‘A perfect illustration of the fact that he played pieces that he enjoyed, and communicated that
enjoyment to the audience. He thrived in a live situation, where his imaginative way with the
music could be caught on the wing’ (BBC Music Magazine) ‘Cherkassky’s way with 18th-century
music might seem cavalier in this purist age, but his Chopin is simply glorious, and his Liszt
dazzling though never vulgar. The man’s mercurial personality is apparent on every track and he
plays with such athletic dexterity that it’s hard to believe he was in his 80s when the broadcast
was made’ (The Guardian) ‘incomparable energy and technical wizardry’ (The Daily Telegraph)

LUDWIG VAN BEETHOVEN (1770–1827)
Piano Sonata No. 28 in A major Op. 101 (1816)
Etwas lebhaft und mit der innigsten Empfindung
Lebhaft, marschmäßig
Langsam und sehnsuchtsvoll – Zeitmaß des ersten Stückes – 
Geschwinde, doch nicht zu sehr, und mit Entschlossenheit

None of Beethoven’s sonatas exerted a stronger influence on later nineteenth-
century composers of the Romantic generation than Op. 101, with its cyclic form
and its quiet opening bars which seem to impart the effect of music beginning
in mid-stream. Mendelssohn lovingly modelled his fine E major Sonata Op. 6 on
Beethoven’s work; Wagner cited its opening movement as an ideal example of
‘endless melody’; and Schumann was captivated by its march-like second
movement – the prototype of the middle movement of his own Fantasy Op. 17, and
of the finale of the Etudes symphoniques. 

The magical beginning of Beethoven’s sonata, as though with the answer to
some suppressed statement, is one that enables him later in the piece to allow
the recapitulation to steal in equally unannounced, as part of a continuing musical
sequence. So much in medias res does the work begin that the tonic chord of
A major is not sounded at all until the second half of the recapitulation. The sonata
begins, in fact, with the chord of the dominant – E major; and Beethoven is further
able to capitalise on this off-tonic beginning much later in the sonata, at the point
where the opening theme makes a return, as a transition to the finale. 

The reprise of the sonata's opening bars follows a slow movement – a slow
introduction to the finale would be a more accurate description – which is one
of Beethoven's great tragic pages. It is an ornate, deeply felt aria in the key of A
minor which culminates in a wonderful chain of slowly descending, world-weary
diminished chords which eventually resolves onto the chord of E major. The sound
of E major is then prolonged by means of a cadenza which simply dissolves into the
opening chord of the first movement's theme. The reminiscence is one that seems
to come from afar: gone are the ‘hairpin’ crescendo and diminuendo of its opening
phrase, and in their place stands the word dolce. (The preceding slow introduction
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had been played una corda – with the soft pedal – and the pedal had been lifted
gradually during the final notes of the cadenza. The Italian inscription over the start
of the reprise of the first movement’s theme reads tutto il Cembalo, ma piano.)
Moreover, the melody’s phrases are now separated by silences, and its final falling
phrase is repeated over and over again in a crescendo which provides a link to the
exultant finale itself. Why this insistence on that tiny phrase? Its three descending
notes – E, C !, B – clearly foreshadow the main theme of the finale itself; and so
Beethoven unifies the entire sonata by using its opening theme as a pivot, glancing
simultaneously both back and forwards.

The finale’s central development section is written in the style of a fugue. It
is one whose intricate writing presents the player with almost as much of a
technical challenge as the fugal writing in the finale of the ‘Hammerklavier’ Sonata
Op. 106, and it reaches a powerful climax with the left hand firmly anchored on a
bottom E. This note was lower than any Beethoven had previously used in his piano
music (though it was to be surpassed by the low C found both in the ‘Hammer-
klavier’ Sonata’s finale and at the end of the opening movement of Op. 111), and
in view of the large number of ledger-lines involved in its notation, he instructed
the publisher, Tobias Haslinger, to print the letter-names beneath the notes of the
left-hand chords. Haslinger, however, went no further than to place the inscription
‘Contra E’ below the first chord. The passage presents a series of diminished chords
resolving onto a long E major arpeggio which ascends the whole length of the
keyboard. The recapitulation then emerges out of this long-spun arpeggio. It is
clear, then, that Beethoven’s intention was to revisit, in a vastly altered form, the
transition between the slow introduction and the start of the finale.

The finale contains further elements that serve to unify the work as a whole. Its
second subject is in the style of a march, complete with the sound of distant horns,
which may already remind us of the sonata’s middle movement; and in the coda
Beethoven takes a momentary but startling plunge into F major – the second
movement’s key. That key, together with the full-blooded sonority of the march
itself, had come as a profound shock following the radiant calm of the opening
movement; while the much leaner texture of the march’s trio, given out largely in
canon, looks forward to the contrapuntal style of the finale.
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IMOGEN COOPER
Recognized worldwide as a pianist of
virtuosity and poetic poise, Imogen Cooper
has established a reputation as one of the
finest interpreters of the classical repertoire.
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Angels, written by Brett Dean. 

Imogen Cooper is a committed chamber music player, and as a lieder recitalist
she collaborates with Mark Padmore and Wolfgang Holzmair. She has worked
with the latter on a Mozart–Schubert–Mahler project with the Scottish Chamber
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rate, he was keen to stress the character’s humorous side – an aspect brilliantly
conveyed in the orchestral version by the trombone glissandos of the closing bars.

The final piece of the collection, La Vallée des cloches, is the natural successor
to Ravel’s own Entre cloches – the second of the early Sites auriculaires. The year
after he composed La Vallée des cloches Ravel began work on an opera called La
Cloche engloutie, based on Gerhardt Hauptmann’s play Die versunkene Glocke (‘The
submerged bell’). That stage work was eventually abandoned, but Ravel returned
to the sound of chiming bells in L’Heure espagnole and in Le Gibet from Gaspard de
la nuit. 

La Vallée des cloches (dedicated to Maurice Delage) was apparently inspired by
the sound of midday bells in Paris. The bell-sounds are multi-layered throughout,
and the delicate sonorities of the outer sections, typically sounding in bare octaves
or in fourths, frame a more sonorous middle section in which Ravel unfolds an
expansive melody. At the end, the sounds fade away into the distance, with an
entirely new deep bell – a wonderful inspiration suggesting a whole proliferation of
unheard chimes.

encore
CLAUDE DEBUSSY (1862–1918)
La terrasse des audiences du clair de lune (1913)

Debussy apparently found the title of La terrasse des audiences du clair de lune
(the seventh Prélude from his second Book) in a newspaper description of the
celebrations marking the coronation of King George V as Emperor of India, in
December 1912. If so, either the occasion must have been remarkably muted, or the
journalist’s words sparked off an entirely different picture in Debussy’s mind. This
languorous piece in the unusual key of F sharp major, with its chromatic filigree-
work, unfolds largely in pianissimo, fading away at the end to the sound of bells.

Booklet notes by Misha Donat © 2007
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WOLFGANG AMADEUS MOZART (1756–1791)
Piano Sonata in A minor K. 310 (1778)
Allegro maestoso
Andante cantabile
Presto

In the autumn of 1777 Mozart and his mother, Maria Anna, set off on an ill-fated
tour that was to take them to Paris via Munich and Mannheim. They arrived in Paris
on 23 March 1778, but already on 1 May, Maria Anna was feeling unwell, and over
the following weeks her condition gradually deteriorated. She died on the evening
of 3 July. It was during this unhappy time that Mozart composed the turbulent
Sonata K. 310 – the first of his two minor-key piano sonatas. Its unusually impas-
sioned character has sometimes been regarded as expressing his reaction

to the loss of his mother, though
that tragic event does nothing
to account for the exuberance of
some of Mozart’s other music of the
same period – notably the ‘Paris’
Symphony K. 297. The Sonata is
Mozart’s only large-scale work in
the key of A minor, though there is
also the miraculously beautiful and
melancholy Rondo for piano K. 511. 

The Allegro maestoso tempo
marking of the opening movement
of the Sonata K. 310 is an unusual
one for Mozart, and it provides a
hint of the almost orchestral weight
of the music’s sonorities. The
crunching discords of the pulsating
left-hand accompaniment to the
main theme – more akin, one might
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think, to the guitar-like sounds of Domenico Scarlatti than to Mozart – create an
immediate sense of despair. Moreover, the music unfolds not in regular patterns of
four bars, but in asymmetrical five-, three- and even seven-bar phrases. True, the
astringent opening theme is punctuated by a quieter idea, but it is one whose
overlapping dissonant sighs are no less plangent than the material that surrounds
them. It is, however, in the central development section that the music reaches a
peak of violence – indeed the dynamic contrasts here, with pianissimo and
fortissimo placed in direct juxtaposition, are of an extreme that will not readily be
found elsewhere in Mozart’s output. With the exception of its initial six bars, which
transform the main theme into the major (though not without the addition of
‘stabbing’ accents of altogether Beethovenian intensity), the entire development
continues its vertiginous course in a continual stream of semiquavers. Eventually, a
sweeping chromatic scale leads directly into the recapitulation. Nor is this all: the
recapitulation is followed by a coda which continues the music’s dizzying trajectory
with a series of jagged arpeggios descending from the very top of the keyboard to
the bottom, before three full-blooded A minor chords bring proceedings to a firm
conclusion.

It might have been thought that such an unruly opening movement could be
followed only by a correspondingly serene slow movement. Mozart seems at first
to be providing such a piece, but at the mid-point of the F major Andante the music
turns once more to the minor, and revisits in no uncertain manner the unrest of
the sonata’s beginning. The rapid repeated notes in the right hand, with their
dissonances only gradually resolved, seem to evoke the effect of dramatic string
tremolos; while beneath them the rumbling of trills serves to increase the music’s
tension. The turbulence eventually subsides, but with a sense of unease that not
even the onset of the recapitulation can entirely dispel.

The finale is a piece whose subdued, breathless agitation seems to have left a
mark on the concluding rondo of Schubert’s great A minor Sonata D. 845, of 1825.
Both composers include a central episode in the tonic major (Mozart’s begins
almost in the nature of a musette, with an unchanging bass note running through
its first twelve bars); but while Schubert allows his piece to spiral away into the
distance before its peremptory concluding cadence, Mozart’s final bars gather
strength for an ending of overwhelming force.

5

Une Barque sur l’océan, perhaps the most obviously Impressionistic piece in
the cycle, is dedicated appropriately enough to a painter – Paul Sordes. The wave-
like arpeggio motion of its opening bars continues almost unabated throughout the
remainder of the piece, though the waves become more turbulent in the middle
section. Ravel subsequently orchestrated the piece, though he was dissatisfied
with the result, and withdrew it. The same is not true of his orchestral version of the
following piece, Alborada del gracioso, which is one of his most dazzlingly colourful
scores. (The orchestration was commissioned by Dhiagilev, and in its new garb
Ravel allowed himself to alter its dimensions, and to expand in particular the final
crescendo.)

Paul Sordes was an accomplished amateur pianist, and he may even have been
able to master Une Barque sur l’océan. On the other hand, Ravel must have taken
perverse delight in inscribing Alborada del gracioso, the most overtly virtuosic piece
of the collection, to a music-critic – Michel D. Calvocoressi. Perhaps the rapid-fire
repeated notes, and glissandos in thirds and fourths, were a little less fearsome on
the comparatively light-actioned Erard piano to which both Ravel and Ricardo Viñes
were accustomed than they are on the ubiquitous modern Steinway, but the piece
as a whole remains notoriously tricky to play. 

Ravel had Spanish music in his blood: his mother was Basque, and he later
recounted to his violinist friend Hélène Jourdan-Morhange how she used to put him
to sleep when he was a baby by singing Spanish and Basque songs. Alborada del
gracioso was not quite the first of the composer’s essays in the Spanish idiom –
there had been the Habanera opening movement in the pair of pieces for two
pianos of 1895 called Sites auriculaires (Ravel later transcribed it for orchestra and
incorporated it into his Rapsodie espagnole) – nor was it by any means to be the
last: it was followed by the one-act opera L’Heure espagnole, and not least by the
famous Boléro. But no work of Ravel evokes more vividly than Alborada the twang
of the flamenco guitar and the whirr of castanets so characteristic of the seguidilla;
or – in its slower central section – the languid improvisatory vocal style of the copla.
The title of the piece is hard to translate: Ravel himself thought the gracioso
character of Spanish comedy unique to that theatrical tradition, and suggested
Aubade du bouffon (‘Dawn serenade of the clown’) as a viable rendering. At any
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(‘The night moths of the barns leave, in clumsy flight, to collar other beams’)
inspired it. Ravel evokes the insects’ flight in the rapid figuration and evanescent
arpeggios of the outer sections of the piece. The middle section, with its insistent
syncopated pedal-notes, is more lyrically expansive. The pedal-notes continue
through the long transition to the reprise of the opening; and characteristically,
Ravel invokes the middle section again in the form of a fleeting, distant memory
shortly before the close. The keyboard writing in the outer sections, particularly in
its dazzling cadenza-like passages, owes a good deal to the example of Liszt.

The melancholy Oiseaux tristes evokes, as Ravel himself said, ‘birds lost in the
torpor of a sombre forest during the most torrid hours of summertime’. The critic
Emile Vuillermoz, who was also a member of the Apaches, remembered that the
idea for the piece had come to Ravel in the forest of Fontainebleau: ‘He was staying
with friends, and one morning he heard a blackbird whistling a tune, and was
enchanted by its elegant melancholy arabesque. He merely had to transcribe this
tune accurately, without changing a note, to produce the limpid, poetic piece which
spiritualises the nostalgic call of the French brother of the Forest Bird in Siegfried.’
When Ravel first played the piece to his fellow-Apaches, on 11 October 1904,
Ricardo Viñes was the only member to whom it appealed. Perhaps that explains why
his name appears as the dedicatee, though Ravel later admitted that it had amused
him to inscribe so unpianistic a piece to a virtuoso player. Michel D. Calvocoressi
recalled that ‘Only once, in those early days, did a work of his [Ravel’s] bewilder us
for a time. It was Oiseaux tristes, which he played to us again and again without our
being able to understand what he was after. He was rather disconcerted to find us
indifferent to a piece into which he had put so much of himself’.

The most important of the bird-calls that appear in Oiseaux tristes is the first,
heard unaccompanied during the opening bars. It recurs at various stages during
the course of the piece, and its melodic shape and rhythm are absorbed into the
cadenza in the closing stages. The solitary bird-call’s sonority, in the piano’s upper
register, contrasts strongly with the languor of the ‘rocking’ accompaniment in the
bass, in which we seem to hear the oppressiveness of the humid forest. It is with
the haunting sound of the initial melody’s characteristic repeated-note figure that
the music finally dies away. 

MAURICE RAVEL (1875–1937)
Miroirs (1904–5)
Noctuelles
Oiseaux tristes
Une Barque sur l’océan
Alborada del gracioso
La Vallée des cloches

Ravel began work on his series of pieces called Miroirs in 1904, and by the following
autumn he was able to correct the proofs of the first edition. The complete cycle was
performed for the first time in January 1906 by Ravel’s Catalan pianist friend Ricardo
Viñes. The five pieces signalled a significant break with the composer’s former
style, as he himself acknowledged many years later. ‘The Miroirs’, he said in an
autobiographical sketch of 1938, ‘form a collection of pieces for piano which mark
a change in my harmonic development pronounced enough to have disconcerted
those musicians who, until then, had been most used to my style.’

A few years before Ravel began work on his Miroirs he had joined part of a group
of devotees of the arts known as Les Apaches. Its members met regularly on
Sundays to discuss art, poetry and music; and according to the composer Maurice
Delage the group’s name was coined one afternoon when he and some of his fellow
enthusiasts were returning from a matinee concert. Inadvertently colliding with
them, a newspaper courier shouted ‘Attention, les Apaches!’, and the name so
delighted Ricardo Viñes that it stuck. Besides Viñes, Delage and Ravel, the group
included the poets Tristan Klingsor and Léon-Paul Fargue, the painter Paul Sordes,
the music critic Michel D. Calvocoressi, and the composers André Caplet, Manuel de
Falla, Florent Schmitt and Déodat de Séverac. The most distinguished member,
though he joined only for a brief time, was Stravinsky. It was at gatherings of the
Apaches that Ravel first played his Jeux d’eau, his Sonatine and Oiseaux tristes; and
he dedicated each of the five pieces of Miroirs to a fellow member of the group – as
though in open acknowledgement of the music’s stylistic boldness.

The opening piece, Noctuelles, is dedicated to Léon-Paul Fargue, whose lines
‘Les noctuelles des hangars partent, d’un vol gauche, cravater d’autres poutres’
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think, to the guitar-like sounds of Domenico Scarlatti than to Mozart – create an

immediate sense of despair. Moreover, the music unfolds not in regular patterns of

four bars, but in asymmetrical five-, three- and even seven-bar phrases. True, the

astringent opening theme is punctuated by a quieter idea, but it is one whose

overlapping dissonant sighs are no less plangent than the material that surrounds

them. It is, however, in the central development section that the music reaches a

peak of violence – indeed the dynamic contrasts here, with pianissimo and

fortissimo placed in direct juxtaposition, are of an extreme that will not readily be

found elsewhere in Mozart’s output. With the exception of its initial six bars, which

transform the main theme into the major (though not without the addition of

‘stabbing’ accents of altogether Beethovenian intensity), the entire development

continues its vertiginous course in a continual stream of semiquavers. Eventually, a

sweeping chromatic scale leads directly into the recapitulation. Nor is this all: the

recapitulation is followed by a coda which continues the music’s dizzying trajectory

with a series of jagged arpeggios descending from the very top of the keyboard to

the bottom, before three full-blooded A minor chords bring proceedings to a firm

conclusion.

It might have been thought that such an unruly opening movement could be

followed only by a correspondingly serene slow movement. Mozart seems at first

to be providing such a piece, but at the mid-point of the F major Andante the music

turns once more to the minor, and revisits in no uncertain manner the unrest of

the sonata’s beginning. The rapid repeated notes in the right hand, with their

dissonances only gradually resolved, seem to evoke the effect of dramatic string

tremolos; while beneath them the rumbling of trills serves to increase the music’s

tension. The turbulence eventually subsides, but with a sense of unease that not

even the onset of the recapitulation can entirely dispel.

The finale is a piece whose subdued, breathless agitation seems to have left a

mark on the concluding rondo of Schubert’s great A minor Sonata D. 845, of 1825.

Both composers include a central episode in the tonic major (Mozart’s begins

almost in the nature of a musette, with an unchanging bass note running through

its first twelve bars); but while Schubert allows his piece to spiral away into the

distance before its peremptory concluding cadence, Mozart’s final bars gather

strength for an ending of overwhelming force.
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able to master Une Barque sur l’océan. On the other hand, Ravel must have taken

perverse delight in inscribing Alborada del gracioso, the most overtly virtuosic piece

of the collection, to a music-critic – Michel D. Calvocoressi. Perhaps the rapid-fire

repeated notes, and glissandos in thirds and fourths, were a little less fearsome on

the comparatively light-actioned Erard piano to which both Ravel and Ricardo Viñes

were accustomed than they are on the ubiquitous modern Steinway, but the piece

as a whole remains notoriously tricky to play. 

Ravel had Spanish music in his blood: his mother was Basque, and he later

recounted to his violinist friend Hélène Jourdan-Morhange how she used to put him

to sleep when he was a baby by singing Spanish and Basque songs. Alborada del
gracioso was not quite the first of the composer’s essays in the Spanish idiom –

there had been the Habanera opening movement in the pair of pieces for two

pianos of 1895 called Sites auriculaires (Ravel later transcribed it for orchestra and

incorporated it into his Rapsodie espagnole) – nor was it by any means to be the

last: it was followed by the one-act opera L’Heure espagnole, and not least by the

famous Boléro. But no work of Ravel evokes more vividly than Alborada the twang

of the flamenco guitar and the whirr of castanets so characteristic of the seguidilla;

or – in its slower central section – the languid improvisatory vocal style of the copla.

The title of the piece is hard to translate: Ravel himself thought the gracioso
character of Spanish comedy unique to that theatrical tradition, and suggested

Aubade du bouffon (‘Dawn serenade of the clown’) as a viable rendering. At any
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rate, he was keen to stress the character’s humorous side – an aspect brilliantly
conveyed in the orchestral version by the trombone glissandos of the closing bars.

The final piece of the collection, La Vallée des cloches, is the natural successor
to Ravel’s own Entre cloches – the second of the early Sites auriculaires. The year
after he composed La Vallée des cloches Ravel began work on an opera called La
Cloche engloutie, based on Gerhardt Hauptmann’s play Die versunkene Glocke (‘The
submerged bell’). That stage work was eventually abandoned, but Ravel returned
to the sound of chiming bells in L’Heure espagnole and in Le Gibet from Gaspard de
la nuit. 

La Vallée des cloches (dedicated to Maurice Delage) was apparently inspired by
the sound of midday bells in Paris. The bell-sounds are multi-layered throughout,
and the delicate sonorities of the outer sections, typically sounding in bare octaves
or in fourths, frame a more sonorous middle section in which Ravel unfolds an
expansive melody. At the end, the sounds fade away into the distance, with an
entirely new deep bell – a wonderful inspiration suggesting a whole proliferation of
unheard chimes.

encore
CLAUDE DEBUSSY (1862–1918)
La terrasse des audiences du clair de lune (1913)

Debussy apparently found the title of La terrasse des audiences du clair de lune
(the seventh Prélude from his second Book) in a newspaper description of the
celebrations marking the coronation of King George V as Emperor of India, in
December 1912. If so, either the occasion must have been remarkably muted, or the
journalist’s words sparked off an entirely different picture in Debussy’s mind. This
languorous piece in the unusual key of F sharp major, with its chromatic filigree-
work, unfolds largely in pianissimo, fading away at the end to the sound of bells.

Booklet notes by Misha Donat © 2007
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WOLFGANG AMADEUS MOZART (1756–1791)
Piano Sonata in A minor K. 310 (1778)
Allegro maestoso
Andante cantabile
Presto

In the autumn of 1777 Mozart and his mother, Maria Anna, set off on an ill-fated
tour that was to take them to Paris via Munich and Mannheim. They arrived in Paris
on 23 March 1778, but already on 1 May, Maria Anna was feeling unwell, and over
the following weeks her condition gradually deteriorated. She died on the evening
of 3 July. It was during this unhappy time that Mozart composed the turbulent
Sonata K. 310 – the first of his two minor-key piano sonatas. Its unusually impas-
sioned character has sometimes been regarded as expressing his reaction

to the loss of his mother, though
that tragic event does nothing
to account for the exuberance of
some of Mozart’s other music of the
same period – notably the ‘Paris’
Symphony K. 297. The Sonata is
Mozart’s only large-scale work in
the key of A minor, though there is
also the miraculously beautiful and
melancholy Rondo for piano K. 511. 

The Allegro maestoso tempo
marking of the opening movement
of the Sonata K. 310 is an unusual
one for Mozart, and it provides a
hint of the almost orchestral weight
of the music’s sonorities. The
crunching discords of the pulsating
left-hand accompaniment to the
main theme – more akin, one might
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had been played una corda – with the soft pedal – and the pedal had been lifted

gradually during the final notes of the cadenza. The Italian inscription over the start

of the reprise of the first movement’s theme reads tutto il Cembalo, ma piano.)

Moreover, the melody’s phrases are now separated by silences, and its final falling

phrase is repeated over and over again in a crescendo which provides a link to the

exultant finale itself. Why this insistence on that tiny phrase? Its three descending

notes – E, C !, B – clearly foreshadow the main theme of the finale itself; and so

Beethoven unifies the entire sonata by using its opening theme as a pivot, glancing

simultaneously both back and forwards.

The finale’s central development section is written in the style of a fugue. It

is one whose intricate writing presents the player with almost as much of a

technical challenge as the fugal writing in the finale of the ‘Hammerklavier’ Sonata

Op. 106, and it reaches a powerful climax with the left hand firmly anchored on a

bottom E. This note was lower than any Beethoven had previously used in his piano

music (though it was to be surpassed by the low C found both in the ‘Hammer-

klavier’ Sonata’s finale and at the end of the opening movement of Op. 111), and

in view of the large number of ledger-lines involved in its notation, he instructed

the publisher, Tobias Haslinger, to print the letter-names beneath the notes of the

left-hand chords. Haslinger, however, went no further than to place the inscription

‘Contra E’ below the first chord. The passage presents a series of diminished chords

resolving onto a long E major arpeggio which ascends the whole length of the

keyboard. The recapitulation then emerges out of this long-spun arpeggio. It is

clear, then, that Beethoven’s intention was to revisit, in a vastly altered form, the

transition between the slow introduction and the start of the finale.

The finale contains further elements that serve to unify the work as a whole. Its

second subject is in the style of a march, complete with the sound of distant horns,

which may already remind us of the sonata’s middle movement; and in the coda

Beethoven takes a momentary but startling plunge into F major – the second

movement’s key. That key, together with the full-blooded sonority of the march

itself, had come as a profound shock following the radiant calm of the opening

movement; while the much leaner texture of the march’s trio, given out largely in

canon, looks forward to the contrapuntal style of the finale.

3

IMOGEN COOPER
Recognized worldwide as a pianist of

virtuosity and poetic poise, Imogen Cooper

has established a reputation as one of the

finest interpreters of the classical repertoire.

She has dazzled audiences and orchestras

throughout her distinguished career, bring-

ing to the concert platform her unique

musical understanding and lyrical quality. 

Imogen Cooper has a widespread inter-

national career. She has appeared with the

New York Philharmonic Orchestra and Sir

Colin Davis and the Vienna Philharmonic

Orchestra with Sir Simon Rattle. Other

concerts have included appearances with

the Royal Concertgebouw, Boston Symphony, London Symphony, NHK Symphony

and Leipzig Gewandhaus Orchestras. She has also toured with the Camerata

Salzburg, Orpheus and Scottish Chamber Orchestras as well as giving solo recitals

in New York, London, Vienna and Paris.

As a supporter of new music, Imogen Cooper has premiered two works at the

Cheltenham International Festival: Traced Overhead by Thomas Adès (1996) and

Decorated Skin by Deirdre Gribbin (2003). In 1996, she collaborated with members

of the Berlin Philharmonic Orchestra in the premiere of the quintet, Voices for
Angels, written by Brett Dean. 

Imogen Cooper is a committed chamber music player, and as a lieder recitalist

she collaborates with Mark Padmore and Wolfgang Holzmair. She has worked

with the latter on a Mozart–Schubert–Mahler project with the Scottish Chamber

Orchestra and they have performed recitals in major venues such as Vienna, Paris

and London. Imogen frequently performs and records with the cellist Sonia Wieder-

Atherton; she also performs with the Belcea Quartet. Her solo discography includes

the piano works of Schubert’s last six years, Mozart concertos with the Northern

Sinfonia and a CD box set entitled ‘Imogen Cooper and Friends’ encompassing solo

and chamber music as well as lieder.

10

b67617.qxd  22/08/2007  14:46  Page 10



Also available on Wigmore Hall Live

from all good record shops and from www.wigmore-hall.org.uk/live

11

Produced by Marie-Claire Doris

Engineered by Victoria Oswald

Post-production engineering by Darius Weinberg

Recorded live at Wigmore Hall, London, on 27 February 2007

Director: John Gilhooly

Wigmore Hall Live — General Manager: Helen Peate; Head of Sales and Marketing: Claire Hargrove

Front Photograph by Benjamin Ealovega

Photograph of Imogen Cooper on page 10 by Tina Foster

Manufactured by Repeat Performance Multimedia, London

SHURA CHERKASSKY
Rameau Gavotte variée
Haydn Piano Sonata in E minor HXVI:34
Hindemith Piano Sonata No. 3
Chopin Ballade No. 3 Op. 47

Nocturne Op. 48 No. 2
Mazurka Op. 59 No. 3
Mazurka Op. 67 No. 1

Berkeley Preludes Op. 23 Nos. 5 and 6
Polka Op. 5

Liszt Hungarian Rhapsody No. 6
Tchaikovsky October: Chant d’automne

(from The Seasons)

WHLive0014

‘A perfect illustration of the fact that he played pieces that he enjoyed, and communicated that
enjoyment to the audience. He thrived in a live situation, where his imaginative way with the
music could be caught on the wing’ (BBC Music Magazine) ‘Cherkassky’s way with 18th-century
music might seem cavalier in this purist age, but his Chopin is simply glorious, and his Liszt
dazzling though never vulgar. The man’s mercurial personality is apparent on every track and he
plays with such athletic dexterity that it’s hard to believe he was in his 80s when the broadcast
was made’ (The Guardian) ‘incomparable energy and technical wizardry’ (The Daily Telegraph)

LUDWIG VAN BEETHOVEN (1770–1827)
Piano Sonata No. 28 in A major Op. 101 (1816)
Etwas lebhaft und mit der innigsten Empfindung
Lebhaft, marschmäßig
Langsam und sehnsuchtsvoll – Zeitmaß des ersten Stückes – 
Geschwinde, doch nicht zu sehr, und mit Entschlossenheit

None of Beethoven’s sonatas exerted a stronger influence on later nineteenth-
century composers of the Romantic generation than Op. 101, with its cyclic form
and its quiet opening bars which seem to impart the effect of music beginning
in mid-stream. Mendelssohn lovingly modelled his fine E major Sonata Op. 6 on
Beethoven’s work; Wagner cited its opening movement as an ideal example of
‘endless melody’; and Schumann was captivated by its march-like second
movement – the prototype of the middle movement of his own Fantasy Op. 17, and
of the finale of the Etudes symphoniques. 

The magical beginning of Beethoven’s sonata, as though with the answer to
some suppressed statement, is one that enables him later in the piece to allow
the recapitulation to steal in equally unannounced, as part of a continuing musical
sequence. So much in medias res does the work begin that the tonic chord of
A major is not sounded at all until the second half of the recapitulation. The sonata
begins, in fact, with the chord of the dominant – E major; and Beethoven is further
able to capitalise on this off-tonic beginning much later in the sonata, at the point
where the opening theme makes a return, as a transition to the finale. 

The reprise of the sonata's opening bars follows a slow movement – a slow
introduction to the finale would be a more accurate description – which is one
of Beethoven's great tragic pages. It is an ornate, deeply felt aria in the key of A
minor which culminates in a wonderful chain of slowly descending, world-weary
diminished chords which eventually resolves onto the chord of E major. The sound
of E major is then prolonged by means of a cadenza which simply dissolves into the
opening chord of the first movement's theme. The reminiscence is one that seems
to come from afar: gone are the ‘hairpin’ crescendo and diminuendo of its opening
phrase, and in their place stands the word dolce. (The preceding slow introduction
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Piano Sonata No. 28 in A major Op. 101 22.20

01 Etwas lebhaft und mit der innigsten Empfindung 04.31
02 Lebhaft, marschmäßig 06.21
03 Langsam und sehnsuchtsvoll — Zeitmaß des ersten Stückes — 03.12
04 Geschwinde, doch nicht zu sehr, und mit Entschlossenheit 08.19

WOLFGANG AMADEUS MOZART
Piano Sonata in A minor K. 310 20.46

05 Allegro maestoso 09.33
06 Andante cantabile 07.44
07 Presto 03.34

MAURICE RAVEL
Miroirs 29.32

08 Noctuelles 05.14
09 Oiseaux tristes 03.39
10 Une Barque sur l’océan 07.16
11 Alborada del gracioso 06.35
12 La Vallée des cloches 06.59

encore
CLAUDE DEBUSSY

13 La terrasse des audiences du clair de lune (from Préludes, Book 2) 05.37
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