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01 Allegro 04.38
02 Adagio 09.58
03 Allegretto 04.32

LUDWIG VAN BEETHOVEN
Piano Sonata No. 17 in D minor Op. 31 No. 2 ‘The Tempest’ 26.48

04 Largo — Allegro 09.31
05 Adagio 09.05
06 Allegretto 08.03

ROBERT SCHUMANN
07 Arabeske in C major Op. 18 06.58

FRYDERYK CHOPIN
08 Mazurka in B minor Op. 33 No. 4 04.57

09 Nocturne in B major Op. 32 No. 1 05.36

10 Étude in F minor Op. 25 No. 2 01.49

11 Fantaisie-Impromptu in C sharp minor Op. 66 06.03
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12 Träumerei Op. 15 No. 7 (from Kinderszenen) 03.07
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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) ‘incomparable energy and technical
wizardry’ (The Daily Telegraph)

IMOGEN COOPER
Beethoven Piano Sonata in A major Op. 101
Mozart Piano Sonata in A minor K. 310
Ravel Miroirs

Debussy La terrasse des audiences du clair de lune

WHLive0018

‘Cooper’s refinement and colouristic fantasy are well nigh

ideal. A recital of subtle and enduring pleasures’ (Daily
Telegraph)
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Also available on Wigmore Hall Live

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

No other performing artist can ever have had a career as long as that of Mieczysl/aw

Horszowski, who was still captivating audiences in his tenth decade. At the time he

gave the recital recorded here he was just three weeks short of his 99th birthday.

That in itself, of course, is a remarkable phenomenon, but when all is said and

done, Horszowski’s age was immaterial: what mattered was the almost

transcendental purity of his playing, and the luminous quality of his sound –

indeed, many of those who had known him through the years thought that

Horszowski in his nineties was playing more beautifully than ever. As Murray

Perahia, a former pupil of Horszowski, said: ‘In Mieczysl/aw Horszowski’s playing,
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what initially strikes the listener is the loveliness of his sound – a sound that is no
longer heard today … In his playing, everything seems supple and effortless, as if
playing a piano were as easy as uttering speech. His playing has that smoothly
flowing quality so valued by Mozart. I am not even sure that this is the result of a
conscious study: it is completely natural to him … His playing is totally immersed in
musicality, it is never academic and it is one continuous song … a song that, for
those who know how to listen, is the song of a wise man.’ 

As for Horszowski himself, he declared in an interview with the Italian
newspaper La Stampa in October 1987: ‘The piano is not a typewriter. Keys never
produce the same sound, because no two notes are ever the same … Notes must
have a singing quality, they must become like the voice. Music, just like poetry, is
born out of rhythm. That is why every musician should read the works of Homer,
Dante, Shakespeare, and be able to recite them.’ These were not empty words:
Horszowski had himself taken a long career-break starting in 1910, in order to study
literature, philosophy and history of art in Paris. 

Mieczysl/aw Horszowski (or ‘Miecio’, as he became known) was born on 23 June
1892. As a boy, he received his first piano lessons from his mother – an amateur
pianist who had studied with Karol Mikuli, himself a pupil of Chopin. By the age of
seven he was already a fully formed musician, though in order to promote him as a
child prodigy, two years were quietly subtracted from his age – a deception of which
the adult Horszowski was not proud. A report in the Leipziger Tageblatt of 17 August
1899, written by the composer Cyrill Kistler, described him as ‘a picture-handsome
five-year-old boy who plays all the Inventions of J. S. Bach by heart without a single
mistake. What is more, I asked the child to play a C major Invention in C sharp
major, then in E major, in A flat major, to transpose the one in B minor into any and
all keys … and how did the little fellow meet the challenge? Magnificently! The ear
of this little one is altogether phenomenal.’

Horszowski made his official Viennese debut on 15 March 1902, with a
programme that included Schumann’s Arabeske – a piece he was still playing
ninety years later. In November 1902 he appeared in Warsaw, in a performance of
Beethoven’s Piano Concerto No. 1 conducted by Emil Ml/ynarski. The year 1906 saw
him give some fifty concerts, including his London debut and his American debut at
Carnegie Hall; and by 1908 he was playing some of the latest works in the piano

serene and luminous music coming to an uneasy close with a sudden outburst of
anger punctuated by distantly menacing drum-taps, as though a new drama were
about to be played out.

Chopin composed his two books of Études, Opp. 10 and 25, at various times
between 1830 and 1837. In them, as Schumann said, ‘imagination and technique
share dominion side by side’. The F minor Étude Op. 25 No. 2 is a whispering Presto
in a two-part texture that has both hands playing a constant stream of triplets, with
the right hand moving at twice the speed of the left. No less étude-like in character
is the Fantaisie-Impromptu Op. 66, though the helter-skelter keyboard figuration of
its outer sections is offset by a middle section in the major that brings us close to
the world of Chopin’s nocturnes. At the end, the melody of the middle section
makes a return, allowing the piece to fade away in a haze of nostalgia.

encore

ROBERT SCHUMANN (1810–1856)
Träumerei Op. 15 No. 7 (Kinderszenen) (1838)
‘Träumerei’, the piece that stands at the centre of the Op. 15 Kinderszenen, is
among Schumann’s most famous melodies. Each of its six arching phrases (or
eight, if we count the repeat of the first half) begins with the same rising interval;
but such is the contextual variety, both melodic and harmonic, of the melody’s
appearances that the music seems to unfold in a state of continual development. 

Notes by Misha Donat © 2008
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two pieces rather dismissively as being ‘delicate – for ladies’, but they are perfect
examples of his Biedermeier art, and the Arabeske is lifted onto an altogether
higher plane by two deeply expressive passages that introduce a sudden element
of rhapsodic poetry into the proceedings. The first occurs as a transition between
the initial minor-mode episode and the reprise of the main rondo theme, while the
second is formed by the coda, where, in an epilogue reminiscent of the concluding
‘The Poet Speaks’ from Kinderszenen, a series of deep sighs gives way to a
reminiscence of the rondo theme’s characteristic upbeat figure, with its rising
interval expanded to form a yearning major sixth.

FRYDERYK CHOPIN (1810–1849)
Mazurka in B minor Op. 33 No. 4 (1837–8)

Nocturne in B major Op. 32 No. 1 (1836–7)

Etude in F minor Op. 25 No. 2 (1836)

Fantaisie-Impromptu in C sharp minor Op. 66 (1835)

The mazurka and the nocturne are quintessentially Chopinesque forms, and both
are more closely associated with his name than with that of any other composer.
Chopin wrote more than fifty mazurkas (the name arises from the Mazurs who
populated the plains around Warsaw), of which only a handful were composed
while he was still in Poland. In the remainder we seem to hear a nostalgic
recollection of Polish folk culture, filtered through some of the composer’s most
visionary harmonic experiments. The tempo indication of Mesto (‘sad’) found at the
head of the B minor Mazurka Op. 33 No. 4 is altogether characteristic, and the
change from minor to major that occurs at its mid-point does nothing to dispel the
music’s atmosphere of melancholy. 

As a vehicle for intimate piano pieces, the nocturne was established in the
early years of the nineteenth century by John Field. Chopin was acquainted with
Field’s pieces, whose cantabile melodies unfolding over a smoothly rocking
accompaniment anticipate his own style, but as he did with so many genres, he
transformed the nocturne into something much more ambiguous in character. The
B major Nocturne Op. 32 No. 1 presents a typical instance, with the otherwise
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repertoire – Debussy’s ‘Mouvement’ from the
first Book of Images, composed just three years
earlier, and ‘Jardins sous la pluie’ of 1903. He
also met Pablo Casals around this time; and
when, in 1910, Horszowski moved to Paris, the
two men became firm friends. They played
tennis, sometimes with Donald Francis Tovey
joining in to make a threesome, and over the
years they gave many concerts together, some
of which – including the Beethoven cello
sonatas and one or two of the Beethoven trios
with the violinist Sándor Végh – were recorded
for posterity. Other chamber ensembles with
whom Horszowski formed partnerships in later
years included the Budapest and Busch
Quartets.

During the Second World War, Horszowski moved to the USA, and for many
years he taught at the Curtis Institute in Philadelphia, where his pupils included
Richard Goode and Eugene Istomin. In the 1950s and ’60s he had given marathon
cycles at Carnegie Hall, including the complete piano works of Beethoven, and the
sonatas of Mozart, but by the time he arrived at the Brucknerian coda to his career
he was choosing his repertoire cannily, opting on the whole for pieces that did not
demand large reserves of physical energy. That his fingers nevertheless still moved
with as much speed and evenness as ever is shown by his performance on the
recording presented here of Chopin’s Fantaisie-Impromptu Op. 66.

In the 1970s Horszowski was a familiar figure at the Marlboro Festival, and it
was there that András Schiff first met him. Schiff remembers accompanying the
veteran pianist on some of the long walks he habitually took, and discussing Bach’s
Well-tempered Clavier with him in minute detail. Perhaps that physical exercise was
part of the secret of Horszowski’s longevity (in his younger years he had been a
keen hiker and mountaineer). At any rate, motorists at Marlboro, seeing the elderly
pianist walking by the road, would often stop and politely offer him a lift which
would invariably be declined with a cheerful wave of the hand. 

4
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Remarkably beautiful as Horszowski’s Bach was (in his last years the C minor

Partita, E minor English Suite and E major French Suite frequently featured on his

programmes), it was perhaps in Chopin that he was most in his element. For Schiff,

Horszowski’s way with Chopin was unique: ‘It’s as though he had written the music

himself. It’s unbelievably unpredictable, and yet it’s completely natural, and comes

from within the composition. I learned a great deal about rubato from Horszowski,

because he uses it in a way that’s like Chopin must have done: he never loses the

pulse, and yet it’s played with great freedom.’ On one occasion when he had come

up against a problem in rehearsing chamber music at the Marlboro Festival, Schiff

turned to Horszowski for advice: ‘Mr Horszowski, what can I do? The moment I play

a phrase rubato my colleagues are ready to criticise it.’ Horszowski replied: ‘Alas!

You see, everyone loves his own rubato, but hates his neighbour’s.’ 

It was Murray Perahia, in his role as Artistic Director of the Aldeburgh Festival,

who was instrumental in bringing his former teacher over to England at the start of

his remarkable Indian summer. Horszowski’s reputation had preceded him, and his

1983 recital at the Maltings in Snape, the first in what became an almost annual

series of Aldeburgh appearances, usually coupled with a concert at Wigmore Hall,

had already attracted a large and distinguished audience. Besides Perahia, Mitsuko

Uchida, András Schiff and Radu Lupu were all there. Lupu later remembered: ‘Never

in my life had I heard a quality of sound that would go around the hall and come

back to me – it was as if I was listening to some kind of magical quadraphonic

record.’ What Lupu particularly admired was Horszowski’s ability to reduce a work

to its bare essentials. ‘It was something that was incredibly complex, yet was

delivered in the simplest and most human way. He had a sense of rhythm that was

comparable to a heart beating. I still listen to his recordings as reference-tools from

which I shall be able to learn for my entire life.’

Arthur Schnabel – like Horszowski, a pupil of the legendary teacher Theodor

Leschetizky – supposedly remarked that Mozart was too easy for children, and too

difficult for artists. Horszowski, in his second childhood, was an artist who could

play Mozart with a simplicity and directness that very few of his younger colleagues

could match. Listeners to the present recital will be struck by the unique

atmosphere of serenity and melancholy he managed to achieve in the slow

movement of the Sonata K.570; and the same qualities inform his lingering, loving

5

foreshadow the famous moment of recitative with which the baritone soloist makes

his first entry in the symphony’s finale. 

Much of the intensity of the sonata’s opening movement arises from the fact

that the piece unfolds almost entirely in the minor: even the exposition’s second

half avoids the traditional contrast of a major key. The same plan is to be found in

the finale; and according to Beethoven’s one-time pupil Carl Czerny the constant

motion of the latter piece was suggested to the composer by the movement of a

horse galloping past his window. 

If the two outer movements are set entirely in the minor, the central Adagio
maintains the use of the major throughout. This sandwich of ‘black’ and ‘white’

pieces is of a kind Beethoven had already tried in his ‘Moonlight’ Sonata. The

spread chord with which the slow movement begins seems deliberately to recall the

opening of the first movement, and the theme that follows eventually gives way to

distant drum-rolls. The ingratiating minuet-like second theme, although short,

seems in itself to afford a resolution of the entire sonata’s conflicts. At the end, the

drum roll is transformed into a series of deep chimes that underpins the closing

bars.

ROBERT SCHUMANN (1810–1856)
Arabeske in C major Op. 18 (1838)

In the last few days of September 1838 Schumann bade a temporary farewell to

Clara Wieck, and departed for Vienna, where he hoped to find a publisher for the

Neue Zeitschrift für Musik, of which he was editor, and eventually to send for Clara

to join him. But the couple’s plan to settle permanently in the Austrian capital came

to nothing: as things turned out, Schumann failed to find either a publisher for his

journal, or any form of regular employment that would provide financial stability for

him and his fiancée. Nevertheless, for all the anxiety Schumann experienced during

his six-months’ stay in Vienna, from a creative point of view the period was fruitful.

It was at this time that the Faschingsschwank aus Wien, the Humoreske Op. 20 and

the Nachtstücke Op. 23 were composed, as well as a pair of less ambitious pieces

clearly aimed at the domestic market – potentially a more fruitful source of income:

the Arabeske Op. 18, and the Blumenstück Op. 19. Schumann described these last

8
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understated beginning. When the second stage of the exposition arrives Mozart
simply transfers the same theme to the left hand, and adds a new part in the right;
and it is on this linear texture, again with much exchanging of the roles of the two
hands, that the central development section is mainly based. 

The horn call of the slow movement’s opening bar breathes the atmosphere of
a wind serenade. So, too, does the Adagio’s first episode, in the minor, which
seems to conjure up a pair of oboes and a bassoon; and the second, with its
evocation of the warmer sound of the clarinet. At the end of this remarkably
beautiful piece, Mozart adds a coda which alludes distantly, and with infinite
tenderness, to the material of the first episode.

The finale, with its gently lilting theme, is another rondo; and this time its coda
manages without the slightest trace of self-consciousness to draw together the
threads of both intervening episodes. 

LUDWIG VAN BEETHOVEN (1770–1827)
Piano Sonata No. 17 in D minor Op. 31 No. 2 ‘The Tempest’ (1802)
Largo — Allegro
Adagio
Allegretto

Beethoven completed his three sonatas Op. 31 early in the year 1802. They were
composed for the Swiss music publisher Hans Georg Nägeli, who wanted a
contribution to a collection under the title of Répertoire des clavecinistes. This
was the last occasion on which Beethoven planned any of his piano sonatas as a
contrasted group, rather than for individual publication; and like his two previous
sonata triptychs it includes a turbulent work in the minor. This D minor middle work
of the set, the so-called ‘Tempest’ Sonata, has remained by far the most famous of
the three.

Beethoven composed only two large-scale works in D minor: this piano sonata
and the Ninth Symphony. Despite being separated by more than two decades, they
have features in common. In particular, both begin mysteriously, with the music
not centred firmly in the home key. Moreover, the two passages of recitative so
startlingly introduced in the latter stages of the sonata’s opening movement

account of the Adagio from Beethoven’s
‘Tempest’ Sonata, which unfolds as though
in a single breath. Both these pieces, like
Chopin’s radiant B major Nocturne Op. 32
No. 1, are shot through with Horszowski’s
seemingly effortless cantabile. (‘Horszowski
only has to play a middle C, and I’m in
heaven’, András Schiff remarked on one
occasion.) As for Schumann’s Träumerei,
it became something of a signature in
Horszowski’s last years, and few audiences
were willing to leave the concert-hall before
he had regaled them with an infinitely
tender account of this famous piece.

The present recital was Horszowski’s last
in England. Some four months later he
made his final appearance, with a concert
in Philadelphia. By this time he had already

given more of himself than anyone could reasonably ask, and he resolutely
declined any invitation to perform on the occasion of his centenary. He died on 22
May 1993, just a month before his 101st birthday. 

WOLFGANG AMADEUS MOZART (1756–1791)
Piano Sonata in B flat major K. 570 (1789)
Allegro 
Adagio
Allegretto

Mozart composed this, his penultimate piano sonata, early in 1789, just a few
months after he had completed his masterly Divertimento for string trio K.563. The
Sonata’s lean contrapuntal style seems to reflect something of the experience
gained in writing the trio, and its opening theme – no more than an elongated
arpeggio given out quietly in bare octaves – recalls the Divertimento’s similarly

6 7
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Remarkably beautiful as Horszowski’s Bach was (in his last years the C minor
Partita, E minor English Suite and E major French Suite frequently featured on his
programmes), it was perhaps in Chopin that he was most in his element. For Schiff,
Horszowski’s way with Chopin was unique: ‘It’s as though he had written the music
himself. It’s unbelievably unpredictable, and yet it’s completely natural, and comes
from within the composition. I learned a great deal about rubato from Horszowski,
because he uses it in a way that’s like Chopin must have done: he never loses the
pulse, and yet it’s played with great freedom.’ On one occasion when he had come
up against a problem in rehearsing chamber music at the Marlboro Festival, Schiff
turned to Horszowski for advice: ‘Mr Horszowski, what can I do? The moment I play
a phrase rubato my colleagues are ready to criticise it.’ Horszowski replied: ‘Alas!
You see, everyone loves his own rubato, but hates his neighbour’s.’ 

It was Murray Perahia, in his role as Artistic Director of the Aldeburgh Festival,
who was instrumental in bringing his former teacher over to England at the start of
his remarkable Indian summer. Horszowski’s reputation had preceded him, and his
1983 recital at the Maltings in Snape, the first in what became an almost annual
series of Aldeburgh appearances, usually coupled with a concert at Wigmore Hall,
had already attracted a large and distinguished audience. Besides Perahia, Mitsuko
Uchida, András Schiff and Radu Lupu were all there. Lupu later remembered: ‘Never
in my life had I heard a quality of sound that would go around the hall and come
back to me – it was as if I was listening to some kind of magical quadraphonic
record.’ What Lupu particularly admired was Horszowski’s ability to reduce a work
to its bare essentials. ‘It was something that was incredibly complex, yet was
delivered in the simplest and most human way. He had a sense of rhythm that was
comparable to a heart beating. I still listen to his recordings as reference-tools from
which I shall be able to learn for my entire life.’

Arthur Schnabel – like Horszowski, a pupil of the legendary teacher Theodor
Leschetizky – supposedly remarked that Mozart was too easy for children, and too
difficult for artists. Horszowski, in his second childhood, was an artist who could
play Mozart with a simplicity and directness that very few of his younger colleagues
could match. Listeners to the present recital will be struck by the unique
atmosphere of serenity and melancholy he managed to achieve in the slow
movement of the Sonata K.570; and the same qualities inform his lingering, loving

5

foreshadow the famous moment of recitative with which the baritone soloist makes
his first entry in the symphony’s finale. 

Much of the intensity of the sonata’s opening movement arises from the fact
that the piece unfolds almost entirely in the minor: even the exposition’s second
half avoids the traditional contrast of a major key. The same plan is to be found in
the finale; and according to Beethoven’s one-time pupil Carl Czerny the constant
motion of the latter piece was suggested to the composer by the movement of a
horse galloping past his window. 

If the two outer movements are set entirely in the minor, the central Adagio
maintains the use of the major throughout. This sandwich of ‘black’ and ‘white’
pieces is of a kind Beethoven had already tried in his ‘Moonlight’ Sonata. The
spread chord with which the slow movement begins seems deliberately to recall the
opening of the first movement, and the theme that follows eventually gives way to
distant drum-rolls. The ingratiating minuet-like second theme, although short,
seems in itself to afford a resolution of the entire sonata’s conflicts. At the end, the
drum roll is transformed into a series of deep chimes that underpins the closing
bars.

ROBERT SCHUMANN (1810–1856)
Arabeske in C major Op. 18 (1838)

In the last few days of September 1838 Schumann bade a temporary farewell to
Clara Wieck, and departed for Vienna, where he hoped to find a publisher for the
Neue Zeitschrift für Musik, of which he was editor, and eventually to send for Clara
to join him. But the couple’s plan to settle permanently in the Austrian capital came
to nothing: as things turned out, Schumann failed to find either a publisher for his
journal, or any form of regular employment that would provide financial stability for
him and his fiancée. Nevertheless, for all the anxiety Schumann experienced during
his six-months’ stay in Vienna, from a creative point of view the period was fruitful.
It was at this time that the Faschingsschwank aus Wien, the Humoreske Op. 20 and
the Nachtstücke Op. 23 were composed, as well as a pair of less ambitious pieces
clearly aimed at the domestic market – potentially a more fruitful source of income:
the Arabeske Op. 18, and the Blumenstück Op. 19. Schumann described these last
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two pieces rather dismissively as being ‘delicate – for ladies’, but they are perfect
examples of his Biedermeier art, and the Arabeske is lifted onto an altogether
higher plane by two deeply expressive passages that introduce a sudden element
of rhapsodic poetry into the proceedings. The first occurs as a transition between
the initial minor-mode episode and the reprise of the main rondo theme, while the
second is formed by the coda, where, in an epilogue reminiscent of the concluding
‘The Poet Speaks’ from Kinderszenen, a series of deep sighs gives way to a
reminiscence of the rondo theme’s characteristic upbeat figure, with its rising
interval expanded to form a yearning major sixth.

FRYDERYK CHOPIN (1810–1849)
Mazurka in B minor Op. 33 No. 4 (1837–8)

Nocturne in B major Op. 32 No. 1 (1836–7)

Etude in F minor Op. 25 No. 2 (1836)

Fantaisie-Impromptu in C sharp minor Op. 66 (1835)

The mazurka and the nocturne are quintessentially Chopinesque forms, and both
are more closely associated with his name than with that of any other composer.
Chopin wrote more than fifty mazurkas (the name arises from the Mazurs who
populated the plains around Warsaw), of which only a handful were composed
while he was still in Poland. In the remainder we seem to hear a nostalgic
recollection of Polish folk culture, filtered through some of the composer’s most
visionary harmonic experiments. The tempo indication of Mesto (‘sad’) found at the
head of the B minor Mazurka Op. 33 No. 4 is altogether characteristic, and the
change from minor to major that occurs at its mid-point does nothing to dispel the
music’s atmosphere of melancholy. 

As a vehicle for intimate piano pieces, the nocturne was established in the
early years of the nineteenth century by John Field. Chopin was acquainted with
Field’s pieces, whose cantabile melodies unfolding over a smoothly rocking
accompaniment anticipate his own style, but as he did with so many genres, he
transformed the nocturne into something much more ambiguous in character. The
B major Nocturne Op. 32 No. 1 presents a typical instance, with the otherwise
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repertoire – Debussy’s ‘Mouvement’ from the
first Book of Images, composed just three years
earlier, and ‘Jardins sous la pluie’ of 1903. He
also met Pablo Casals around this time; and
when, in 1910, Horszowski moved to Paris, the
two men became firm friends. They played
tennis, sometimes with Donald Francis Tovey
joining in to make a threesome, and over the
years they gave many concerts together, some
of which – including the Beethoven cello
sonatas and one or two of the Beethoven trios
with the violinist Sándor Végh – were recorded
for posterity. Other chamber ensembles with
whom Horszowski formed partnerships in later
years included the Budapest and Busch
Quartets.

During the Second World War, Horszowski moved to the USA, and for many
years he taught at the Curtis Institute in Philadelphia, where his pupils included
Richard Goode and Eugene Istomin. In the 1950s and ’60s he had given marathon
cycles at Carnegie Hall, including the complete piano works of Beethoven, and the
sonatas of Mozart, but by the time he arrived at the Brucknerian coda to his career
he was choosing his repertoire cannily, opting on the whole for pieces that did not
demand large reserves of physical energy. That his fingers nevertheless still moved
with as much speed and evenness as ever is shown by his performance on the
recording presented here of Chopin’s Fantaisie-Impromptu Op. 66.

In the 1970s Horszowski was a familiar figure at the Marlboro Festival, and it
was there that András Schiff first met him. Schiff remembers accompanying the
veteran pianist on some of the long walks he habitually took, and discussing Bach’s
Well-tempered Clavier with him in minute detail. Perhaps that physical exercise was
part of the secret of Horszowski’s longevity (in his younger years he had been a
keen hiker and mountaineer). At any rate, motorists at Marlboro, seeing the elderly
pianist walking by the road, would often stop and politely offer him a lift which
would invariably be declined with a cheerful wave of the hand. 

4
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what initially strikes the listener is the loveliness of his sound – a sound that is no
longer heard today … In his playing, everything seems supple and effortless, as if
playing a piano were as easy as uttering speech. His playing has that smoothly
flowing quality so valued by Mozart. I am not even sure that this is the result of a
conscious study: it is completely natural to him … His playing is totally immersed in
musicality, it is never academic and it is one continuous song … a song that, for
those who know how to listen, is the song of a wise man.’ 

As for Horszowski himself, he declared in an interview with the Italian
newspaper La Stampa in October 1987: ‘The piano is not a typewriter. Keys never
produce the same sound, because no two notes are ever the same … Notes must
have a singing quality, they must become like the voice. Music, just like poetry, is
born out of rhythm. That is why every musician should read the works of Homer,
Dante, Shakespeare, and be able to recite them.’ These were not empty words:
Horszowski had himself taken a long career-break starting in 1910, in order to study
literature, philosophy and history of art in Paris. 

Mieczysl/aw Horszowski (or ‘Miecio’, as he became known) was born on 23 June
1892. As a boy, he received his first piano lessons from his mother – an amateur
pianist who had studied with Karol Mikuli, himself a pupil of Chopin. By the age of
seven he was already a fully formed musician, though in order to promote him as a
child prodigy, two years were quietly subtracted from his age – a deception of which
the adult Horszowski was not proud. A report in the Leipziger Tageblatt of 17 August
1899, written by the composer Cyrill Kistler, described him as ‘a picture-handsome
five-year-old boy who plays all the Inventions of J. S. Bach by heart without a single
mistake. What is more, I asked the child to play a C major Invention in C sharp
major, then in E major, in A flat major, to transpose the one in B minor into any and
all keys … and how did the little fellow meet the challenge? Magnificently! The ear
of this little one is altogether phenomenal.’

Horszowski made his official Viennese debut on 15 March 1902, with a
programme that included Schumann’s Arabeske – a piece he was still playing
ninety years later. In November 1902 he appeared in Warsaw, in a performance of
Beethoven’s Piano Concerto No. 1 conducted by Emil Ml/ynarski. The year 1906 saw
him give some fifty concerts, including his London debut and his American debut at
Carnegie Hall; and by 1908 he was playing some of the latest works in the piano

serene and luminous music coming to an uneasy close with a sudden outburst of
anger punctuated by distantly menacing drum-taps, as though a new drama were
about to be played out.

Chopin composed his two books of Études, Opp. 10 and 25, at various times
between 1830 and 1837. In them, as Schumann said, ‘imagination and technique
share dominion side by side’. The F minor Étude Op. 25 No. 2 is a whispering Presto
in a two-part texture that has both hands playing a constant stream of triplets, with
the right hand moving at twice the speed of the left. No less étude-like in character
is the Fantaisie-Impromptu Op. 66, though the helter-skelter keyboard figuration of
its outer sections is offset by a middle section in the major that brings us close to
the world of Chopin’s nocturnes. At the end, the melody of the middle section
makes a return, allowing the piece to fade away in a haze of nostalgia.

encore

ROBERT SCHUMANN (1810–1856)
Träumerei Op. 15 No. 7 (Kinderszenen) (1838)
‘Träumerei’, the piece that stands at the centre of the Op. 15 Kinderszenen, is
among Schumann’s most famous melodies. Each of its six arching phrases (or
eight, if we count the repeat of the first half) begins with the same rising interval;
but such is the contextual variety, both melodic and harmonic, of the melody’s
appearances that the music seems to unfold in a state of continual development. 

Notes by Misha Donat © 2008
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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) ‘incomparable energy and technical
wizardry’ (The Daily Telegraph)

IMOGEN COOPER
Beethoven Piano Sonata in A major Op. 101
Mozart Piano Sonata in A minor K. 310
Ravel Miroirs
Debussy La terrasse des audiences du clair de lune

WHLive0018

‘Cooper’s refinement and colouristic fantasy are well nigh
ideal. A recital of subtle and enduring pleasures’ (Daily
Telegraph)
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Also available on Wigmore Hall Live

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

No other performing artist can ever have had a career as long as that of Mieczysl/aw
Horszowski, who was still captivating audiences in his tenth decade. At the time he
gave the recital recorded here he was just three weeks short of his 99th birthday.
That in itself, of course, is a remarkable phenomenon, but when all is said and
done, Horszowski’s age was immaterial: what mattered was the almost
transcendental purity of his playing, and the luminous quality of his sound –
indeed, many of those who had known him through the years thought that
Horszowski in his nineties was playing more beautifully than ever. As Murray
Perahia, a former pupil of Horszowski, said: ‘In Mieczysl/aw Horszowski’s playing,
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A R C H I V E

A BBC recording

pianoMieczysl/aw Horszowski

Works by Mozart
Beethoven 
Schumann 
and Chopin

Mieczysl/aw Horszowski piano
Recorded live at Wigmore Hall, London, on 4 June 1991

WOLFGANG AMADEUS MOZART
Piano Sonata in B flat major K. 570 19.11

01 Allegro 04.38
02 Adagio 09.58
03 Allegretto 04.32

LUDWIG VAN BEETHOVEN
Piano Sonata No. 17 in D minor Op. 31 No. 2 ‘The Tempest’ 26.48

04 Largo — Allegro 09.31
05 Adagio 09.05
06 Allegretto 08.03

ROBERT SCHUMANN
07 Arabeske in C major Op. 18 06.58

FRYDERYK CHOPIN
08 Mazurka in B minor Op. 33 No. 4 04.57

09 Nocturne in B major Op. 32 No. 1 05.36

10 Étude in F minor Op. 25 No. 2 01.49

11 Fantaisie-Impromptu in C sharp minor Op. 66 06.03

encore
ROBERT SCHUMANN

12 Träumerei Op. 15 No. 7 (from Kinderszenen) 03.07

Total time: 74.44
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