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JOHANN SEBASTIAN BACH

(b Eisenach, 21 March 1685, d Leipzig, 28 July 1750)

BAGESHITALY VO Tl

Concerto IN D MiNOR, BWV 974
AFTER OBOE CONCERTO IN D MINOR, S.2799 BY ALESSANDRO MARCELLO

(ANDANTE SPICCATO) 2'37
ApaGIo 3'48
PRESTO 3'38

CoNCERTO NACH ITALIENISCHEM GUSsTO, BWV 971
CONCERTO SECONDO 10 STILE ITALIANO, BWV 971

ALLEGRO 3'44
ANDANTE 442
Presto 3's0
JoHANNES BrRaHMS (8 HaMBURG, 7 MAY 1833; D ViENNA, 3 APRIL 1897) 14'12

CHACONNE VON ].S. BacH FROM 5 STUDIES, ANH.1A/1
ARRANGEMENT FOR THE LEFT HAND OF THE CHACONNE FROM
VioLin Partrra No.2 in D minor, BWV 1004

JoHANN SEBASTIAN BAcH
ARIA MIT 30 VERANDERUNGEN, BWV 988 - ARIA WITH 30 VARIATIONS, “GOLDBERG VARIATIONS”
KoNzerTvORTRAG VON / CONCERT VERSION BY FERRUCCIO Busont BV B 35

Aria 1'ss
ERSTE GRUPPE (st Group):

ALLEGRO (1.) 1'02
ANDANTINO (2.) 1'21
Lo STESSO MOVIMENTO (4.) 029
ALLEGRO NON TROPPO (5.) 0's8
CANONE ALLA SECONDA (6.) 0'49
ALLEGRO SCHERZANDO (7.) 1'00

ALLEGRO (8.) 0's7
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Born in Turin in 1983, Chiara Bertoglio began her
piano studies at the age of three, obtaining her Diploma
in Piano summa cum laude and with honours at the
Conservatory of Turin when only sixteen. She obtained
Master’s Degrees in piano at the Accademia di Santa
Cecilia in Rome and at the University of Venice in
musicology, as well as the Swiss Diploma of Virtuosity,
always with top marks and honours. She obtained a
PhD in Music Performance Practice from the University
of Birmingham, with the supervision of Kenneth
Hamilton. She also studied with M. Rezzo, 1. Deckers,
E. Henz, P. Badura Skoda, S. Perticaroli and K. Bogino.
She made her debut as a soloist with orchestra at the age
of nine, under the baton of Ferdinand Leitner; later she
performed with orchestras such as Rome Symphony
Orchestra, the European Union Chamber Orchestra,
the Curtis Chamber Orchestra, the Italian Philharmon-
ic Orchestra, the Aargauer Symphonieorchester and
many others. In 2005 she made her debut at Carnegie
Hall under the baton of Leon Fleisher. She performed in
such venues as the Concertgebouw of Amsterdam, the
Royal Academy in London (during the Messiaen
Festival 2008), the Mozarteum in Salzburg, the Chopin
Institute of Warsaw, the Academy of Santa Cecilia in
Rome, the Maggio Musicale Fiorentino and other
festivals such as “Imago Sloveniae”, “Woerthersee
Classics”, “MITO Settembre Musica” and many others.
She performed both recitals and concertos with

orchestra in Italy, United Kingdom, France, Germany,

Switzerland, Austria, Poland, Israel, Denmark, Norway,
the Netherlands and Slovenia, and was often broadcast
by national radio and TV programs (RAI, ORE AVRO
Klassiek, Polish and Slovenian Radio and TV etc.).

Her most important recordings include Respighi’s
Toccata for piano and orchestra (to be published soon
by Brilliant Classics), two albums for “Velut Luna”
(Schubert’s complete Impromptus, and “Mors&Vita”,
with works by Mussorgskij and Messiaen, both issued in
2012) and a selection of Mozart’s Piano Concertos for
“Panorama’.

Her first book dates 2005, and is a study on Mozart’s
piano and opera music, prefaced by Paul Badura Skoda.
Later she wrote other musicological books, mostly
published by Effatd, and her PhD thesis has been
recently published by Lambert Academic Publishing.
Her monumental monograph Reforming Music (De
Gruyter 2017) has won the prestigious RefoRC Book
Award in 2018. She also wrote several musicological
articles for important Italian and international journals,
and is often invited as a speaker at musicological
conferences in Europe and the USA; she also gives
seminars for Iralian and British universities. She teaches
musicology at the Theological University of Northern
Italy and piano at the Conservatoire of Novara. Since
2007 she gives annual cycles of lectures and concerts for
the private university “Studio Filosofico Domenicano”

in Bologna.
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FucneTTA (10.)
Prv vivace (11.)
ANDANTE CON GRAZIA (13.)

ZWEITE GRUPPE (seconp Grour)
ALLEGRO RITENUTO (14.)

CaNONE ALLA QUINTA (15.)
ALLEGRETTO PIACEVOLE (19.)
ALLEGRETTO VIVACE (20.)

Fucaro (22.)

NON ALLEGRO (23.)

Apacio (25).

DRITTE GRUPPE (7#irD GROUP)

ALLEGRO CORRENTE (26.)

ANDANTE BRILLANTE (28.)

ALLEGRO FINALE (29.) QUODLIBET (30.) E RipRESA

CHIARA BERTOGLIO
PIANO

OTTHOYVIN OLLIAINAL

0'ss
0's2
2's7

1'06
2'22
0'33
1'04
0'48
1'13
3'31

1'03
1'14
4'08

INOSNE OIDDNYITA
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Though Johann Sebastian Bach (1685-1750) never
visited Italy, he was constantly interested in Italian
music throughout his life: he meticulously studied the
style of Italian composers of the past (such as Palestrina
and Frescobaldi) and of his own time (such as Vivaldi
and Pergolesi). His numerous transcriptions and
arrangements from Italian models date not only from
the years of his compositional apprenticeship, but
constitute a red thread leading up to the very last years
of his life, when he still took inspiration from Italian
masters and their work. Conversely, many of the most
interesting figures of the Italian musical scene were
fascinated and intrigued by Bach’s opus and style: from
the admiring words of Bach’s contemporary, the
erudite Bolognese scholar Padre Martini, to Busoni’s
unforgettable piano transcriptions, Bach’s impact on
Italian music may be not immediately apparent, but is
nonetheless deep and influential.

This CD collects a series of keyboard works which
offer a fascinating overview on this two-sided relation-
ship. Bach’s Concerto in D-minor BWV 974 is one of
the several keyboard transcriptions from Italian solo
concertos realized by the German composer; in this
case, the original work was an oboe concerto by the
Venetian patrician Alessandro Marcello (1673-1747).
This exquisite piece has a rich melodic vein, which
reaches heights of intense and touching beauty in the
well-known slow movement. The challenge faced by
Bach in this and in his other transcriptions was to
transfer the timbral and dynamic variety of orchestral
works to the less-nuanced instrumental medium at his
disposal. His masterly knowledge of harmony,
counterpoint and texture allowed him to choose
compositional solutions whereby neither the mellow
and penetrating sounds of the solo oboe, nor the
gorgeous and warm timbre of the string orchestra get —
5o to say — lost in translation.

The experience acquired by Bach through his careful
transcriptions seems to blossom in his own Italian

Concerto, which could be described as one further
keyboard arrangement of a virtual and imaginary
Italian orchestral model. The compositional form of
the solo concerto, observed in countless examples by
Vivaldi and others, is faithfully respected; the contrast
between solo and tutti, between concertino (the
soloists’ ensemble) and concerto grosso is mimicked
through the use of harpsichord registration and of
textures of varying density. Bach’s Tralian Concerto
shares with Marcello’s the elegiac and lyrical beauty of
the second movement, framed by the brilliant and
lively vivacity of the first and third. In spite of the
“Tralianness” of the work, however, the German
master’s touch is clearly discernible: not only in the
rich contrapuntal writing, but also in the thematic use
of a chorale tune fragment (“In Dir ist Freude”, “In
Thee is joy”) in the third movement, as if suggesting
that the radiant felicity of this work springs from a
spiritual and supernatural source of joy.

Chorale tunes interweave in a yet more pervasive and
structural fashion the sublime Chaconne, as recently
demonstrated by Helga Thoene. This dance, originally
concluding the Second Partita for solo violin, is made
of a series of variations on a bass: throughout the piece,
however, a series of hidden Chorales builds up an
extraordinary spiritual itinerary, in which the Chorale
sequence possibly represents Bach's response to the loss
of his first wife, Maria Barbara. If the first Chorales
depict the unavoidability of death and the human
attempt to flee it, later the Christian believer enters
into a spiritual dialogue with Christ and his Passion.
Thus, in a moment of unforgettable musical beauty
(when the key shifts from D-minor to D-major),
God’s response does not fail the praying man: the only
answer to human grief and to the questions it poses is,
for the believer, Christ’s incarnation, through which
our very sorrow is assumed by God. Therefore, even in
the midst of extreme suffering, joy becomes possible:
the violin imitates trumpet sounds, which evoke — at
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one and the same time — both a festive climate and the
resurrection of the dead, announced by heavenly
fanfares in the Bible. When the minor key reappears,
therefore, it does not represent a return to reality after
a dreamlike illusion; rather, it is the extremely human
experience that faith does not exclude the grief of
mourning, giving it, instead, a new meaning. Thus, the
last Chorales rehearse the abandonment to God’s will
and the trusting faith in a life after death.

The arduous spiritual itinerary sketched by the
Chorales corresponds to the transcendental difficulty
of this piece on the technical and performance plane
for the solo violinist. Whereas Busoni’s well-known
piano transcription emphasises the spectacular
component of virtuosity, Brahms more intimate
version for the left hand alone transfers to the piano
the strenuous efforts of the violinist and the extreme
technical demands posed by the piece, so that the
almost ascetic experience of its performance mirrors
the complexity of the spiritual content.

Similar to the Chaconne, the so-called Goldberg
Variations are built on a dance bass, and represent a
keyboard version of the catalogue of technical
challenges found in the violin piece. In this monumen-
tal work, moreover, every three variations one is a
canon (on intervals increasing progressively and
corresponding to the position of the variation in the
cycle), one is a “character piece” and one virtuoso
movement with crossing of the hands. The last
variation is a Quodlibet, a contrapuntal piece made of
tunes of various provenance: it includes a homage to
Buxtehude (who in turn employed the Italian tune of
the Bergamasca) and another Chorale quote, whose
text affirms that “What God does is well-done” —
seemingly paying homage to God as the source of all
creation at the end of one of the supreme creative
achievements of the composer. After the Quodlibet,
Bach’s original version prescribes to repeat the first
Aria, whose transfigured simplicity and transcendent

beauty are one of the highpoints of classical music of
all times. Performed with repeats and in their entirety,
the Goldberg Variations last approximately eighty
minutes, which is much more than any average
audience of the early twentieth century could
appreciate.  Struggling  between pragmatism and
fidelity, Ferruccio Busoni (a great concert pianist and
composer, and possibly one of the most perceptive
Bach interpreters ever) proposed a shortened and
revised version of the Variations. The most controver-
sial aspect of his arrangement s, of course, the suppres-
sion of many pieces, most of which are canons:
consequently, the masterly compositional structure of
Bach’s work is utterly destroyed. Moreover, to modern
ears, the replacement of the ultramundane purity of
the Aria da capo with a spectacular Finale and with a
majestic, organ-like Chorale is hardly acceptable. On
the other hand, some of the many changes made by
Busoni on Bach’s score are extremely sensible and
technically valuable (for example, in the redistribution
of virtuoso fragments between the two hands, in
response to the challenges posed to the pianist by
Bach’s writing for a harpsichord with two manuals).
Even the harshest critics of Busoni’s version, nonethe-
less, should acknowledge the historic value of this
arrangement, as a valuable witness of Bach reception
and interpretation, and as a first step for the popular-
ization of his works. Those less prejudiced, however,
will undoubtedly appreciate the unique beauty of the
resulting composition: a beauty unlike that of the
original, of course, but —at the same time — an artwork
with a stringent consistency and a musically convinc-
ing structure. A work, in sum, which never fails to
achieve its particular and admitted goal: to spread the
knowledge and appreciation of Bach’'s music among
those who would otherwise ignore its beauty, its depth,
its fascination.

(Album Notes by Chiara Bertoglio)



