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Johann Sebastian Bach (1685-1750)
Partita No.2 in C minor BWV 826
1
i
Sinfonia
2
ii
Allemande
3
iii
Courante
4
iv
Sarabande
5
v
Rondeaux
6
vi
Capriccio

4’23
4’06
2’12
3’24
2’49
3’38

Franz Schubert (1797-1828)
Sonata in A Major D664
7
i
Allegro moderato
8
ii
Andante
9
iii
Allegro

7’58
5’03
7’55

Claude Debussy (1862-1918)
Images Book 1
10 i
Reflets dans l’eau
11 ii
Hommage à Rameau
12 iii
Mouvement

5’17
6’54
3’43

Robert Schumann (1810-1856)
13 Allegro in B minor Op.8

10’23

				

67’46

CYRILL IBRAHIM piano

Cyrill Ibrahim was described by The Daily Telegraph as “one of the most exciting pianists of his generation”.
Born in Rotterdam, The Netherlands in 1984, he started playing the piano at the age of seven. One of his
first mentors was Leonardo Palacios, a classical guitarist from Uruguay, and he subsequently enrolled, at the
age of 18, at the Rotterdam Conservatory, where he studied with Aquiles Delle Vigne, Barbara Grajewska
and Marcus Baban, graduating as Bachelor of Music with Distinction. He is very grateful to the Dutch Music
Foundation for loaning him a grand piano during his studies in The Netherlands. In 2009, the pianist Paolo
Giacometti offered him a place at the Utrecht Conservatory to follow the Master of Music programme. He
studied there for a year before moving to the United Kingdom, where he studied at the Royal College of
Music under the tutelage of Professor Andrew Ball, having been awarded a full Huygens’ Scholarship by the
Dutch government. In addition, he has participated in a masterclass with the Portuguese pianist Maria João
Pires at the Karma Ling Institute in France and studied at the Birmingham Piano Academy, Chetham’s
Summer School, and the Lucca Estate. Over the years he has received tuition from, among others, Steven
Osborne, Philip Fowke, Peter Donohoe, Ruth Nye, Matthias Kirschnereit, Maria João Pires and Katarzyna
Popowa-Zydron. He has performed both as soloist and a chamber recitalist on the national and international
stage at such halls as the Berliner Philharmonie and Concertgebouw in Amsterdam.

In 1717, Johann Sebastian Bach was appointed Kapellmeister to the music-loving Prince Leopold of
Anhalt-Cöthen, a post he was to retain until 1723 when he became Kantor at the St Thomas School in
Leipzig. Much of his time in Leipzig was to be taken up with the composition of cantatas and settings of
the passion story for use in the city’s churches but, while he was employed by Prince Leopold, he was
able to concentrate on instrumental rather than choral music. The Prince, who himself played several
instruments including the violin and the harpsichord, had established an orchestra of some fifteen players
and it was for these musicians that Bach was to compose some of his best known works, notably his
concertos.
While at Cöthen, as well as writing works for various groups of players, Bach was also busy composing
pieces which only require one player. Thus in 1720 he produced six substantial works for solo violin and
at about that time six more for solo cello. Of the six pieces for solo violin, three are referred to as
sonatas and others as partitas, while each of those for solo cello has the title suite. In the eighteenth
century these terms were practically interchangeable and each could be used to describe a work made
up of a series of movements based on traditional dances, the dances most regularly used being the
allemande, the courante, the sarabande and the gigue.
Later, during his time in Leipzig and starting in 1726, Bach was to publish six more partitas, this time,
however, for the keyboard. They appeared in print separately, on average once a year, until the whole
set was published in 1731 as his opus 1 with the overall title Clavier-Übung, that is ‘Keyboard Practice’.
This was the title that Bach’s predecessor at Leipzig, Johann Kuhnau (1660-1722), had used for some of
his collections of keyboard pieces and Bach was to use it, over the years, on four occasions.
The keyboard partita in C minor, BWV826, recorded here includes three of the usual dance movements
– allemande, courante, sarabande – but to these are added two entitled rondeaux and capriccio. The work
opens with a three-part sinfonia comprising a slow introduction followed by an andante which leads
straight into a fugue.
It is said that Franz Schubert knew hardly a note of any of Bach’s compositions, or those of Bach’s
predecessors come to that, as for him the history of music began with Haydn and Mozart. Schubert was

born in Vienna some six years after Mozart had died there and not long after Haydn had returned to
that city following his triumphant visits to London. Schubert, however, was never to venture far from his
birthplace during his short life, even taking his holidays in various parts of his native Austria.
Much of the music Schubert composed was intended for performance by himself and his friends; only one
public concert devoted entirely to his music took place during his lifetime and that not until 28 March 1828
just nine months before he died at the age of only thirty-one. During that short life Schubert completed
some fifteen piano sonatas, leaving several more unfinished. Very few of these sonatas were published
during his lifetime, the one in A major on this recording not appearing in print until 1829 when it was given
the opus number 120.
It is thought that this sonata had been composed in 1819, therefore ten years before its publication.
During the summer of that year, Schubert was staying at Steyr, a town in Upper Austria, and while there
met Josef von Koller, a wealthy iron merchant, his wife Therese and daughter Josefa. ‘The daughter of
Herr von K., at whose house I dine each day, is very pretty, plays the piano well, and is going to sing
several of my songs’, he told his brother, Ferdinand, in a letter dated 13 July, and it is thought that it was
for Josefa that Schubert wrote this A major sonata.
As a prolific writer of songs, Schubert would often incorporate one or other of them into his instrumental
music. For example, during that same holiday in Steyr, he composed his famous ‘Trout’ quintet which
takes its name from his song Die Forelle on which its fourth movement is based. However, it was the
other way round with the sonata D664 for, in 1821, he recalled its opening section when composing
Der Unglückliche (‘The Forlorn One’), a song with words by Karoline Pichler.
In 1901, Claude Debussy was invited to make his debut as a music critic. His first articles were for the
French art and literary magazine, the Revue Blanche, and later he was also to become a contributor to
the Parisian journal, Gil Blas. Towards the end of his life he set about making a compilation of some of
these articles for publication in book form but, in the event they did not appear in print until 1921, some
three years after his death.

In his writing Debussy could be quite forthright and he was obviously not particularly fond of Schubert’s
songs which he considered to ‘smell of long-closed drawers and of flowers forever faded’. Bach, however,
was treated in a far more kindly way. In an article dating from February 1913, Debussy described him as
‘a benevolent God, to whom all musicians should offer a prayer before commencing work, to defend
themselves from mediocrity’. Back in 1901 he had noted that in Bach’s music ‘it is not the character of
the melody that stirs us, but rather the tracing of a particular line, often indeed of several lines, whose
meeting, whether by chance or design, makes the appeal.’
Although several of Debussy’s works have rather non-committal generic titles - Estampes (Engravings),
Nocturnes (Night pieces), Images (Pictures) - the movements they contain have very specific and highly
descriptive ones. There are to be found gardens in the rain, goldfish, pagodas, clouds, bells, festivals and
moons disappearing behind temples. Debussy composed three sets of pieces that he referred to as Images,
one for orchestra in 1913 and two for piano in 1905 and 1907, no one of them being an arrangement or
transcription of any of the others.
The first book of piano Images contains three pieces - Reflets dans l’eau (‘Reflections in the water’),
Hommage à Rameau (‘Homage to Rameau’) and Mouvement (‘Movement’). In his BBC Guide to the
piano music of Debussy, Frank Dawes suggests that the impression gained from the first of these pieces
is that of gazing at an object for a long time so that the image loses its focus and a sense of drowsiness
overcomes the observer. In the second, which is in the form of a sarabande, one is looking back to the
eighteenth century when composers such as Jean-Philippe Rameau flourished. In the third of these
Images Dawes detects the ‘rapid yet restricted movement of the wasp round the honey-pot, the bird in
the cage, of the fluttering wings of the nearly stationary dragonfly’.
The first performance of these pieces was given by Ricardo Viñes on 3 March 1906 at the Société
nationale de musique. In a letter to his publisher, Debussy suggested ‘without false vanity’ that these
three pieces ‘work well and will take their place in piano literature to the left of Schumann or to the right
of Chopin’.

Like Debussy, Robert Schumann was a musical journalist in additon to being a composer. In his capacity
as critic, he too was not shy about giving his opinion about fellow musicians. Much of his writing was
intended for the Neue Zeitschrift für Musik (New Journal for Music) that he had founded in 1833. Bach
he described as ‘unapproachable’ and ‘unfathomable’ while admitting that he made a daily confession of
his sins to that ‘mighty one’ in an endeavour, through him, to ‘purify and strengthen’ himself. Schumann
wrote many articles in praise of Schubert and is said to have sobbed all the through the night when he
heard in December 1828 that his idol had died.
Earlier that year, Schumann had met for the first time Friedrich Wieck and his then nine-year-old daughter,
Clara. Before long, he was studying the piano with this highly respected teacher and within a year or so had
become a lodger in the Wieck household. Although Schumann was eventually to marry Clara – after a very
long engagement and much against her father’s wishes – she was not his first choice as a wife for, in 1834, he
had met, fallen in love with and become engaged to another of Wieck’s pupils, Ernestine von Fricken. Although
this engagement barely lasted a year, during that time Schumann, as was his wont, included references in his
music to his latest love, in this case most notably in the piano work he entitled Carnaval.
In the early 1830s, Schumann had begun to compose a piano sonata in B minor but, in the event, he was
only to complete the first movement. Alhough he referred to it as an ‘Allegro di bravura’, when it was
eventually published it was as Allegro in B minor with the opus number 8 and a dedication to Ernestine
von Fricken. Schumann was later to compose three full-scale piano sonatas, the second of which, in G
minor, being the work with which Debussy was to win a prize at the Paris Conservatoire in 1877.
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