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ALICIA DE LARROCHA 
GRIEG 
NOCTURNE, OP. 54, NO. 4 
SONATA IN E MINOR, OP. 7 
MENDELSSOHN 
CAPRICCIO, OP. 33, NO. 1 
VARIATIONS SERIEUSES, 
OP. 54 
SIDE ONE GRIEG 
Band I (3:55) Nocturne in C major, Op. 54, No. 4 
Band 2 (18:00) Sonata'in E minor, Op. 7 

1. Allegro moderato 
2. Andante molto 
3. Alla Menuetto ma poco piu lento 

•) 4. Molto allegro 

SIDE TWO MENDELSSOHN 
Band I (8:00) Capriccio in A minor. Op. 33, No. I 
Band 2 (11:30) Variations serieuses, D minor, Op. 54 

Edvard Grieg (1843-1907) has the misfortune to belong to that group 
of composers who, despite a fairly large and varied output, are known to 
the world through the medium of one or perhaps two works. The 
Piano Concerto, Op. 16, and the incidental music to Peer Gynt are staple 
repertory items, but much of the remainder of Grieg's music lies 
shrouded in ignorance for the majority, a fate which does scant justice 
to his delicate gifts as a miniaturist and is particularly unkind to his 
efforts on behalf of native Norwegian music. Both his piano music and 
songs deserve to be more widely known combining as they do indi¬ 
genous rhythms with his own natural melodic gifts. 

It was his distinguished musical compatriot and, incidentally, maternal 
relative, Ole Bull who encouraged Grieg to embark upon a musical 
career and in 1858 he entered Leipzig Conservatory where he stayed 
for four years studying piano and composition. It was during his period 
at Leipzig that Grieg contracted the illness which was to remain with 
him for the rest of his life. Grieg claimed later not to have enjoyed his 
years in Leipzig but at least his instruction proved efficient enough to 
equip him for a life as a concert pianist and in fact'he made his debut at 
Karlshamm in Sweden in August, 1861. 

In view 6f the fact that the piano was his chosen instrument it is 
perhaps somewhat surprising that the Piano Sonata in E minor recorded 
here should be Grieg’s only work in this form. The Sonata, in four 
movements, was composed at Bergen in June 1865 and published the 
same year by Breitkopf and Hartel. In the work may be found the in¬ 
fluences of formal academic training as well as those of native Norwegian 
folk-music though these were nothing like as fully absorbed into 
Grieg’s style as they were later to become. But they are evident never¬ 
theless most notably in the middle movements. 

The first movemenj, Allegro moderato, 2/4, demonstrates Grieg's 
ability to construct an orthodox sonata form movement. The thematic 
material of the movement is clearly laid out at the beginning and Grieg's 
handling of it is marked by concentration and economy of thought. In 
particular the development section is terse and to the point and the 
recapitulation is notable for the return of the main subject in 6/8 time 
as against the 2/4 of the exposition. The movement ends with a furious 
coda. • 

In the second movement, Andante molto, can be. discerned for the 
first time Norwegian folk influences particularly at the Un poco piCi vivo 
section. Grieg, however, was able to assimilate folk music features into 
his own melodic style with results that are fully integrated musically. 
Not the least remarkable aspect of this movement is Grieg's use of 
modal and varying scales. For instance, the first two dozen bars of the 
movement range from C major through D major, E minor, G minor and 
B minor before returning to C major. The use of Mixolydian and 
Dorian modes also occurs in this passage. 

The third movement, Alla menuetto, ma poco piCi lento, 3/4, reflects 
even more strongly the Norwegian folk music influence. Writing 
about this movement Grieg's biographer, David Monrad Johansen, 
says: "The Minuet is definitely Teutonic music, vigorous sound over 
broad chords," but this is not a graceful classical minuet nor a romantic 

scherzo but a stately, dignifed Norwegian peasant dance. The central 
trio in the major with its slightly wistful quality makes an effective 
contrast to the robust rhythms of the main tune in the minor. 

The finale, Molto allegro. 6/8, contains hints of Sturm and Drang with 
its fierce vitality and percussive effects and the movement again 
shows Grieg's harmonic invention. 

In his later piano music Grieg turned to miniatures and among his 
compositions are ten books of Lyric Pieces, written between 1867 and 
1901. This Nocturne in C major is taken from the set of six composed in 
1891 and published as Op.54, From a melodic opening the music becomes 
impressionistic with the colouring and harmonies unmistakably the work 
of Grieg. The titles of the other fve pieces of Op. 54 are Shepherd Boy, 
Norwegian March, March of the Dwarfs, Scherzo and Bell-ringing and it 
can be seen how far the influence of his native folk-music had permeated 
Grieg's thought. 

Like Grieg, Felix Mendelssohn (1809-1847) was a pianist. He was, of 
course, also a phenomenally gifted composer and an exceptionally able 
conductor, but it was as a pianist that his genius first manifested itself, 
Mendelssohn making his debut when only nine years old. Mendel¬ 
ssohn's all-round musical gifts were of such quality as to take him very 
quickly to a position of celebrity throughout Europe. His adminis¬ 
trative abilities were no less marked and in 1833 Mendelssohn accepted 
an appointment as musical director in Dusseldorf. This did not prove 
to be a particularly congenial position so Mendelssohn was gratified to 
consider an offer to take over the Gewandhaus Concerts in Leipzig in 
1835, a post which he took up in October of that year. Mendelssohn 
stayed in Leipzig for I I years, founding the Conservatory in 1842 and 
carrying on a busy and varied career as administrator, conductor and 
composer both at Leipzig and elsewhere. 

In 1841 Mendelssohn wrote three sets of variations for solo piano. The 
E flat, Op. 82 and B flat, Op. 83, sets are hardly heard nowadays, but the 
Variations serieuses in D minor, Op. 54, appear frequently and are in the 
repertory of most pianists specialising in the Romantic school. The 17 
variations are continuous except for a short pause before and after the 
fourteenth, a major mode adagio of a somewhat religious flavour, and 
comprise an intricate and tautly worked structure. The theme itself is 
one of Mendelssohn's most winning creations providing the basis for 
some attractive piano writing. 

Notable among the variations are the canonic fourth, the fugal 
tenth, the strongly Schumannesque eleventh, the thirteenth with its 
right hand staccato demisemiquavers against left hand detached quavers, 
and the fifteenth where the rhythmic basis of the theme is emphasised. 
The variations end with a tense coda. So closely knit are the Variations 
serieuses that it would be impossible to imagine the work without 
any one of the variations. 

The Capriccio in A minor, Op. 33 No. I comes from a set of three 
written in 1833-4. A slow introduction leads to a sonata-like movement 
mainly agitato in mood. 

Michael Marcus 

ALICIA DE LARROCHA 
Pianist 

The Spanish pianist Alicia de Larrocha, whose fame has steadily 
skyrocketed throughout the United States, has proved dramatically, 
from New York to as far west as Hawaii, that she is indeed a titan of 
the keyboard. 

Everywhere Mme. de Larrocha has gone and on every tour she 
has astounded audiences and critics alike with her superb artistry and 
her incomparable technique. Critics throughout the country have 
lavished this unassuming, smiling virtuoso with the most extraordinary 
adjectives: from New York, "She played the music with supreme 
eloquence and a driving commitment that caught me up in wonderment 
and put the matter of her awesome technique quite beside the point;" 
from Cleveland, "Everything about Alicia de Larrocha's recital was 
superlative. The Spanish pianist's taste was impeccable, her musician¬ 
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ship perfect, her virtuosity absolute. Here was an intoxicating perform¬ 
ance that swept aside all would-be critical objectivity in its passion, 
beauty authority and drive. Clearly she is one of the great pianists of 
our time.” She was called a giantess at the keyboard by a Texas critic. 
Indeed, it is rare when Mme. de Larrocha does not receive a standing 
ovation and play at least three encores. 

It has long been known that Alicia de Larrocha plays Spanish 
piano music second to none, as she demonstrated to New York 
audiences in 1965 at her Hunter College recital; in 1966 when she 
performed Albeniz' "Iberia” at Philharmonic Hall and in 1967 with 
her all-Granados program at Carnegie Hall. Harold Schonberg of the 
New York Times wrote, "She has a technique that can be classified as 
stupendous. This tiny Spanish woman is pianistically flawless, with 
infallible fingers, brilliant sonorities, steady rhythm, everything.” 

At her annual Carnegie Hall recital on December 9, 1968 Alicia 
de Larrocha left no doubt as to her formidable talents in the non- 
Spanish repertoire, too, when she performed works by Schumann, 
Ravel, Chopin and other romantics. 

Success is not new to Alicia de Larrocha. As a girl of four in her 
native Barcelona, her outstanding abilities brought her to the attentior 
of Frank Marshall, the eminent piano pedagogue and the successor of 
Granados' piano school. Mr. Marshall, himself a pupil and intimate 
friend of the great Spanish composer, took charge of Alicia's piano 
studies, and the progress she made was such that she was allowed to 
give her first concert in public at the age of five. Having had the 
mantle of the "Granados Tradition” passed on to her, Miss de Larrocha 
has become a Director of the Marshall Academy in Barcelona, which 
was founded by her former teacher. 

After a brilliant series of successful concerts in her native city 
she was invited to Madrid where she was introduced in a memorable 
concert with the Madrid Symphony Orchestra conducted by Fernandez 
Arbos. 

Since 1940 Miss de Larrocha has given innumerable recitals in 
the musical centers of the Iberian Peninsula, in Spanish Morrocco and 
in the Canary Islands, and has been sought after by the leading Spanish 
orchestras and conductors. In 1943 she was awarded the coveted Gold 
Medal of the Marshall Academy, which is given only on exceptional 
occasions in the tradition of keeping alive a pure Spanish piano school 
This was the first of many awards to be showered on Alicia de 
Larrocha, including the Spanish Order of Civil Merit, the Harriet Cohen 
International Music Award Medal and the Paderewski Memorial Medal. 

Alicia de Larrocha has been heard in concert many times in the 
music capitals of Europe, since she first began her tours outside of 
Spain in 1947. Paris, London, Edinburgh, Geneva, Brussels and 
Lausanne are but a few of the cities whose audiences have acclaimed 
her. Miss de Larrocha's fame spread across the Atlantic, and in 1955 
she was invited to make her United States debut with the Los Angeles 
Philharmonic Orchestra. She also performed with the San Francisco 
Symphony, and made her New York debut in a Town Hall recital in 
April, 1955. 

When she next returned to New York in 1965 she gave audiences 
good reason to regret what they had been missing in the interim. Her 
performance of Mozart's Concerto in A major, K.488 with the New 
York Philharmonic was summed up by the New York Times, "Miss 
de Larrocha.is a pianist's pianist and a musician's musician.” In 
every concert since, and there have been many, Mme. de Larrocha has 
demonstrated her exceptional prowess in performing the greatest 
materpieces for the piano. 

In the summer of 1969 she returned to the United States and 
appeared at the Blossom Festival, Robin Hood Dell, the Hollywood 
Bowl and with the St. Louis Symphony. 
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THE SYMBOL OF SOUND PROGRESS 

The greatest single advance in sound reproduction since the invention of the phonograph was ffrr (full frequency 
range recording), introduced on 78 rpm discs shortly after World War II. For the first time, the full frequency range of 
audible sound (30 cps.—14,000 cps.) was captured on a disc via a meticulous and highly advanced technology which began 
at the recording studio and followed through all the mastering and manufacturing stages down to the pressing of the 
finished disc. Since that time ffrr has been recognized as THE SYMBOL OF SOUND PROGRESS. 

With the advent of the London thr long playing disc in 1949, ffrr sound was again acknowledged to be the finest in 
the recording industry. Approximately eight years later, London's engineers began to develop and perfect stereophonic 
recording embodying the ffrr principle and, when in 1958 this unique system of stereophonic recorded sound was 
introduced to the public, it represented the utmost in sophisticated technology. Since then many improvements have 
been introduced by London’s engineers to keep London technology in the forefront. 

With ffn; you are listening to the finest in sound reproduction, for at London, progress never stops. 
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I- Allegro moderato 

II. Andante molto 

III. Alla Menuetto ma poco pio lento 

IV. Molto allegro 

ALICIA DE LARRQCHA (Piano) 

tZAL.961: 

GS.667 



^Oto WORK Rtse ft V£DUN4^?/y£ 

Trademarks Re*. U.S. Pat. Oft. 

FUU FPFQUFNCY &AWGF FFCOPD/HG 

made in England 
THE DECCA RECORD CO. LTD. 

MENDELSSOHN 

1. CAPRICCIO, Op. 33 No. 1 (8.00) 

2. VARIATIONS SERIEUSES, Op. 54 (11.30) 

ALIOIA DE LARROCHA (Piano) 


