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The composers presented in this recording happen to be women. A generation 
ago that would have been a novelty, and even a political statement, as the world of 
western art music was only just awakening to the realisation that the three dozen or 
so dead white males who constituted the list of ‘Master Composers’ of the last several 
centuries, and whose works dominated the canonic repertory, accounted for only 
a minuscule amount of the music that was created and performed and consumed.

The fact is that many ‘forgotten’ composers and performers had successful, widely 
recognised careers during their lifetimes, and many faced considerable challenges; 
much rewarding music lies available but largely unheard, and audiences and performers 
are now taking an interest in it. For the sonata, the numbers are astounding: William S. 
Newman, in his classic three-volume history of the genre1 (which still extends only to 
about the First World War), mentions over 1,325 composers! 

Through the eighteenth century, the heyday of the sonata, a formal design evolved 
for the first movement, and was adopted in, or adapted to, other kinds of chamber 
music, symphonies, concertos – almost any kind of absolute instrumental music – 
and for movements other than the first. ‘Sonata’ form conventionally operates on two 
levels. On the melodic surface, there is a succession of tunes termed the ‘exposition’, 
which is repeated. The ‘development’ section then recharacterises, extends, hints at 
and generally works over selected elements of the exposition. Finally, the melodies 
in the exposition return in their original guise and order – the ‘recapitulation’. At a 
second level of design (which takes some training to apprehend), the tonal centre 
shifts midway through the exposition, and again more frequently and distantly in the 

1 The Sonata in the Baroque Era, The Sonata in the Classic Era and The Sonata in the Romantic Era, The University of North 
Carolina Press, Chapel Hill, 1963 (latterly republished by W. W. Norton & Co., New York and London).
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development; but in the recapitulation, while the tunes parade by, there is no shift from 
the overall home-key. Thus on both levels there is a cast of characters, departure and 
return, disruption and resolution, moment-to-moment variety but overall symmetry – 
in short, the elements of drama, in purely musical terms.

The sonata after Beethoven tends not to get out of his shadow, and gradually loses 
its primacy in the canon (Brahms, Skryabin, Prokofiev and Hindemith being notable 
exceptions). Its later cultivation tends to run wide but rather shallow, and in the œuvre 
of both major and so-called minor composers often represents a sort of rite of passage, 
a ‘learned’ genre that one produces early in one’s career, and then, perhaps, one that a 
mature composer returns to now and again, often with a sense of nostalgia, or as an 
occasional or pedagogical piece.

These observations apply to Elfrida Andrée, Ethel Smyth and Mélanie Bonis. Each 
of them enjoyed recognition by their peers and positions of public honour, although 
they first had to break through barriers to a woman taking up composition as a vocation. 
Each essentially disappeared from musical history after her death, with her music. The 
sonata as a genre was not a focus for any of them, but each of the pieces here deserves 
and rewards hearing, simply on the merits of the work itself.

Elfrida Andrée (1841–1929)
Violin Sonata in B flat major (1872)
Elfrida Andrée was already a force in the Swedish musical establishment by the time 
she wrote this violin sonata in 1872, although, as a woman organist and composer, 
she had confronted several obstacles on her pioneering path. She was allowed to study 
at the Conservatoire in Stockholm, but it was required that her diploma recital – at 
age sixteen – be given in private, since technically women could not be ‘admitted’ to 
the school. Barred by law from a church post (the Swedish State Church observed a 
conservative strain of Lutheranism), she at first turned to breaking the sexist barrier in 
quite a different line of work: telegraph operator! Actively supported by her father, she 
prevailed, and worked as an operator for a few years, while the two of them continued 
to lobby for change in the laws on church staffing. Successful finally in 1861, she served 
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several churches in Stockholm, and in 1867 
won appointment (over seven males) as 
organist of the cathedral in Gothenburg, 
the second-largest city in Sweden and an 
important port and commercial centre. 

There she remained for the rest of 
her life. Honours accumulated, including 
election to the Royal Swedish Academy in 
1879, prizes in international competitions, 
and her appointment at the turn of the 
century as Music Director of the main 
concert series in Gothenburg – so adding 
impresario and orchestral conductor to her 
list of breakthroughs for women. A few of 
her compositions were printed (though 
she still often masked her gender, at least 
in initial negotiations with publishers). 
She trained a generation of younger 
women organists, who increasingly 
found positions in the Swedish Church.  
But not every door opened: during a visit to Leipzig she was allowed to present her 
chamber music in the Conservatoire, but forbidden to play in Bach’s Thomaskirche, 
because women were not permitted in the organ loft – a reminder that, 150 years 
before, young Bach himself had been reprimanded by the Town Fathers of Arnstadt for 
reportedly having invited a ‘strange maiden’ to the organ loft.

As a composer, Andrée had some training with Franz Berwald in Stockholm, 
and then studied very briefly with Niels Gade in Copenhagen. Her ambition outran 
convention here, too: she was determined to make a mark in the ‘large’ forms of 
orchestral and operatic music, not only the parlour songs, piano music and chamber 
music that then were considered all that a woman composer could hope to navigate. 
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Even her progressive father was doubtful, but Andrée showed adamantine resolve 
throughout her life. By the end, her catalogue of 135 works included symphonies, a 
large-scale cantata, two Masses, chamber music, Lieder and, of course, much liturgical 
and ‘concert’ organ music.2

Because little of her music has been published, performed or recorded, it is difficult 
to make a valid generalisation about her style. On the evidence of this B flat Sonata, it 
stands, like that of most other Scandinavian composers of the nineteenth century, in the 
tradition of the Mendelssohns (brother and sister) and the Schumanns (husband and 
wife): well crafted, expressive, comfortable with Classical forms and idioms, and thus 
separate from the radical ‘New Music’ of Liszt and Wagner.

This Violin Sonata in B flat major, one of at least two,3 imbued with a sense of 
naivety and optimism, has three movements. The first, Allegro con spirito 1 , opens with 
a rhythmically ambiguous whisper from the violin, answered by a vigorous but squarely 
phrased assertion from the piano. The limpid second theme is the first chance the 
violin gets to play extended melody, followed by a repetition in the piano under violin 
commentary. The end of the exposition reworks the whisper motif in both instruments. 
Little new ground is broken in the development section. The recapitulation is easy 
to mark: the opening whisper is elaborated first by piano, then violin; thereafter the 
recapping of material is brief though not perfunctory, moving to a coda that juxtaposes 
the affective contrast of the opening, in short passages that alternate whisper and 
assertion.

The second movement, Andante cantabile 2 , moves to the slightly darker 
subdominant key, E flat major, to present an expansive melody cushioned by triplet 
chords that continue throughout. The usual ternary design for a slow movement (aba) 
is employed, with the b section making contrast only through a brief excursion to the 
relative minor key, C minor.

2 The list online at Levande Muskarv/Swedish Musical Heritage (www.swedishmusicalheritage.com/composers/andree-elfrida) 
bears the caveat ‘This is not a complete list of works. The following works are those that have been inventoried so far’.
3 Cf. www.swedishmusicalheritage.com/composers/andree-elfrida/SMH-W352-Sonata_for_Piano_and_Violin_E-flat_major.



6

The third movement,4 marked Allegro moderato e risoluto  3 , is the longest but the 
least variegated, with three basic elements: the grandiose opening featuring multiple 
stops in the violin and thick chords and figuration in the piano; the dotted rhythm of 
the opening with a sort of nervous, quick, afterbeat commentary, usually in the violin; 
and a soulful little tune, flecked with chromaticism. These elements function as first 
theme, transition and second theme in a sonata-form exposition. A sort of development 
follows, mainly the repetition of essentially the same passage in different, colouristic 
keys, as in Schumann’s symphonic developments. With the return of the big chords 
of the opening the recapitulation arrives; and after a portentous slowdown to a sort of 
meditative peroration (quasi recitative, Andrée writes), a last few bars make the standard 
concluding gestures.

Ethel Smyth (1858–1944)
Violin Sonata in A minor, Op. 7 (1887)
Of the three composers here, Ethel Smyth was 
by far the most famous, even notorious, during 
her lifetime. After her death, her name and at 
least the title of her best-known composition 
(the 1906 opera The Wreckers) might have 
rung a bell with most musicologists, but few of 
them and fewer still music-lovers would have 
ever heard it, or any of her other music. Then a 
recording of her last major work – The Prison, a 
‘choral symphony’ for two soloists, chorus and 
orchestra – won a Grammy Award in 2021,5 
confirming and perhaps accelerating a revival of 
interest in her music.

4 The page for the work online at www.swedishmusicalheritage.com/composers/andree-elfrida/SMH-W265-Sonata_for_Violin_
and_Piano_B-flat_major states that this movement was ‘probably completed in 1876’.
5 Chandos chsa 5279.
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In contrast to the young Elfrida Andrée, who had the strong support in her father, 
Smyth had to deal with strong opposition from hers – a Major General of the British 
Army – even before contending with broader societal resistance to women as composers. 
She had piano lessons as a child, determined as a teenager to pursue composition as 
a career, and finally bullied her father into permitting her enrolment in the Leipzig 
Conservatoire at age nineteen in 1877. Soon feeling uninspired by the school, she left 
after a year, but remained based in Germany for the next ten, with forays back home 
and into other parts of Europe. Once back in Britain in 1889, she built her presence 
mainly through opera (like Andrée, she was most interested in the ‘larger’ forms), won 
the patronage of influential figures like Thomas Beecham, enthusiastically embraced the 
Suffragette movement (including a short jail term for that activism), published numerous 
autobiographical works, and worked as an x-ray technician in First World War field 
hospitals, around which time her hearing began to fail, and her output dwindled. In due 
course honorary doctorates from three British universities and her creation as Dame 
Commander of the British Empire gave public recognition to her artistic success. And 
yet, by the time of her death in 1944 and for a generation thereafter, all that was merely 
a footnote to mainstream history.

It is dangerous to assume that composers’ life events are necessarily inscribed 
in their music, but Smyth’s Violin Sonata is probably an exception – though a very 
complicated one. When she left the Conservatoire in 1878, it was to study with and 
live in the Leipzig household of a private tutor, Heinrich von Herzogenberg. Through 
this exceptionally well-connected family, Smyth gained entry to a sophisticated pan-
European musical and social circle that included the likes of Mendelssohn’s daughter 
Lili Wach (the dedicatee of the Sonata), Brahms (her compositional ideal at the time) 
and Grieg. But more important immediately, a significant relationship developed 
between Herzogenberg’s wife, Elisabet (or ‘Lisl’), and Ethel. ‘Significant relationship’ for 
Ethel meant a romance, much more erotically charged than mere friendship, and yet 
apparently not involving physical consummation, with (most often) an older woman, 
or a man, and through her life she had quite a number of such relationships, which she 
acknowledged openly and wrote about frankly. 
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Before long, she met Lisl’s sister Julia, and her husband, Henry Brewster, an 
American-born intellectual. A ‘significant relationship’ then blossomed between Ethel 
and Henry, perhaps the warmer on Henry’s part, and with the bemused sufferance of 
the surprisingly open-minded Julia. Henry seems to have contemplated a sort of de 
facto bigamy, but in 1883 or 1884 Ethel concluded that the only honourable thing to do 
was to break things off; nevertheless Lisl (goaded by her aristocratic family) held Ethel 
responsible for what they saw as a threat to Julia’s marriage, not to mention their sense of 
upper-class respectability, and by 1885 Lisl had broken off all contact with Ethel, making 
her something of a social outcast from the circles in which she was beginning to make 
a name as a composer. In 1886 she moved home to Britain to escape that scene, but felt 
unable to compose, and so returned to Leipzig early in 1887, and began, successfully, to 
reclaim her reputation and standing. The Violin Sonata was underway during this time 
of emotional upheaval: the finished score is dated 22 March 1887, was professionally 
performed at the Gewandhaus in November of that year, and published in 1888. It is 
arguably her debut piece as a fully mature composer.

Smyth was the innocent double loser in a love-quadrangle unsustainable for 
the times, ostracised by her important female friend, and obliged to abandon her 
important male friend. How doubly apt and poignant, then, is the inscription on 
the third movement 10 : ‘Dante. Inf. V. 121’. That’s the Fifth Canto of Dante’s Inferno, 
where the poet finds Francesca da Rimini and her lover Paolo in the circle of Hell 
hosting the Lustful. Francesca (an historical thirteenth-century woman) is in a political 
marriage, but having a long-term affair with her husband’s younger married brother; 
her husband catches the lovers together and kills them both. In line 121 Francesca says: 
‘Nessun maggior dolore che ricordarsi del tempo felice nella miseria’ – the much-quoted 
‘There is no greater sorrow than to recall our time of joy in wretchedness’. The multiple 
resonances with Ethel’s plight are obvious, and the musical contrast of sorrow and joy, 
framed by the rocking rhythmic motion emblematic of bardic storytelling, is easy to 
hear in this ‘Romanze’. 

One might suppose that the same ‘programme’ accounts for the Allegro moderato 
first movement 8 , where the sonata form contains several short inconclusive themes, 
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in turns brooding, anguished, stoic, yearning. And the second movement, a Scherzo 
marked Allegro grazioso 9 , is, after the first folky bars, more edgy than playful; lacking 
the expected, usually more relaxed trio section, it feels all the more skittish and abrupt. 
The last movement, an Allegro vivace 11  conflating sonata and rondo form, returns to 
the darker ambience of the first, and uses long passages of almost obsessively syncopated 
rhythms as another means to keep the emotions unsettled. The noted violinist Joseph 
Joachim, in spite of friendly acquaintance with Smyth from her early days in Germany, 
declined to perform the piece, calling it (as Smyth recorded in one of her memoirs) 
‘unnatural, farfetched, and overwrought’;6 while she (and posterity) condemned him for 
that judgement, he was perhaps not that far off the mark.

After Lisl’s death in 1892, the relationship between Henry and Ethel blossomed 
again; after Julia’s death in 1894, Brewster proposed marriage. Smyth refused, but the 
‘significant relationship’ continued to his death in 1908, after which Smyth suffered 
a period of serious mourning and inactivity. Brewster was the librettist for three of 
Smyth’s operas, including The Wreckers, and twenty years later she adapted some of his 
writing for The Prison.

Mélanie Bonis (1858–1937)
Sonata for Violin and Piano in F sharp minor, Op. 112 (1926)
The life of Mélanie Bonis is no less unusual than Ethel Smyth’s. Her family, strict 
and devoutly Catholic, had no interest in music, even though they owned a piano (it 
was a status symbol for many middle-class families), but Mélanie took to it and had 
become quite an improviser by age twelve, when a friend of the family, a professional 
musician, began giving her lessons, and only four years later arranged her registration 
in the Paris Conservatoire. There she excelled in ‘harmony’ and accompanying, and 
began composing, using the gender-ambiguous name ‘Mel’ with an eye to removing 
what would have been an impediment to publishing. And she fell in love with a fellow 
student, Amédée Hettich, two years her elder. Her parents absolutely forbade marriage 

6 Ethel Smyth, Impressions that Remain, Alfred A. Knopf, New York, 1946, p. 407; quoted in Amy Elizabeth Zigler, ‘Selected Chamber 
Works of Dame Ethel Smyth’, Ph.D. diss., University of Florida, 2009, p. 242.
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to a singer, and compelled her withdrawal from music-
school. In September 1883, she was married off to 
Albert Domange, a much older wealthy businessman, 
twice widowed, with eight children, and as indifferent 
to music as her parents7 – and that looked to be the end 
of the career she had thought to launch. 

Indeed, for some years, as she dealt with managing 
an active social life across three residences replete with 
servants, a large family, and bearing the first two of her 
three children with Domange, composition virtually 
ceased. Hettich, now also married and back from an 
Italian sojourn, was a star on the Paris scene, as a poet, 
journalist, composer, and eventually professor at the 
Conservatoire. In the late 1880s they renewed some 
professional collaboration, which brought Mel back to 
composition, increasing after the birth of her third child, Édouard. Then the romantic 
relationship re-ignited, and in 1899 Mel bore Hettich’s child, named Madeleine. They 
managed to keep the birth – in Switzerland, where Mel was supposedly taking an 
extended ‘cure’ – secret, and arranged for one of the Domange servant families to be 
foster parents. 

At this point, the amorous relationship with Hettich ceased, although they remained 
soulmates for life and died within a few weeks of each other in 1937. After his wife died 
in 1906, Hettich gradually acknowledged his paternity of Madeleine, and Mel continued 
to watch over her unacknowledged daughter from afar, until the teenager came to live 
with her as an ‘orphan’ during the war. Domange died in 1918, but only later, when 
Mel’s son Édouard was seen to be falling in love with his unsuspected half-sister, did the 
truth finally have to come out, to everyone’s dismay. Little wonder that Mel increasingly 
withdrew to her country home and in her later years embraced a deepening religiosity 
that had from childhood been part of her personality.
7 Born in 1836, Domange was a tanner by profession.
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The body of Bonis’ work, most of it published only recently through the good efforts 
of the pianist Christine Géliot, her great-granddaughter, has not yet had comprehensive 
scholarly study. It is said to amount to over 300 works, but it is not clear exactly 
what is being counted. Nevertheless, there is a considerable amount, concentrated 
chronologically between 1900 (when her child-bearing was over, and both Hettich and 
Domange seem to have claimed less of her attention) and the outbreak of the First World 
War in 1914. In these years, performances, publications and a few prizes brought her 
work before the public, culminating with her election as Secretary of the Société des 
Compositeurs de Musique in 1910. After the war, a second period of activity began 
around 1921, mostly pieces for piano, organ, and voice or choir. Like her earlier music, it 
is stylistically late-Romantic, tinged with the Impressionism of Debussy (a Conservatoire 
classmate), but untouched by the then more fashionable modernisms of Schoenberg or 
Stravinsky or even the younger French composers.

Bonis’ F sharp minor Violin Sonata, Op. 112, was published in 1923, and so is 
usually dated 1922, but at least a version of it was being played as early as 1914. As in 
Smyth’s sonata, the slow third movement here is a centre of gravity. It is a setting of a 
Greek folk lullaby, published in 1876 as the first song in a collection by Louis Bourgault-
Ducoudray, a pioneer ethnomusicologist appointed to the Conservatoire two years later, 
while Mel was there, and who died in 1910, close to the time she may have begun work 
on the sonata.8 The plaintive oriental-modal melody appears three times. In the first 
interlude, a twirly triplet figure, which had seemed only ornamental at the end of the 
Greek melody, emerges as the main material; it will be transformed further to become 
the whirling-dervish main theme of the last movement. The second interlude vaguely 
recalls elements from the first movement. Thus there is a touch of cyclic form to unify 
a multi-movement work, a technique especially associated with César Franck, another 

8 Bourgault-Ducoudray, born in Nantes in 1840, was one of the first French composers to take an active interest in Breton folk-
music, opening up the topic for the subsequent generation, when it became a fully fledged artistic movement. He visited Greece 
in 1874, studying church and folk-music, and later published collections also of Breton, Irish, Welsh and Scots folksongs. His 
original compositions include six operas, a handful of orchestral works (a symphony among them), three chamber scores (including 
Abergavenny, a suite on Welsh folk-themes for flute and string quartet) and some choral works and songs.
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leading professor at the Conservatoire who had mentored the young Bonis in piano and 
composition.

The first movement, Moderato 4 , doesn’t offer contrasting themes or the usual 
‘development’; rather, the two instruments seem to uncoil the melodic material in 
almost constant if halting quavers (eighth notes), without much notice of barlines or 
metre, within a highly chromatic but never atonal harmonic cloud. There are allusions 
to sonata form, but it really doesn’t matter: this music is about creating an extended, 
sensuous mood, not a rational or dramatic argument. The quirky second-movement 
Presto 5  dashes some cold water on the glowing embers of the first, again playing with 
unpredictable metric shifts. When it turns more lyrical, it is with conjunct lightly 
chromatic lines for the violin – the fundamental gesture of the first movement in 
new guise. Soon, fast repeated notes introduce a fresh texture. Then comes the exotic 
third-movement lullaby, Lento 6 , with a brief allusion to the first movement midway, 
and the twirling-triplet seed of the last movement. The last movement, marked Con 
moto 7 , again eschews routine metric organisation, mostly proceeding in eight-beat 
groupings but divided 3+2+3 rather than the usual 4+4. When it turns more lyrical, 
that again references the first movement, as did the Presto; and the repeated notes of the 
Presto come back here too, notably in the bolero-like drumbeat rhythms of the piano. 

All in all, this is a unique voice, and the Sonata a sophisticated display of 
compositional skill: highly variegated, yet subtly unified, engaging for both players and 
listeners. What a loss that it was, as far as is known, heard only twice between 1925 and 
the first recording in 1993.

Dr Jeffrey Stokes studied double-bass (with Oscar Zimmerman, Principal Double-Bass in Toscanini’s 
NBC Orchestra) and musicology at the Eastman School of Music in Rochester, New York, and received 
a Ph.D. in musicology from SUNY Buffalo. Appointed to the Faculty of Music of The University of 
Western Ontario in 1970, he was Dean from 1986 to 2000. Professor Emeritus there since 2015, he 
continues to perform occasionally as a chamber and orchestral player and narrator-actor, and to 
lecture, not least for Festival of the Sound and Alumni Western cruises on the Danube and in Russia. 
He has served as consultant to the Canada Council and the Ontario Arts Council, and frequently acts 
as a judge for the Juno Awards, Canada’s annual music prizes.
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Annette-Barbara Vogel’s rich international performing 
career has featured her as a soloist, recitalist and chamber 
musician in over thirty countries across six continents. 
Considered one of the finest German violinists of her 
generation, she is renowned for her ‘authoritative and 
highly sensitive performances,’ and ‘formidable technique, 
stunning musicality, and stage presence that transmits 
to orchestra and audience alike’ (Wuppertaler Zeitung, 
on a performance of the Brahms Concerto). In 2010, 
Gramophone lauded ‘Vogel’s perfect intonation’ and 
Classical CD Review, in citing her premiere recordings of 
the complete works for violin by Hans Gál, exclaimed that 
she was ‘about the most ideal exponent a composer could 
hope for.’

Her precocious talent led her to receive a multifaceted 
and international musical education of the highest order. 
At eleven years old, she was the youngest student ever accepted to the Folkwang-Hochschule 
Essen, where she later completed her solo and chamber-music diplomas summa cum laude. Her 
early training as a violinist simultaneously included several years of lessons under the legendary 
Dutch violinist, Herman Krebbers, at the Sweelinck Konservatorium in Amsterdam. At age 
sixteen, she was selected to study for one month at the Menuhin Academy in Gstaad under Sir 
Yehudi Menuhin.

She consequently studied chamber music under Walter Levin (of the LaSalle Quartet) in 
Basel, before enrolling in the Artist Diploma program at the University of Southern California 
in Los Angeles. In addition to her two German degrees (Performance and Chamber Music) and 
her ‘Konzertexamen’, which she completed with highest possible honours, she holds an Artist 
Diploma, summa cum laude, under Dorothy Delay from the Cincinnati College-Conservatory. 
Her performance studies also include violin pedagogy courses under Alice Schoenfeld at the 
University of Southern California. She was chosen to perform the Brahms Violin Concerto 
under the baton of Keith Lockhart at a gala concert honouring Dorothy Delay’s 75th birthday. 

In January 2004 she accepted an appointment as a tenured full professor at Western 
University, in London, Ontario, where she continues to serve as the head of the string area and 
is in high demand as a pedagogue and chamber-music coach. She was Artist-in-Residence with 
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the Monticello Trio at the University of Virginia at Charlottesville, and was later on the faculty 
at the Folkwang-Hochschule Essen and professor at the University of Iowa, Iowa City. Her 
students have gone on to win seats in many important professional orchestras, including those 
of the Frankfurt Opera, the Duisburg-Düsseldorf Oper am Rhein, the Stockholm Opera and, 
the Canadian Opera Company, as well as the Seattle Symphony, Portland Symphony Orchestra, 
London Mozart Players, Thunder Bay Symphony and Victoria Symphony Orchestra. Several 
former students have also gone on to successful careers as professors throughout the USA and 
Canada. 

She has released over fifteen albums, including the prizewinning Französische 
Komponistinnen (works by the French women composers Louise Farrenc, Lili Boulanger and 
Pauline Viardot) on Cybele, and received the ‘Outstanding Recording’ distinction awarded by 
British magazine International Record Review. 

In 2015 Annette-Barbara Vogel founded Magisterra Soloists (www.magisterra.com), an 
ensemble based in London, Ontario, with several different mandates, including the concert 
series ‘Magisterra at the Museum’ in partnership with Museum London and ‘Magisterra in 
School’. Magisterra Soloists International (MSI) received charitable status in 2018. 

Described as a ‘pianist of rare musicality’ by Claude 
Gingras (La Presse, Montreal), Durval Cesetti is a 
Professor of Solo and Collaborative Piano at the 
Universidade Federal do Rio Grande do Norte in Natal, 
Brazil, and has performed at such venues as Carnegie 
Hall, the National Centre for the Performing Arts in 
Beijing, the Tianjin Conservatory of Music and Pollack 
Hall in Montreal and, at home, in the Teatro Nacional 
Cláudio Santoro in Brasília, the Fundação Oscar 
Americano in São Paulo and the Sala Cecília Meireles 
in Rio de Janeiro. He has appeared as a soloist under 
the conductors Guilherme Bernstein, Linus Lerner and 
André Muniz (Brazil), Elena Herrera (Cuba), Kirk Trevor 
(England) , Juan Paulo Gómez (Spain) and Jean-Michaël 
Lavoie (Canada). An avid chamber musician, Durval 
Cesetti has collaborated with several internationally 
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renowned artists, such as the clarinettists D. Ray McClellan, António Saiote and Javier Vinasco, 
the oboist Thomas Indermühle, the violinists Emmanuele Baldini, Yehonatan Berick, David 
Colwell, Daniel Guedes, Song Qiang and Annette-Barbara Vogel, the violists Kate Hamilton 
and  Richard Young, cellists Darrett Adkins, Henrik Brendstrup, Kim Bak Dinitzen, Natasha 
Farny, Alexander Hülshoff and Fabio Presgrave, the horn-player Nobuaki Fukukawa, tenor 
Stefano Algieri and baritone Miguelangelo Cavalcanti.

Durval Cesetti completed all his degrees (B.Mus., M.Mus. and D.Mus.) at McGill 
University, Montreal, having studied with Kyoko Hashimoto, Louis-Philippe Pelletier, Eugene 
Plawutsky, Tom Plaunt and Richard Raymond. He received several awards during his studies, 
such as the James McGill Award and the Sade Shapiro Hausner Piano Scholarship, as well as 
the SSHRC Doctoral Fellowship granted by the Government of Canada. During the academic 
year 2015–16, he returned to McGill University as a Visiting Fellow, and, in the following year, 
during one of his many visits to China, he received the title of Honorary Visiting Professor from 
the Tianjin Conservatory of Music. His articles have been published in several journals, among 
them The Musical Times, the Latin American Music Review, Musica Hodie and Opus. 
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    *FIRST RECORDINGS

FIRST LADIES Three Romantic Violin Sonatas 
ELFRIDA ANDRÉE 
(1841–1929)
Violin Sonata in B flat major (1872)* 13:56
1  I Allegro con spirito 5:24
2  II Andante cantabile 2:15
3  III Finale. Allegro moderato e risoluto 6:17
MEL BONIS  
(1858–1937)
Violin Sonata in F sharp minor, Op. 112 (1922) 19:56
4  I Moderato 5:34
5  II Presto 3:13
6  III Lento (Thème populaire grec recueilli par Bourgault-Ducoudray) 4:58
7  IV Final. Con moto 6:11
ETHEL SMYTH   
(1858–1944)
Violin Sonata in A minor, Op. 7 (1887) 24:40
8  I Allegro moderato 8:25
9  II Scherzo. Allegro grazioso 2:48

10 III Romanze. Andante grazioso 7:42
11 IV Finale. Allegro vivace 5:45

TT 58:36 Annette-Barbara Vogel, violin
Durval Cesetti, piano


