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I 7’45Adagio – Allegro assai1

II 3’50Andante sostenuto2

III 4’49Allegro con fuoco3

IV 6’23Adagio ed intimo4
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I 7’43Allegro6

II 5’33Allegro agitato7

III Tema e varizioni 13’558

TRIO FOR VIOLIN, CELLO AND PIANO · A MAJOR · R.9 27'11

TOTAL: 58’25

Tema        Andante
Var. I  Allegretto grazioso
Var. II  (Lo stesso tempo)
Var. III  Minore
Var. IV  Adagio
Var. V  Allegro mosso
Var. VI Adantino comodo
Var. VII Allegro vivace
Finale (Lo stesso tempo)

Behold StarsTHE

KERENZA PEACOCK VIOLIN
LAURA VAN DER HEIJDEN CELLO

HUW WATKINS PIANO

www.rodrigoruiz.com         www.signumrecords.com

by JESSICA DUCHEN

OCTOBER 2020

Interview
with

Rodrigo Ruiz

Lorem Ipsum

Rodrigo Ruiz waves to me on the Zoom screen from his former 

home in Mexico. There he and his wife found themselves in lockdown 

when the pandemic struck earlier this year. Normally their base is 

Rome: ‘We were visiting family and fortunately have been able to 

stay with them,’ Rodrigo says – and it is from this distance that he 

must watch the release of this recording, the second-ever album 

devoted to his somewhat unusual music.



The unsuspecting listener might be 

surprised to find a 32-year-old 

composer writing in 2020 along tonal 

musical principles that were second 

nature some two centuries ago. 

TThe programme in this album clearly 

shows Rodrigó s roots in the tradi-

tions of Beethoven and Brahms, but 

with individual twists that clearly 

indicate we are in fact on new terri-

tory. ‘It’s the music that comes natu-

rally to me; I find that tonal music 

speaks to me very directly. After all, 

even the most inexperienced listener 

can perfectly enjoy a Mozart sonata 

with no need for sophisticated 

analyses. That’s important to me 

because I think music does have a 

very special power, part of which is to 

bebe able to transform the world around 

us and our own inner worlds.’

Francesco Telli remains his sole com-

position mentor  –  other than Bee-

thoven. ‘To make up for lack of a 

teacher in my childhood, I always said 

if you want to learn, go to the best, 

and to me Beethoven is the best!’ 

Rodrigó s close study of Beethoven 

has informed his own musical 

choices, frequently in ways that 

present an intriguing reinterpretation 

of these methods. ‘We’re constantly 

told that Beethoven broke the rules,’ 

he says, ‘but I think that often those 

rules have been suggested with hind-

sight. I see it more as a matter of one 

big principle: cause and effect. Every-

thing he writes depends on that. 

‘I also find the concept of dissonance 

to be rather limiting and misleading. 

It is more helpful to think of expan-
sion and contraction – the 

whole universe expands and con-

tracts. Our own process of breathing, 
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our very life cycle, are small iterations 

of this universal principle. When a 

note that did not exist in the home 

key comes into play, it is better under-

stood as an expansion of that 

micro-universe, and not as a disso-

nance that irrupts into it.’

These concepts are at the core of 

what Rodrigo aims for in his own 

music, which emerges diatonic rather 

than chromatic, yet often giving the 

impression that it is unfurling unex-

pected growth from a modest starting 

point.

The three works in this recording were 

written in 2017–19 and all feature the 

violinist Kerenza Peacock as a guiding 

force. The Violin Sonata sprang from 

her specific request, if with a twist: 

‘Kerenza asked me to write a piece for 

her,’ says Rodrigo, ‘but actually she 

specified that it sspecified that it should not be a  

sonata. She really wanted a short,
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piece but fortunately she is a great 

friend who lets me get away with 

these things.’ It was Kerenza, too, who 

according to Rodrigo asked for the 

work’s most unusual feature: the scor-

datura in which the instrument’s G 

string is tuned down a tone lower 

thanthan usual, to a bottom F, lending the 

work’s soundworld an extra depth and 

darkness. 

The sonata is a substantial piece in 

four movements. After a slow intro-

duction and lyrical first movement 

with pastoral atmosphere, there 

comes a recitativo that Rodrigo 

decided would offer a necessary 

contrast at this point. The busy, 

SSchumannesque third movement is 

deceptive, tricking the ear into 

expecting it to be a finale. The true 

conclusion, however, is the slow 

movement proper, ending the work 

on a note of beauty and transforma-

tion. ‘The central idea,’ says Rodrigo, 
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harmonies of Brahms. It is, says 

Rodrigo, an entirely abstract work, 

rather than possessing an under-

lying programme, and like many of 

his pieces it started life as a piano 

improvisation. Central to its organic 

language are the motifs of a falling 

thithird (hence, perhaps, the “Brahmsi-

ness” of its sound) and key relation-

ships based on the interval of a 

second. Nevertheless, it was not 

Brahms but, once more, Beethoven 

that provided the chief model, 

notably Rodrigo’s study of the modu

lation schemes in the Piano Sonata, 

op. 53, the ‘Waldstein’, in which 

ambiguous twists and turns of 

context affect the way that harmonic 

relationships are perceived and in 

which, as ever, nothing happens by 

accident. As in the Violin Sonata, the 

openiopening movement is spacious and 

songful; there follows a vigorous 

scherzo in the minor, which also has a
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idea that became the variation in 

which the piano is the most  promi-

nent instrument, appearing near the 

end after the Adagio. In order to 

accommodate this, I chose variation 

form for the movement.’ Neverthe-

less, the variations are not numbered 

and the form is relatively relaxed and 

flexible: ‘Some variations are more 

defined than others,’ Rodrigo says, 

laughing. This typically invigorating 

update of an ever-popular classical 

format brings the trio to a rousing 

conclusion.   

Brahmsian flavour with vivid syncopa-

tions and light-fingered piano 

arpeggios. 

The final movement consists of a 

theme and character variations on a 

lavish scale. Rodrigo remarks that the 

variation form is not a natural favour-

ite for him; he still seems slightly sur-

prised at his own inclination towards 

using it here. ‘I came up with a theme 

in A major that was thematically con-

nected to the first movement,’ he 

says, ‘and while improvising on it 

I was particularly pleased with an 
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Dante Alighieri, La "Commedia" secondo l'antica vulgata. II. "Inferno", a cura di Giorgio Petrocchi, Firenze, Le Lettere, 
1994, voll. 4, pp. 636, 642, 628, 660 (Le Opere di Dante Alighieri. Edizione Nazionale a cura della Società Dantesca 
Italiana, 7) [Edizione riveduta della Società Dantesca italiana].

Canto XXXIV
DALĹ  INFERNO DI DANTE

© michelangeeloop via Canva.com

Canto XXXIV
FROM DANTÉ S INFERNO

   "The standards of the King of Hell 
advance towards us; but look before us,"
said my master, "if you discern it."

   As, when a thick mist expires
or when the hemisphere of ours is night,
afar a mill appears the wind doth turn;

   I see   I seemed to see such a structure then;
then, for the wind, I shrank back 
behind my guide; for there was no other cave.

   I already was, and fearful set it in meter, 
there where the shades all were covered, 
and showed through as fescue in glass.

   When we had made so much ahead 
that it plthat it pleased my master to show me 
the creature that once had the beauteous semblance,

   before me he removed himself, and made me stay, 
"Behold Dis", saying, "and behold the place where 
you ought to arm yourself with strength."

   The emperor of the doleful reign
from the chest’s midpoint came from the ice.

"But t"But the night rises anew; and now
’tis time to leave, for we have all seen."

   

   "Hold fast, for by such stairs,"
said the master, panting as a weary man,
"we ought to depart from so much evil."

   Then he came forth by a breach in the rock,
and laid me sitting on the rim;
afterwards he offered me his prudent step.

I I raised the eyes, and thought to see
Lucifer as I had left him;
and saw his legs held up above.

   There is a place down below, from Beelzebub remote 
so much, as much as the tomb extends, 
that not by sight, but by sound is known,

    of a streamlet that there descends.

   T   The guide and I on that concealèd path
entered to return to the clear world;
and without thought of all repose,

   we climbed up, he first and I second,
so much that I saw the beauteous things
that heaven carries, through a round crack.

   We then emerged to behold the stars again.

Translated by Rodrigo Ruiz.
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Apekisheva, Matthew MacDonald 

and Krzysztof Chorzelski, and regu-

larly participates in international 

chamber music courses and 

festivals. Laura plays a late 17th-

century cello by Francesco 

Ruggieri of Cremona, on 

generous loan from a 

private collection.

Melbourne Symphony Orchestra in the 

opening concert of the inaugural BBC Proms 

Australia.Recent highlights also include 

recitals at Tonhalle Zürich, Wigmore Hall and 

Musashino Cultural Foundation in Japan, as 

well as her participation at the music festivals 

of West Cork, Mecklenburg-Vorpommern, and 

KrKrzyzowa Music. 

Chamber music is immensely important to 

Laura. She has collaborated with Tom Poster, 

Huw Watkins, Petr Limonov, Katya  



A pianist and one of Britain’s foremost composers, Huw Watkins was born in 

Wales in 1976. He studied piano with Peter Lawson at Chetham’s School of Music 

and composition with Robin Holloway, Alexander Goehr and Julian Anderson at 

Cambridge and the Royal College of Music. In 2001 he was awarded the Constant 

and Kit Lambert Junior Fellowship at the Royal College of Music; he now teaches 

composition at the Royal Academy of Music.

His own compositions have been commis-

sioned and performed by the Nash Ensemble, 

Belcea and Elias quartets, BBC Symphony 

Orchestra, LSO, Birmingham Contemporary 

Music Group and Cincinnati Chamber Orches-

tra, amongst others.

As a pianist, Huw Watkins is in great demand 

with orchestras and festivals including the 

London Sinfonietta, Britten Sinfonia, the BBC 

orchestras and Aldeburgh, East Neuk and 

Cheltenham Festivals. He has performed 

globally at concert halls including at Wigmore 

Hall, the Barbican, the Library of Congress in 

WashiWashington, the Lincoln Center, the Smithso-

nian Institute in NY, Great Lakes Chamber

HUW WATKINS
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Music Festival in Detroit, Kristiansand Orchestra in Norway, Columbus (USA) with 

ProMusica Chamber Orchestra, Domaine Forget and Toronto Summer Music 

Festival and in Italy, France, Germany, Hungary and Portugal.

Strongly committed to the performance of new music, Huw has had a few piano 

concertos written for him by Philip Cashian, Helen Grime and Tansy Davies.

HeHe won the Chamber Music of Lincoln Center’s 2016 Elise L. Stoeger Prize in recog-

nition of his significant contributions to the field of chamber music composition. 

He was composer in the house with the Orchestra of the Swan and Composer in 

Association with BBC NOW.

He performs regularly with his brother Paul Watkins, as well as Tamsin Waley-

Cohen and has featured as both Composer in Residence and pianist at festivals 

including West Cork Chamber Music, Presteigne and Lars Vogt’s ‘Spannungen’ 

Festival in Heimbach, Germany. 

Huw Watkins is regularly featured on BBC Radio 3, and has recorded for labels 

such as Signum, Chandos, Nimbus, BIS and NMC.
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To Francesco Telli, without whose acute and honest 
observations these works would not have ripened as 

sweetly as they have. 

To my wife, parents and sister for their 
boundless love and support.

All works published by 

Rodrigo Ruiz

Recorded in the Britten Studio, Snape Maltings, Suffolk, UK 
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Producer & Editor – Nicholas Parker

Recording Engineer – Mike Cox 

PPiano Technician – Graham Cooke

Cover design – Rodrigo Ruiz

Packaging design – Timo Malzbender

Booklet layout & design – Timo Malzbender

Cover Image – © Canva Pty Ltd

℗ 2021 The copyright in this sound recording is owned by Signum Records.

© 2021 The copyright in this CD booklet, notes and design is owned by Signum Records.

© 2021 The copyright for the musical compositions is owned by Rodrigo Ruiz.

AAny unauthorised broadcasting, public performance, copying or re-recording of Signum Compact Discs constitutes an infringement of 

copyright and will render the infringer liable to an action by law. Licences for public performances or broadcasting may be obtained 

from Phonographic Performance Ltd. All rights reserved. No part of this booklet may be reproduced, stored in a retrieval system, or 

transmitted in any form or by any means, electronic, mechanical, photocopying, recording or otherwise, without prior permission from 

Signum Records Ltd.

Signum Records Ltd., Suite 14, 21 Wadsworth Road, Perivale, Middlesex UB6 7LQ, UK.

+44 (0) 20 8997 4000  |  info@signumrecords.com

wwwww.signumrecords.com


	1. BtS – Cover (PDF) red
	SIGCD664 2-3
	SIGCD664 4-5
	SIGCD664 6-7
	SIGCD664 8-9
	SIGCD664 10-11
	SIGCD664 12-13
	SIGCD664 14-15
	SIGCD664 16-17
	SIGCD664 18-19
	SIGCD664 20-21
	SIGCD664 22-23

