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Domenico SCARLATTI (1685-1757)

Sonata in D major, K145 (L369/P105) — Allegro

Sonata in B minor, K87 (L33/P43) — Andante

Sonata in B minor, K27 (L449/P83) — Allegro

Sonata in G major, K146 (L349/P106) — Allegro

Sonata in G minor, K30 (L499/P86) — Moderato

Sonata in G major, K124 (L232/P110) — Allegro

Sonata in C major, K86 (L403/P122) — Andante moderato
Sonata in C major, K420 (LS2/P352) — Allegro

Sonata in F minor, K466 (L118/P501) — Andante moderato
Sonata in F minor, K467 (L476/P513) — Allegrissimo
Sonata in F major, K446 (L433/P177) — Pastorale: Allegrissimo
Sonata in D minor, K141 (L422/P271) — Allegro, ‘Toccata’
Sonata in A major, K208 (L238/P315) — Adagio e cantabile
Sonata in D major, K29 (L461/P85) — Presto

Sonata in G major, K144 (P316) — Cantabile

Total Timing:
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Domenico SCARLATTI: Sonatas

Domenico Scarlatti (1685-1757) is one of the few composers
from the age of Bach and Handel, whose year of birth he
shared, to have enjoyed continuous fame and the presence of
his keyboard music in the general repertoire since his lifetime.
In acknowledgement of its distinctive and captivating quality
the historian Charles Burney in 1789 described his harpsichord
sonatas as ‘original and happy freaks’ (the last word here
having the positive connotation of something boldly original).
Scarlatti was himself well aware, even proud, of the sometimes
transgressive but nevertheless aurally irresistible nature of his
keyboard works in contrast to his equally beautiful but much
more conventional secular and sacred vocal music. Indeed,
in the dedication to King Jodo (John) V of Portugal of his
published collection of harpsichord sonatas, entitled Essercizi
per gravicembalo, Scarlatti used a phrase translatable as
‘ingenious jesting with art’ in reference to his pieces.

Scarlatti’s biography is very complex and contains many
dark corners, particularly regarding his frequent travels. His
birthplace, Naples, was until 1707 under the rule of a Spanish
viceroy, a connection that partly explains his willingness
to spend most of his career on the Iberian peninsula. His father
Alessandro (1660—-1725), who at the time of Domenico’s birth
was maestro di cappella of the viceregal chapel and one of
Italy’s most admired and influential composers of vocal music,
exerted a strong and sometimes oppressive control over his
musical education and early career, evidently hoping to mould

him into a musician of similar kind, even though already during
his childhood the son was showing a predilection for playing
on the harpsichord and organ. But the paternal hold gradually
relaxed as time went on.

In1700Domenicojoined Alessandrointheviceregal chapel with
the post of organist. Five years later he was sent by his father
to Venice, where he remained for a few years. His encounter
with the visiting Handel, which included a competitive
demonstration of playing on the organ and harpsichord,
dates from this period. His next base of operations was Rome,
where, in 1715, he became maestro di cappella at the Cappella
Giulia. Then, in 1719, the most life-changing event in his career
occurred: he became musical director to the Portuguese
monarch, a position that included the duty of teaching the
harpsichord to Jodao’s musically gifted daughter, Maria Barbara.
In 1729 the princess married the Spanish crown prince, taking
Scarlatti to Madrid with her. Her husband ascended the throne
as Ferdinand VI in 1746. Scarlatti adapted to life in Portugal and
Spain very successfully and did not hesitate to absorb elements
of the local folk music into his own. The majority of the 570-odd
keyboard sonatas by him that survive, 555 of which were
identified and numbered by the harpsichordist and scholar
Ralph Kirkpatrick in 1953, were composed during his years
there, and their production seems even to have accelerated
during his final years.
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Kirkpatrick’s aim was to make his ‘K’ numbers ascend in as
chronologically exact an order as possible. This chronology had,
however, to be based on that of the earliest published or (more
usually) manuscript sources containing them rather than on
an ascertained date of composition, which in many cases must
have been considerably earlier. Unfortunately, no autograph
manuscripts have yet surfaced. In the paragraphs that follow,
| will describe in turn each of the 15 sonatas making up this
wide-ranging recorded selection, making points referring both
to the individual sonatas and to the sonatas as a whole.

K27 comes from the Essercizi per gravicembalo, which
constitute K1-K30. Jodo V had given Scarlatti a knighthood in
1738, and this collection gratefully acknowledging the honour
was brought out in an exceptionally handsome as well as
accurate edition in London, by then a major European centre
of music publishing, at the start of 1739. Its preparation and
marketing were entrusted to the Neapolitan harpsichordist
and cellist Adamo Scola, its ornamental frontispiece to the
artist Jacopo Amiconi and the music’s engraving to a certain
B. Fortier. K27 is strongly contrapuntal in character, but, as
so often in Scarlatti, the counterpoint is implied rather than
explicit. One might liken it to a sort of sketching where the lines
are discontinuous rather than solid, leaving the completion of
the sense to the viewer’s intuition. Two Scarlattian fingerprints
are clearly present: hand-crossing (first appearing in the fourth
bar) and the sharing of unbroken single lines between the two
hands. These are both techniques in which the aural effect is
enhanced in live performance by a gratifying visual one. The

Essercizi were the only collection that the composer himself
ever committed to print. He was apparently reluctant to put
his keyboard compositions into wide circulation, perhaps both
out of loyalty towards his royal employer-cum-pupil and in
order to protect his own status as the sonatas’ most celebrated
performer.

K29, a notably spacious and flamboyant sonata, is among
Scarlatti’s best-known. It exemplifies to perfection the particular
kind of binary form that he cultivated in most of his sonatas. It
can be schematically represented as [AB][CB], where brackets
stand for repeat signs and letters for the two distinct segments
within each of the two repeated sections. These segments are
usually distinguished by key and thematic character and are
often separated by an audible hiatus. The first Bsegmentisin a
foreign key (for sonatas in major keys normally the dominant),
the second back in the tonic. The second B is rarely a simple
transposition of the first B, for Scarlatti delights in paraphrase
rather than simple reiteration. The C segment resembles —isin
fact ancestral to — the development section of classical sonata
form. It may develop A and/or B material or, alternatively,
introduce new, contrasting material. A tiny motive in the fifth
bar that resembles a trumpet fanfare illustrates Scarlatti’s
delight in mimicry of other instruments. The start of the B
segment, which is in A minor rather than the expected A major,
conveys the rasping sound of a guitar strummed in flamenco-
style (rasgueado in Spanish), where added notes not ordinarily
belonging to the thick chords (typically, the open strings of
the instrument, which in practice are hard to avoid sounding)

—-5-
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make themselves heard. A final Scarlattian peculiarity is
evident: instead of making the two sections equal in length or
extending the second section, as his contemporaries normally
do, Scarlatti chooses to make the first section the longer one.

K30, not by accident bringing up the rear of the Essercizi, is
the famous sonata nicknamed ‘The Cat’s Fugue’, presumably
because the six evenly paced notes forming its main fugal
subject follow the seemingly random, tonally ill-defined
sequence that the paws of a cats traversing a keyboard might
produce. But the theme is artfully designed so as to contain
three ‘anguished’ intervals (two augmented seconds framing
a diminished fourth) that lend a powerfully tragic cast to the
music. The appearance of octaves for the left hand at the final
climax is a characteristic device.

K86 begins with an undemonstrative musical ‘doodle’: a simple
canon at the octave between the two hands. Scarlatti likes to
start quietly, even with rather banal material in a thin texture,
as a kind of limbering up for the drama shortly to unfold. In
fact, this entire movement is based on two very simple motives
treated in multiple ways.

K87 is in slow tempo and triple time. Its meditative mood
and effortlessly flowing counterpoint remind one of a Bach
sarabande. Amazingly, it remains throughout in the home key
of B minor, but passing feints at other keys impart a harmonic
interest that compensates for the tonal stasis.

K124 resembles K86 in having a rather matter-of-fact
beginning, but echoes K29 in starting its B segments in the
dominant minor and in rasgueado manner with added notes
placed within the chords. Once again, paraphrase is preferred
to unvaried restatement.

K141, in contrast, has an arresting start where a melody formed
from rapid repeated notes evocative of a mandolin or guitar is
sparsely accompanied in the left hand by rasgueado chords.
The B segment retains the aggressive character but expresses
it in a different way, with arpeggiated semiquavers in the right
hand and pounding quavers in the left hand. The unrelenting
energy of this sonata explains why some have given it the
name of ‘Toccata’.

K144 brings us Scarlatti in gentler mood. It starts placidly, but
picks up speed and gains in harmonic complexity as it goes on.

K145 and K146 are technically undemanding but certainly not
lightweight pieces found only in a manuscript in the Fitzwilliam
Library in Cambridge (UK). They exemplify the kind of Scarlatti
sonata absent from the main sources and perhaps arising from
occasional external commissions or teaching activity unrelated
to his work at the Iberian courts. K145 is noteworthy for its
almost hypnotic right-hand syncopations and K146 for its
charming interplay between the two hands.

K208 is highly melodious in a quasi-vocal fashion full of galant
ornaments and rhythmicintricacies. The left hand accompanies

—-7-



with slowly moving chords to which the occasional ‘added’
note supplies just a touch of piquancy.

K420, in C major, enters the world of military music (for the
parade ground rather than the battlefield). We hear side drums
with their characteristically military dactylic rhythms (quaver
followed by two semiquavers) and above them trumpets playing
in a traditional key for these instruments. Modulation runs wild
in this movement, where at one point the key of E flat minor (as
far from C major as it is possible to go) is reached. The return to
the tonicis achieved with surprising neatness by an enharmonic
change, G flat major transmuting into F sharp major.

K446, in F major, is a pastorale, a refined version of the type
of music played by shepherds from the Abruzzi mountains
who descended on Rome just before Christmas and played in
the streets an evocation of the Nativity on their shawms and
bagpipes (recalled also in Handel’s He shall feed his flock from
Messiah). Its tempo direction, Allegrissimo, is perhaps to be
interpreted more as ‘very joyful’ than ‘very fast’.

K466 and K467, both in F minor and adjacent in their source,
form an obvious pair. This is the moment to broach the tricky

and still controversial subject of whether Scarlatti intended
such movements to be inseparable, in effect turning a
sonata into a two-movement work. Italian keyboard sonatas
of Scarlatti’s time show remarkable diversity of approach.
Benedetto Marcello prefers four movements, Giovanni Placido
Rutini three, and Domenico Alberti and Domenico Paradies
two, while Baldassarre Galuppi oscillates between one, two
and three. It appears that Scarlatti certainly started writing
sonatas with a preference for single movements, as confirmed
by the Essercizi, where no pairs in the same key are present.
Later on, however, he seems to have been won over to the
Alberti-Paradies model. But the pairing is only implied rather
than made explicit, and there can be no objection, pragmatic
or historical, to treating either of the two adjacent movements
as a free-standing piece. That said, the two movements making
up a pair tend to be attractively contrasted by Scarlatti in metre
and tempo while also having some unifying element — here,
a preponderance of figures based on the scale, often heard
in contrary motion. | think Asako Ogawa’s decision to follow
K466 with K467 makes a good case for preserving the pairing
in instances where this is supported by the original sources.
© 2026 Michael Talbot
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Originally from Japan and now based in London,
Asako Ogawa is one of today’s most versatile keyboard
performers, specialisinginawiderange ofinstruments, including
the virginal, harpsichord, fortepiano and modern piano.

Ogawa completed her postgraduate studies and Fellowship
at the Historical Performance Department of the Guildhall
School of Music & Drama, London where she later taught as a
Baroque repertoire coach. She was awarded the Accompanist’s
Prize at the London Handel Singing Competition and was a
finalist in the Broadwood Harpsichord Ensemble Competition.
She studied harpsichord with Nicholas Parle, James Johnstone
and Laurence Cummings, with additional training from Bob
van Asperen and Colin Tilney. She also studied fortepiano
with Steven Devine. Ogawa has collaborated with numerous
Baroque groups and also founded the Baroque ensemble Il
Capo who recently performed the modern premieres of works
by the Venetian baroque composer Diogenio Bigaglia.

Ogawa has performed at leading festivals and venues,
including the London Handel Festival and the Halle Handel

Festival in Germany. She has also appeared in Handel’s Alcina
and Gluck’s Orfeo ed Euridice with Opera North, Messiah with
English National Opera (broadcast on BBC2 TV), the Brighton
Early Music Festival, BBC Radio 3, the British Harpsichord
Society recital series and the Georgian Concert Society in
Edinburgh.

Ogawa’s 2023 solo harpsichord album Handel: 8 Great Suites
for Harpsichord (First Hand Records, FHR142), received much
critical acclaim. BBC Music Magazine awarded it five stars, with
critic Nicholas Anderson praising her ‘rhythmic suppleness
and lively feeling for characterisation’. Gramophone’s Jed
Distler described her performance as ‘among the best recorded
versions’ of these suites, while Fanfare (USA) encouraged
listeners to ‘take a listen — you may hear qualities you never
noticed before’. The album has also been featured on BBC Radio
3 and Radio France, where it was praised for its beauty. Her
previous recording from 2020, J.S. Bach: Six Partitas (FHR92),
earned four-star reviews from The Independent and BBC Music
Magazine. Early Music Review described her as ‘a capable and
sensitive player who draws us into the music/
asakoogawa.com

-10.



RXZ- AAINTZY T4

RXZO- AANT YT 14(1685-1757)k, AEFELEE
NONYNPCATIINEFRFBRICFEL EEMFKO K
ATE, BEICEDET—ELTEVMZZ T, ¥
NRBERNIBIEELN—NI—OFLICH V) &
FTTCELEREBREFEETHD, SEERFY—ILX-
IN—Z—F1789F, ZTDHAIMEAZHM T T4
BAEMA., AADILSYyTF140FIoNO VYFria%E
Mg TEEBZTFE (original and happy freaks) 4 &
LA (2 ZTO “freaks” &, KRIEGIMRIMESEN
CRITEBETHD) ADILSZYTFT1BEE, BEORE
By, BLLKELVERWVWAR, &YVIEHEHNTRTH
BB RUEFEXEREGFEELRY, CEICEHNTD
WENMSHWA VWO ZHBATWACEZBEL
TWELDSTHD, BB, HAERUEE—OHERE
& (TtJ)LF—Y 1 ( Essercizi per gravicembalo )
Y ZBRILKNAILED I TUSHICEHEL LB, C0E
REE TEMICLI2BACETALBN, EREL =,
ADNTZYTFAOEFERFEMT, HISbZzI2EL -
BRECETHELKLEZV, £HiF R F1707FF T
AIRAVEIEDZBRTICHY, COBRENEEN. B
FYVTOREZARDTHEETHBI T EICE 2 —
RetZEZASNS, XT7LYyH>RrRO- AHB
IS Y T 14(1660-1725)F . HRAEAEZILFED XK
BB, AIZUTTE2EEHBEINEESVEHRE
ND—ATHY ., EFOFRHFTLANBHOFEICTHL TR
<, BICEOMEMICOMNO=ILLEDSELE, RIEFR
XZAZBPERUART, FREMRICE LA O

KDEN. BFEHYLVEASFIONOXAFI A ESE
CRWBUVBELERLTVE, EREVWE, ZS5LERD
HEHFREICBENATVWS I,

1700, RXZAREIELHFEOAFIILAZAREL TR
DEEIZMDY), 1705FICEROEBMOTIIRVAT
ABRE, BMEBBELE, COREIC, HiwESHhTL
EAVTIEHESW, FNHVELTFINODESE
EHRVWE2ERFENMEASNhTVS, TOEO—IAR
V), 1715FICHYRT DIUTOERICHE, TLT
1719, AEDORKELBREMNSIND. RILNAILEED
EKRIZIBzSN, TO—RELTEENTREICEENL
FLIUT- NINSICFNOZHZDECKE-
EOTHBD, 1729F, TN ARSAERTFEREETS
E. ADLZY T A ER/TICEITLTI RU—RABE
Lo EZXVT- NIUWNTZORIF1746FICT TILF >
Rett& UTEMEI L e RAALNTY T A RERILNAILY
ARAVDOZTELICHKICHTAKR, HibnORBFTE
WEXRZBESOERICEBWICEY) AN, BEITDN
570 DELEY FR(1953FICTINT - A—ONNKNUY D
HossHZRE- BEFNITLE) DRERE, COAXRD
TEHRICEHEhEZEOTHY, BEICEKET L AEIER
BAMELELSICERZ TSNS,

A—=ONRIUY TR, Whipd TKES, 2R
FRIECEINITACLZBELEYN,. TOREERED
FERFETRELS, E2EERVHMREREGRE (KB

-11-



EFEEXNFERICEDISENTHY), EROEMBFHIET
NKVYBBREZEZSNBERED LBV, BEBENS
BEZIBEFZLTLWEL, UTTR., AEZFICINHSsH
SOV FRICOVWT, BEc0EFEHEEEICBELUSE
ROMEED, SKESIEICHANL TV,

K27 &, (ITEILF—Y 1) (KIK30) ICEENhDE
mMTHD, 1738F, DaTFU5ithsHmEEFZREEh
FEAANLZYT A, TOREANOHEZIAD, COH
EZ17390FMEICO R THMUE ( HE, O R
FIA—OY/NOEREHROFOLMERZE>TVE ), RE
ERFERFFTFRUEBEOFINOZERFIVAN, 7
AT AO—FHFEHL., EELSERLEFERT—IR:
TEIO—Z., XEORKRIEB: 7T 4 IHFHT
2o RIFBVHMAENMERZEATVSN, TOEZ
FBHRHEVWS K VYEETRHT, MGHNERBEICKDIER
NDESBHNREEZAD, AANLFTYTAHBED2OOE
E~FBANEHTHOTEHEHNDIFORES LV E—fEE%E
EADFTERTETEE~IEMICESh, £EETR
EENMRICKREPNDREN MDD, (TEILF—Y 1)
&, AEETH —, BSHITICEBEL -8B ERET
B>, BENDEFETH>EETLZAOER LS. BF
ELTOHMUZE>TH., EFROFHEZEEICHIRL &
SETREBHNFSHANZD,

K29lk, ERTEXHBEHTHD, HHAFATAHL
E[AB] [CB] EWSHENE -_HBEAXTELA TV
5, S0 EFAMEREEICE > THEICKXBEh, &
WEIZIFIRKIEDN H D, B OBHDEEFAL SN -5

(RATEEERER) THI, B¥0OBEHH TEHAAE
BID, EELEEFEEZZRYERLTREEL, HAE
SV (NZTL—X) L > THEEREZRE
%, CHoREHHERY FRXEXROBRATORELET A
DHEHET, AFLEIBETOEMEZERESEDH., FL
WHEBHWBEEMEZEEATSD, F5NDHICRIhD TN
YRNDTT7UT77—LZ2BEHhE2HX, BEDEFHEIC
BTBDT7IFAXAIAFE—OHLEBSL (FART T —
R)ZERESEDZIEELLE, MHEBOEMPBEHPH TH
%, BB, ARFROEBBEELEFERY, CZTARAAILTY
TARBEHDES ZREFRYESEVTVS,

K30k, (I EILF—V1) OEEZHDIEZLRY T X
T. "W, OBHRTHSNhD, TEZBEBRITD
ONEN, BERIFAESZLIFEOERY ZEDESC
EICHXRTZY, TOFHRICEFBE-EXHUEE V> -
BRBOBOVEENTHAKICEBYVIATEN, FELEMEICES
NERETSEATVWS, REIBTEFICEINDFIX
—JE, AANSZYTIAREOMENBEEELTHS,

K86k, EEDFICKBDAUVER—T- Hh/ VWS ER
BERTENCHEED, RAILZYT A&, FEBEMN
TEADHICEAL, THSBFTREREASBIELZH
To R, COEREEYN. ZO20OFEICHRZCBME
ZRICES CETBREATVS,

K87 B A BT ARAOD=HFT, EENEHKEBAR
CHENDHEANYNOBGZN REBDES, B<L
cEll, eHZzBELTOERICEFT>TLVS A, MHEAA

—12-—



D—BNZERRIZE > THENZELLEELSETND,

K124l&, KS6REKICLEEBMEMN S EALLZEFD, BED
TREAEATHEY ., fNMZFEECTATT—READ
MENFAVSND HEKIEBTWVWD, CCTEEML
BERETREEL, ZEENBZBRERRIMIEEhTVS,

— 7., K141k, YO RUDXRFR—ZRBETEBIEER
BRESICLDEEE. EFOSATT—RAOEZ
OBHEETHREY, BENSEZ DTSN D, BED
T, BEFDI69BTHICLDPHBTHEEFOML &
SBEPEFMICEL 2T, BEEOHENBEHEREIOET
KEETND, TOLEBZEOBVIRILF—ZIZ,
TRy H—2, EHENRDEEH D,

K144TlEk, KYBXRATREBANDILZY T4 O—MH
NREND, BHLICHRETY, RECRhEEEL, AFE
EMTELICE>TVL,

K145& K146 F HIFMICIEFEZ N, RBEORREL 24
BT, To7Vv07149vV 014 ) T ABYERELE
BN EERENREFIIHE—DODERTHD, ANILTY
TANDEEERICERESNBEWRASATOYFRTHY).,
EETOBEEIBROBVERXHEZTENSEEN
AREEZE RB T D, KIASTRRAFOI > IR— 3
NERIT, KU6TREFEDFORITEVWHAEZES L,

K208ld. FEMBEEEICEAR. FY¥SUONROE
CEMB)ALREBATLERTH S, EFEEPHE

MEHEZTV., BRES B3N MINFELVRIBZ
WATWVD,

Ka20ld, EX (BB TRE<<EHEEHZATH2H ) it
RepBpecdN\RAOYVFZ, EEREFEED ) X L%Z
AEAHFHE, TOLTHRYVESRTIORY NZBDED
EENAVShTVS, BERIFEKET, —KEFE/N\READL
SEEEVERERAICETEDN, BEEAEZICLDTHA
BUMEBIZEK>TERAANBIFET S,

KR AERFADODNARNST—L THD, VAN AHIC
T7NYY A AOFERVN SN O—NICEY TETH
ATIA—AL (ME)PNINAT ZE>TETIEAR
BICHAEZREZRY KRB LEEOTHD, AT
(XHATY ®OTFT )T “He shall feed his flock” ( 1 & F £
WOESICENZEESEDDS )ETND—D, TURRKER
OTFTLIVYSE, ., TFHFEICES, KVUE TFEE
CHSEIC ) EBRTBDONScHLVESS,

K466 £ K67l VWIT NEAKTHAT, ERLEBYEST
BV, —WDEmMmEEASND, RELTAAILTY T
AABFIC2HMOY FRZERNICARATORTELT, 2
REEXOVFRELTEVWELAESHIZOVTEE, VW
FREBMORMBA HD, HF, BEYFXOEKXEGE
MEREICIBVWAERZ > TVE, BIZERZRTFY M X
INFIYVORKRERERETF K, LT ZF3KEZ, 7
IRILTFARNT T4 —AF28E, AILYERF 1 ~3%
B, BETH2 ., RANLZYT4BEBE., (Tt
F—V A1) FRITELSIC, HHWEFE—REZFATVE

—-13 -






N, BEICE 2XEBRZEOLEUEMED D, F
LZOF/EFD2ERFRREBNAEENT, BHLTWS 2%
ThThERITEETZCEICAEREV, —AT, X
ERDERTE, HFRPTUROKLLEEEICHETS
BEENHAICERBEENZZEEZV, CO2HICBWVT
FERNEIEN RETTCHEICFRAE WA/ ZET DT
TW3, Ka66MEICKA6TZ Kt T =/ NMIRRF DIBIR IE
EERCEILERBIDOHDENDEVZ LS,
© 2026 Michael Talbot
HAZTER PIIKF

PMIRKRFE, O R ZUSICTEEITSIELNEEE
E, J7—FI), FxoNO, 7FILFET . EX
V- BET7/RE, BIEVEBXSEBEL/N—N)—ZEE
I5,

O ROFILRE—ILZFERICTET_AMELTE
NEDEBELSZETLER, dEXBIICTFIONOZE
B, TA47AOXBLT 70—y T %2185, BFERT
Navyo- LN—KJ—- A—FELTHEZH > =,
AR BBRATFIILEEID D V—IILICTHEEER
ZEL., 7O0—ROY R EBBFzONO:- 7927
- A DO—=—INTT77A4FVANEBZD, FI2NO%
Z“aZA- N=II, PI—AX- aAN>, O—L
VAR AEVIAOERKICEE, KT T TAR
LR T4 Z—ICEHBETICTHSE, 7+
WTET ) 'BATA—T FAT7AICEHE, h
FTHZ<ONOY Y FUOHUTIEHRE, £EEF

1Lo>arvel>ik, BE, NOv Y- o927

Il Capo ZHEKL. JIXYV14F7O/)NOY VEHRT
AATIZH EH—UT OEBOBRRIEOT 1 L2
a2 &I

AR ANFIN J7TATANILRRALAYD/N
L AFIIN 7T AT14N)IZ2FUHETHI—
OY/NOREXRFIRERETEHNICYOR T Y
JILTHE, £k, REART /—AIL&D70O
B3, AVFILOART (TILF—F) &
O, TFINYIOARZ KAFANLTITFHETIDO)FT 14—
FI) ., A0V v2a1- FaFr)l ARTOA
TN AXFAT)Y (BBC2TLERE ) BET, B
ERZIEELLTEEFRBLTZEL, 754 N EE
XK, BBCTIA3, EEFINOBEEY
O- FroNOBE&2>V—-—X, IF142N7
h>a—IFr A —8 YBITFT14B3E
ICEHEL &,

2023F IV —ALEFINOBEOTILIN A
{Handel: 8 Great Suites for Harpsichord) ( First Hand
Records, FHR142 ) (& & Wil Z2 % . BBC Music Magazine
whWEDEZEB/L L, AFOMIARTISA- 7
A=Y TOXLOLBEPLESEEEEEELEL I,
HRIBEE, ZFE, GramophonefED I R F1 A DM
TR AEFEEE "ChSsDEBORZTOFTERRED
TILINL £EFFEL. KE DFanfarei®ld "EIEFEVTEF
LWe CHETRIDBADLEZOERDOBONEES
ATLKBEBS ) &ELE, AT7INLRGEBBCT D

—15—



A3RTIH TIVATERNE Nz, 2020FDFRF
S NYN:62D/N)LFT14—2&) (FHR92) £, The
Independent#f & & T’ BBC Music Magazineis & E A SHE
& N, Early Music Reviewsdld T ERANEREEFZ5|TIA
O, WMATREZRALEETHD EFLTVS,

asakoogawa.com

16—

Recorded at the Church of the Ascension, Plumstead,
London, UK, 27-28 August 2022

Produced by Nicholas Parle

24bit, 96kHz high resolution recording, editing and
mastering by John Croft (Chiaro Audio)
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JS. BACH
6 PARTITAS

Asako Ogawa
harpsichord

J.S. BACH: 6 Partitas, BWV 825-830 [FHR92]

‘I realised that Ogawa’s soundworld was a place where | was very
happy to live’ (**** The Independent)

‘A harpsichord prodigy! (4/5 — Classique HD)

‘I found her lyrical playing engaging from the start’ (Early Music Review)

‘Hers is a set | shall be keeping and can recommend to all who

love this music.” (Fanfare)

G.F. HANDEL: 8 GREAT SUITES, HWV 426-433 [FHR142]

‘In all, her Handel Suites count among the best
recorded versions’ (Gramophone Magazine)

‘Her extrovert gestures are spontaneous and authoritative’
(PERFORMANCE: ***** / RECORDING: *****
BBC Music Magazine)

‘Overall, this recording is a considerable achievement’
(Early Music Review)
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