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T

he German composer Johann Sebastian Bach was one of a massive
musical family of Bachs whose musical prowess stretched over two
hundred years. J.S. Bach became a musician, earning the coveted
role as Thomaskantor (the cantor/music director) for the Lutheran church
of St. Thomas in Leipzig. At St. Thomas, Bach composed cantatas for just
about every major church holiday, featuring a variety of different voice types
and instruments, and from which his famed chorales are sung to this day in
churches and choral productions. As an organist, he was well known for his
ability to improvise extensively on hymn (chorale) tunes, and for reharmonizing
older melodies to fit his Baroque aesthetic. Many of these tunes also remain
recognizable in church hymnals. Just as his chorales serve as a basis in
composition technique for young musicians today, his collection of keyboard
works entitled The Well-Tempered Clavier serves even now as an introduction
to preludes and fugues for students of the piano. These span all of the
major and minor keys, and became an inspiration for Chopin’s (and others’)
collections of preludes for the piano.

Johann
Sebastian
Bach
(1685-1750)

As well as a great teacher, Bach also proved himself an adept student; he
travelled across Germany on foot to hear the great organists of the time
perform, and meet with Handel (who was not home at the time). During his
travels, his first wife passed away, and in 1721, he married Anna Magdalena
Wilcke, who became a great influence on the composer’s works. She was also
a musician, singing professionally before and after her marriage to Bach, and
transcribing some of his (and her own!) works for performance or teaching
purposes. J.S. Bach’s music underwent a revival in the 19th century, when
proponents such as Mendelssohn revitalized his music.
-AMO
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Works
Johann
Sebastian
Bach

English Suite No. 3 in G Minor, BWV 808

Featured in Second Round, Session 6 (Lovre Marušić)
Bach has formulated this “suite” or set of pieces around different dance types,
beginning with an imaginative prelude in florid counterpoint. Composed around
1713, the English Suites are quite reminiscent of French baroque dance and musical
conventions. Following the opening prelude, the performer will play through various
dance types: Allemande, Courante, Sarabande, two Gavottes, and finally ending with a
Gigue. The Allemande is an aristocratic type of dance which refers generally to several
types of German dances. In Bach’s rendition, the music is characterized by streams
of notes in a gentle four pulses per measure. The Courante, danced with running
and gliding steps, is represented musically by the running notes (where the keys are
generally adjacent) accompanied by a harmony which skips up and down the lower
half of the keyboard. A Sarabande is in slow triple meter and has its origins in a sensual
Spanish dance. Here, the performer adds in many ornaments to achieve a feeling both
sleek and passionate. Gavottes are mid-tempo dances in a duple meter, with origins in
rustic, hopping dances, where the dancer’s feet would step rather than slide. The two
Gavottes contain similar rhythms (lots of long-short-short repeating at the beginning
of phrases) yet have contrasting motives. The first is in a minor key, snooping around
before breaking into the smoother, more extroverted melody. The concluding Gigue is
not so much a jaunty “jig,” but a masterful exercise in Bach’s counterpoint in a surging
compound meter (where a measure divided at larger pulses is four beats, and each of
these four beats is divided in three rather than two or four).
-AMO

French Suite No. 5 in G major, BWV 816
Featured in First Round, Session 4 (Bowen Li)

This piece is divided into a series of French Baroque style dances, although it was
written three-quarters of a century after the heyday of courtly dance under King
Louis XIV the “Sun King.” Bach takes the familiar dances, each of which have specific
rhythmic or metrical characteristics that would originally be accompanied by specific
dance steps. The Allemande (a word generally referring to a German-style dance)
features a gentle surging of notes, characterized by a short pickup before the major
figures (a note which falls right before the strong pulse in the measure). The Courante
is immediately more effusive, in a quickly flowing triple meter. The Sarabande visits a
more tender triple meter, featuring the characteristic trilled ornaments on important
beats, and to emphasize moments of suspended dissonance before resolving to a
more consonant place. The sprightly Gavotte is constructed in balanced phrases,
which musically “rhyme,” giving it a feeling of perfect balance.

4

2021 CLEVELAND INTERNATIONAL PIANO COMPETITION / PROGRAM NOTES

A Bourree is a simple and light dance, and in baroque operas of the time, a Bourree’s
music would be associated with rustic folk. Under Bach’s watchful eye, this joyful dance
is a little more complicated than meets the eye! The Loure is something of a slow
Gigue, a slow compound-meter dance. The name of the dance derived from a pleasant
precursor to a small type of bagpipe called a musette, and thus would be associated
with pastoral scenes of shepherds playing upon their pipes for the entertainment
of their flock—or to catch the eye of a maiden. Bach includes a rousing finale in the
form of a Gigue, a fast compound meter (12 eighth notes per 4 quarter notes in a
bar), reminiscent of the danced gigue, in which hopping, leaping and skipping are all
available to the performer. In each half of Bach’s Gigue, he begins by writing each hand
individually, shortly thereafter joined by the other hand, and then he introduces a third
melody between the two hands, all interlocking in counterpoint.

Works
Johann
Sebastian
Bach

-AMO

Chromatic Fantasy and Fugue, BWV 903

Featured in First Round, Session 6 (Llewellyn Sanchez-Werner)
A Fantasy or Fantasia is a piece which is meant to sound improvised, or off the cuff,
as if the composer simply sat at the keyboard and started musing aloud on the keys.
Like many fantasias, this virtuosic display begins in a flurry of notes, exploring up and
down the keyboard in a single, concentrated line which then expands into densely
packed chromatic chords which are indicated to be arppeggiated (originally meaning
performed in the style of a harp, in that the block of notes is to be rolled from top to
bottom or bottom to top rather than all sounding simultaneously). A moment marked
“recitative” interrupts this impassioned flurry. Bach uses various musical devices to
create a rhetorical argument, which is spoken in short bursts punctuated by chords.
These short interjections become longer and more complicated, as the rhetoric
becomes more complicated, and chords that would normally feel cadential are then
packed one after another to seek through all sorts of harmonic locations before
arriving in a consonant D Major.
The Fugue then follows, in a thorny, or “chromatic” manner. Each fugue “voice” is
introduced, one at a time, beginning with the same melodic and rhythmic material,
but then branching out as each hand takes on more melodic or accompanying figures.
Ultimately, three separate “voices” sound in cerebral dialogue. The moniker given to
this piece “Chromatic” means that many accidentals are added into the key, which
makes it harmonically and melodically exciting in both sections of the work. Bach
bursts forth from the end of the Fugue into a brief clap of thunder down the keyboard.
-AMO
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Works
Johann
Sebastian
Bach

Fantasia and Fugue in A Minor, BWV 904
Featured in First Round, Session 3 (Vitaly Starikov)

Much like BWV 903, this piece is divided in two sections, an opening Fantasy or
Fantasia and followed by a contrapuntal Fugue. However, this Fantasia, rather than
feeling like a long string of notes in one instrumental sounding line, is already densely
packed with chords, and the exploratory, improvised, feeling comes from the way
in which the composer reaches from one chord to the next, with different notes in
the chords moving at different times, often stepwise (meaning the pianist is playing
adjacent notes on the keyboard). Like an organist holding down pedals that arc
through the melody, the Fantasia challenges the pianist to blur harmonies from one
to the next and then precisely change chords to create the alarming dissonances. The
contrasting fugue, instead of being breathlessly linked as the Fantasia’s phrases are,
uses silence as melodic device, inserting rests (notes which are silent, but can take
on rhythmic qualities) into the melody. The three intertwining “voices” in the Fugue
complement each other by fulfilling different roles in an interlocking manner. The
challenge for the performer in playing a Fugue is ensuring that each part of the motive
of the Fugue is noticeable and balanced by the accompanying figures (when they are
meant to be accompanying).
Bach’s prowess in composing a Fugue is demonstrated in this piece as he uses three
motives, all introduced in one voice, before another voice joins in. These motives
are melodic eighth notes running in a conjunct or stepwise manner, followed by
disjunct, leaping notes with pauses between them (and which later take on longer,
more sustained qualities), and the third motive of running and trilling sixteenth notes.
Once a second voice enters with the first motive, Bach can turn his first voice into an
accompanying figure in one of those three motives. Eventually, a third voice emerges
into the texture, using the same eighth note figure, and by this point, all three voices
are complementing each other by singing a different motive at the same time, creating
a kaleidoscopic Fugue.
-AMO

Toccata in C Minor, BWV 911

Featured in First Round, Session 3 (Anastasiya Magamedova)
The word “Toccata” comes from an Italian word, Tocare, meaning to “touch,” granting
a particular, tactile quality to keyboard works such as Bach’s Toccata in C Minor. Like
a Fantasia, a Toccata may sound improvised or exploratory, or perhaps even étudelike, as the performer feels out the next move whether by shifting up and down the
keyboard into higher or lower registers, or in this case, by visiting more and more
chromatic pitches. This piece contains several fugues interspersed with the less
contrapuntal toccata moments, as well as the harmonically complex Adagio (slow,
walking tempo) moments. Bach completes this work with an adagio moment that
breaks into a perfunctory Presto (quick, lively) to conclude.
-AMO
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M

any composers featured during the CIPC can be described as
“nationalist” in their approach to composition; whether they were based
in Russia, France – or in this case, Hungary – these composers strove
to write music that embodied the traditions of their home countries, imbuing
their works with both specific musical characteristics and heightened political
significance. Béla Bartók is often considered to be a quintessential 20th century
example of this archetype, especially due to his strong interest in Hungarian folk
music. Growing up in Hungary in the 1890s, Bartók studied piano and composition
at the conservatory in Budapest, primarily learning his craft through the German
tradition. He was highly regarded as a young pianist and composer, winning
Second Prize at the Rubinstein International Piano Competition in 1905. But
Bartók’s career would be determined not by his experience in an international
piano competition (as important as that can be for developing musicians!), but
rather by an off-chance encounter years earlier with a singing peasant woman,
which catalyzed an “aha” moment that would shape the rest of his career.

Béla Bartók
(1881-1945)

Bartók spent much of his life collecting, notating, and recording (using an Edison
phonograph) hundreds of songs from small villages in rural Hungary, Romania,
Bulgaria, Slovakia, and even northern Africa. He was accompanied on many of his
travels by fellow composer Zoltán Kodály, who shared his interest in classifying folk
song types and preserving these ephemeral traditions before they disappeared.
Bartók’s interest in folk music was driven equally by his compositional creativity: the
composer would sometimes write original music that borrowed the scales, harmonies
or rhythms of folk music, sometimes write a melody in a similar style, or even borrow
actual melodies he had heard through his travels. In his most well-known works, he
combines the characteristics of “peasant music,” such as rhythmic complexity, modal
scales and irregular meters, with more traditional features of Western art music, such
as counterpoint, fugues, and sonata form. Almost all of Bartók’s music is characterized
by different ways of assimilating folk idioms, ensuring that even the most avant-garde
of his compositions are never too far from being accessible.
-MGM
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Works
Béla
Bartók

Three Burlesques, Sz. 47

Featured in Second Round, Session 6 (Peter Klimo)
When Bartók failed to advance in either the piano or composition rounds of the 1906
Rubinstein International Piano Competition, his severe disappointment was only
alleviated by leaving to collect “peasant songs” with his compatriot, Kodály. The three
short pieces that comprise Sz. 47 – titled Burlesques due to their exaggerated, ironic,
and playful nature – were the direct result of these travels, composed between 1908 –
1911. According to his writings during the period, Bartók’s goal with his piano works was
to create “’paintings’ of a range of experiences from the sounding world,” audible in
each one of these short pieces.
The first movement, titled Quarrel, literally depicts a disagreement between two
loved ones, with contrasts and tensions between anger and sorrow, stubbornness
and forgiveness. Each hand of the pianist takes on a distinct character, sometimes
even resulting an almost physical conformation between the weeping right hand and
the obstinate left. The second movement, “Slightly Tipsy,” shows the early influence
of Bartok’s folk music research on his compositions, with a stumbling melody full of
off-beat accents and awkward hand positions that literally challenge the pianist to stay
balanced. Bartók had a particular fondness for this movement; he is known to have
performed it several times during his lifetime, it is the only movement of the three
that was included in his 1929 recording for His Master’s Voice, and the only one to be
orchestrated as part of his Hungarian Sketches in 1931. The untitled final movement,
sometimes referred to as Capriccioso due to its tempo indication, features runs of
chromatic sixteenths and cyclical ostinato patterns, or brief phrases that repeat. But
the most unique part of this movement is not the cycles themselves, but the ways
they are interrupted, both by moments of sudden silence and by brief flurries of onemeasure intrusions that interrupt the flow.
-MGM

Étude, Op. 18, No. 3

Featured in First Round, Session 4 (Svetlana Andreeva)
Bartók’s Op. 18 études are a set of three short studies written in 1918. All three
movements are atonal, meaning that they lack a clear tonal center. Partially as a result
of this, the public did not receive these études warmly at their premiere, leading
Bartók to express to a friend: “In the cities that find themselves at the level of a
Hungarian province, one mustn’t experiment with such works as my two violin sonatas,
my piano études – with improvisation. These works only frighten the unprepared
public.”
While atonal works can sometimes be challenging (or frightening!) for audiences to
listen to due to their melodic and harmonic instability, Bartók writes melodies that
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are recognizable and repetitive, making them easier to grasp even if they are not
necessarily singable. Repetition and cyclicality are a core part of many of Bartók’s
works due to their prominence in the folk repertoire which with he was so familiar. The
third étude featured here has even more folk elements, with clear rhythmic twists and
turns and a folksong-inspired middle section. The étude also features a theme from
the preceding movement before swirling to a final chord that is – unlike the rest of the
work – almost tonal.

Works
Béla
Bartók

-MGM

Piano Sonata, Sz. 80

Featured in Second Round, Session 5 (Philipp Lynov)
Sz. 80 was written in 1926, often referred to as Bartók’s “piano year” due to the
immense output of piano works that he composed during those twelve months. The
work is very dissonant and percussive, yet still draws on the folk-like melodies that
characterizes much of Bartók’s music. The first movement is loosely in sonata form, but
it features five themes in its opening exposition section, rather than the usual two. This
unique structure results in a very brief development, with a thrilling final section that
closes in an explosive glissando, meaning that the pianist’s fingers are dragged across
the keyboard in one motion. The second movement showcases Bartók’s emotional
side through a mournful lament, immediately signified by the tolling bell of its opening
gesture. The final movement – like the first – utilizes a structure that is common within
Western art music called a rondo, which is a form that features an opening section,
A, that reoccurs interspersed with new material. Each section within this rondo form
features folk melodies, with frequent tempo shifts and rhythmic accents.
-MGM
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Amy
Beach
(1867-1944)

A

my Beach is known as one of the most famous American female composers of
Western art music, considered the first to succeed as a composer in this genre.
Beach was an exceptional pianist at an early age, giving recitals of Chopin,
Handel, Beethoven, and even her own works at age 7. Her debut in 1883 with the
Boston Symphony Orchestra was met with high acclaim, and it seemed that her career
as a concert pianist was all but guaranteed. However, like many 19th century women
(and those before and after), Beach fell victim to the patriarchal expectations of the
world in which she lived. After marrying Harvard anatomy lecturer Dr. Henry Harris
Aubrey Beach, Amy Beach was forced to curtail her public performances, and was
only allowed to perform annually at charity recitals. Like Clara Wieck Schumann (wife
of Robert Schumann) and Fanny Mendelssohn Hensel (sister of Felix Mendelssohn)
before her, Amy Beach’s promising career as a concert pianist was cut short due to the
expectations and restrictions placed upon her by a powerful man in her life.
While Beach refrained from performing actively due to her husband’s wishes, she
began to shift her focus towards composition in order to continue to have a musical
outlet in a more private setting. Unlike her extensive training as a pianist, Beach
was primarily a self-taught composer, who received guidance only in informal ways.
After the death of her husband in 1910 and of her mother in 1911, Beach jumped at
the opportunity to travel to Europe, building her reputation as a composer and as a
performer once more. Once she moved back to the United States at the outbreak
of the First World War, Beach’s reputation continued to rise, leading to an ultimately
successful career as a composer and pianist until her death in 1944.
Like many composers featured in the CIPC, Beach’s work was heavily influenced by
her skill as a pianist, often drawing on textures made famous by Chopin and Brahms
for her solo piano works. However, what distinguishes her from her contemporaries
was her particularly strong sense of melody and its evocation of moods through
harmony and color, evident most prominently in the many songs and song-like works
she composed. Beach also had synesthesia, meaning she associated key areas with
colors, giving her a particularly expressive use of modulation, i.e. moving from one key
to another within a single piece.
This performance of Beach’s work will be eligible for our new Women’s Composer
Prize, generously underwritten by Jill and Paul Clark, which was created to encourage
contestants to play repertoire written by women.
-MGM
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“In Autumn” and “Fire-flies” from Four Sketches, Op. 15
Featured in First Round, Session 6 (Peter Klimo)

Beach’s Op. 15 is one of her earlier works, written around the time that her husband
encouraged her to composer privately, rather than perform publically. Each movement
features an accompanying poetic introduction from a well-known 19th century French
poet, guiding the player to consider the role of change and loss that is associated with
the fall season.

Works
Amy
Beach

The first movement, “In Autumn,” begins with a phrase from an autumnal poem by
Alphonse de Lamartine, which translates to “with yellowing foliage scattered on turf.”
This poetic incipit is particularly interesting when we consider Beach’s synesthesia:
the movement begins in F# minor (a key represented by the color black for Beach),
and has moments of transition to its relative major, A major (green). The incipit thus
references the loss of green that is literally depicted through key-relationships, as
green leaves turn yellow and fall to the ground. Musically, the movement is very
Chopanistic in its texture, with the left hand alternating bass notes and chords, and the
right hand carrying the accented melody that adds variations as it repeats. One can
hear Beach’s pianistic skill in this work through the varying articulations she dictates for
the pianist, as well as the use of the pedal.
The fourth movement, “Fire-flies,” immediately recalls the flittering of lightening
bugs through its use of double thirds, meaning the pianist is playing an interval of a
third (i.e., F and D) across scales or trills. This technique is one of the most difficult for
pianists to accomplish, especially when it is meant to sound as lighthearted and flowing
as it is here. Like in the first movement, the harmonic and phrase structure of this
movement begins fairly traditionally; however, the second section moves the fluttering
wings of the fireflies into the major mode, during which the melody takes on new life
harmonically that is reminiscent of impressionist works by Debussy. The opening poetic
line – also by Lamartine – is translated as “to be born with the spring, to die with the
roses.” While this comes from a poem about a butterfly, the text is equally fitting for
the summer fireflies, who – like the leaves above – float away into the death of autumn
before their annual rebirth.
-MGM
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Ludwig van
Beethoven
(1770-1826)

B

eethoven is a composer who almost needs no introduction, as his popularity
as a composer of piano sonatas, concertos, string quartets, and symphonies
means that these works are heard around the world with frequency (Last year,
2020, was the 250th anniversary of Beethoven’s birth, and we would have heard many
more live performances in celebration). As a composer, Beethoven was thought to
be methodical, slowly sculpting works, sometimes with great effort. In total, across
40 years, Beethoven penned 35 sonatas for the piano, demonstrating his varying
influences over the time period.
His earliest works are in a style that is reminiscent of Mozart, or Haydn, whom
Beethoven took some counterpoint lessons from. Later in life, Beethoven maintained
that he was not taught to compose by any one person, and his innate ability to
compose for the piano was drawn from the fact that he was a pianist, and an excellent
one at that. His style is thought to have morphed slowly over time, developing into a
deeply romantic one. He had a lasting influence, and his impact on how art music was
composed and received was almost immediate. In CIPC, we typically hear several
Sonatas and Concertos by the composer.
-AMO
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Sonata No. 2 in A Major, Op. 2, No. 2

Featured in Second Round, Session 6 (Peter Klimo)
This sonata of four movements is one of three sonatas in the Op. 2 set that Beethoven
dedicated to Joseph Haydn. Beethoven had studied briefly with Haydn, and here he honors
the older composer in the opening by emulating an earlier musical style of counterpoint
in the first movement (marked allegro vivace; fast with spirit). After an opening theme
that descends the piano, this “learned” style features melodies that move in conjunction
with another melody, following certain rules. Rather than simply having a melody in one
hand coupled with accompaniment in the other, this this conversational approach to music
composition hearkened back to Baroque fugues where the hands would be working on
separate melodies simultaneously. The second movement is marked Largo appassionato
(slow, impassioned), and is characterized by long, lyric chords in the right hand, and a
pointillistic bass line, which one scholar compares to a string quartet in which the cellist is
plucking the bass line. The movement makes use of strong dynamic shifts, with a sudden
loud and ominous turn that ascends into lighter lyricism in the higher range.

Works
Ludwig van
Beethoven

The third movement is a scherzo. This is a type of movement which is characterized
by playful, light, or short motives. They are sometimes even humorous. In this case, the
scherzo contains several different characters: a lightly tiptoeing main motive punctuated by
interjectory chords, which gets repeated but turned upside down. Then there is a game of
cat and mouse that breaks into the joke once again. The middle of the movement is again
more impassioned and bolder, but the jumpy figure returns in the end. The final movement
is in rondo form. This means that a motive (A) will keep returning as a refrain while new
sections of music (B, C, and in this case, transitional material etc.) emerge from the texture
(ABACA[transition]A etc.) The main motive (A) is always marked by a floating arpeggio that
sails up the keyboard, before falling downward to a repeated note.
-AMO

Sonata No. 7 in D Major, Op. 10, No. 3

Featured in Second Round, Session 1 (Lucas Thomazinho) and Second Round, Session 2
(Anastasiya Magamedova)
The Op. 10 sonatas are dedicated to Countess von Browne. Count Johann Georg
von Browne-Camus and his wife were friendly with Beethoven, and at one time gifted
the composer a horse. After a striking and even jaunty opening theme, a minor key
melody appears in running notes up and down the keyboard. The fierceness of the
presto (rapid) tempo occasionally breaks into lyrical moments that spiral around into
quick running notes once more. The opening movement runs exuberantly right to the
triumphal end. The Largo e mesto (slow and sad) second movement, by contrast sticks
a pin in the prior excitement. Bringing in a delicate melody over a slowly and gently
moving bassline reminiscent of the composer’s famous Moonlight Sonata at moments,
the passionate dreariness occasionally attempts to shake off the rain clouds, only to
become more embroiled in a series of searing chords, marked FFP (forte-forte-piano,
created by playing the front edge of the chord loudly but immediately backing down in
volume for subsequent notes). The movement progresses transitioning through more
gracious moments before returning to the initial theme, a harmonically crunchy area
which is followed by a coda (literally “tail,” a section of music that rounds out a piece
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Works
Ludwig van
Beethoven

after the initial theme or key has returned at the end of the movement).
The third movement is marked Menuetto: allegretto - a slow stately dance, with the tempo
marking faster than a walking tempo (andante) and slower than “fast”. This movement
features a sweetly skipping melody, with dainty trills over the dancing tune. The center
part of the movement marked “trio” introduces a tremulant interjection reminiscent of
the Browne’s gift horse riding away into the sunset so as not to interrupt the dance. The
fourth and final movement is in rondo form. The three-note opening motive, which furtively
repeats, interspersed with silence, returns throughout the movement like a cellphone that
keeps ringing in a concert hall between the quick and delicate transitional moments. The
piece concludes with the motive accompanied by a sweeping right hand melody; the openended questioning of the motive is finally answered.
-AMO

Sonata No. 11 in B-flat Major, Op. 22

Featured in Second Round, Session 2 (Vitaly Starikov)
This sonata is thought to be one of the best examples of a “classical sonata,”
representing Beethoven’s mastery of the sonata as a craft. The opening movement
perfectly demonstrates to listeners what sonata form is: an opening theme, followed by
transitional elements which lead to a second theme. These are then spun out through the
development, in which earlier motives interact, and finally lead into the recapitulation,
where the opening theme returns, and concludes with the second theme. Technical terms
aside, one can appreciate the balanced symmetry of the movement, featuring a mix of
moving sixteenth notes which need to balance melodic and harmonic elements, new
motives, quick dynamic shifts, and more.
The second movement, marked Adagio con molto espressione (slowly, with great
expression), begins with a strummed sounding accompaniment, over which a melody
rises to meet the ear of a listener, perhaps to a beloved one sitting in the window seat
upstairs from the street below. But the movement is also quiet and gentle, becoming more
introverted until flashes of fancy wander forth and return. The tune changes to minor,
gathering a sense of poignant urgency, as if waking from a reverie has left one sleepwalking
into unfamiliar territory. The happy dream returns, however, to conclude the movement.
The third movement is marked menuetto (a slow, stately dance), followed by a rondo
fourth movement. Like the second movement, this movement also contains pedal points;
repeated notes over which the melody leaves and returns to, here found in the returning
motive of the rondo.
-AMO
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Sonata No. 13 in E-flat Major, Op. 27, No. 1 (“Quasi una fantasia”)
Featured in First Round, Session 1 (Stefano Andreatta)

In this sonata, marked to be “like a fantasia,” Beethoven breaks down the typical sonata
form to simply spin out a thematic idea, but without the rigidity of strict developmental
and transitional ideas. A fantasia in earlier repertoires was a type of piece meant to
sound improvised, building on itself within the performer’s fancy in a given moment of
performance or composition. This is what Beethoven does with the simplest melody, of three
chords, pulsing “short-short-long” throughout this opening movement marked andante (a
walking tempo). The second movement scherzo bursts forth with a hushed intensity, quickly
working with another simple motive, this of three descending notes. As the movement
progresses, the three descending notes become more scattered rhythmically, adding to the
excitement, and this étude-like movement is over in the blink of an eye.

Works
Ludwig van
Beethoven

The third movement, marked “with expression,” returns to the pensive, yet hopeful seeking
of the first movement. The fourth movement likewise skips forth following a generous
sweep up the keys into a delicate trill that builds into a triumphant, yet muted cadenza.
The final movement’s sonata-rondo folds the sonata form (a feature typically of the
opening movement of a sonata, and which we haven’t yet heard in No. 13) into the rondo,
demonstrating Beethoven’s compositional prowess. The most technically demanding
movement of the sonata, the pianist must turn on a dime to clearly encapsulate each of the
motives of the rondo while managing running sixteenth notes, melodies that are traded
between the hands of the pianist, and sudden surges in dynamic or intensity. Likewise, the
pianist must effectively tackle the sudden return of the third movement’s gracious tripletime melody...which again works into the final movement’s presto (very fast).
-AMO

Sonata No.18 in E-flat Major, Op. 31, No. 3

Featured in Second Round, Session 2 (Zhi Chao Juli Jia)
Like many of Chopin’s Études, this Beethoven sonata has a nickname, given by someone
after hearing Beethoven’s work. This sonata is nicknamed “The Hunt” due to the
descending fifth motive that returns throughout the opening movement, reminiscent of
the sound a hunting horn would make, a frequent trope in classical music. The second
movement is a scherzo, which further exemplifies the idea of a hunt; a small critter
scurrying away quickly to try to sneak away into the distance, softly creeping away and
then with a loud bang, the creature has been spotted and the chase begins again. Pianists
must keep up the relentless stream of notes clear and even in their bouncing along. The
third movement is a menuetto marked Moderato e gracioso (moderate, and gracious). This
movement moves between two main motives, one with long singing phrases with a hint of
mystery, the other made of heavier, sharp chords. The final movement is marked Presto con
fuoco (very fast, with fire), in a rollicking six-eight time signature, where each measure is in
two main beats, each divided into three. This time signature can be used to create motives
that bounce, spiral out of control, or at times even dance.
-AMO
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Sonata No. 21 in C Major, Op. 53 (“Waldstein”)

Featured in Second Round, Session1 (Lin Ye) and Second Round, Session 5 (Clayton
Stephenson)
One of Beethoven’s most famous piano sonatas, reflecting his boldness and daring of
his “middle period” of composition, the “Waldstein” sonata is dedicated to Beethoven’s
Viennese patron and friend, Count Ferdinand Ernst Gabriel von Waldstein. The striking
motive at the beginning of the first movement, Allegro con brio (fast, with fire) features
an anxiously repeated chord that continues for two bars before lyrical bits of melody
attempt to break in before tumbling down the scale. Every time the melodic material
continues, Beethoven interrupts it with more pointillistic prancing upon the keys. The
second movement sounds like a piano reduction of a sweeping orchestral meditation
and is titled “Introduzione. Adagio molto” (introduction, very slow). It acts as a prelude for
the rondo to follow, simply exploring a related key to the final movement, which slowly
emanates from it with grace. The opening motive of the rondo features a gorgeous melody
in the treble of the piano played by the left hand reaching over the right hand, as the right
hand plays a delicate stream of running notes. The melody, interrupted by new material,
returns in splendor in a higher register of the keyboard. One of the difficult moments
features the same soaring melody over a long trill—in one hand while the other is playing
the accompanying figure in an unending surge. One scholar notes the difficulty of these
passages for performers on the modern piano; a historical piano would have had a lighter
action, meaning less stress on the fingers to depress each of the keys, and in some cases,
the keys would be closer together.
-AMO

Sonata No. 23 in F Minor, Op. 57 (“Appassionata”)

Featured in Second Round, Session 5 (Arsenii Mun)

In 1837, pianist Clara Wieck popularized this sonata in Berlin: she was the first to play
the piece fully through, after several piecemeal performances. In the earlier part of the
nineteenth century, it was considered gauche for a composer or pianist to perform a whole
sonata; it was much more common to find pianists giving concerts made up bits and pieces
of various pieces. Wieck (whose husband was the composer Robert Schumann) led the way
for Liszt to be able to perform it in Berlin as well. It is hard to imagine pulling apart a piece
like the Appassionata sonata today, which is now considered one of Beethoven’s most
challenging and emotionally charged. The moniker “Appassionata,” meaning “passionate”
was applied in 1838, and the piece lives up to its name, changing from emotion to another
with swiftness. Here Beethoven’s motives feature series of repeated notes, sometimes soft
and delicate (like the “Raindrop” Prelude of Chopin) and sometimes hammered out like the
opening of Beethoven’s Fifth Symphony.
-AMO
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Sonata No. 28 in A Major, Op. 101 – featured in First Round, Session 1 (Ying
Li); Second Round, Session 3 (Bowen Li) and Second Round, Session 4 (Martín García
García)
This sonata begins delicately, airily winding around, almost as if improvised. Some scholars
consider Beethoven’s career to be divisible into larger sections and this sonata marks the
beginning of the “Late” period of the composer’s works. As such, this sonata demonstrates
a wider harmonic range even in its delicacy, not to mention an extra “low” note: Beethoven
had begun to compose and perform on a Broadwood piano, which had access to lower
notes than his previous instrument. In addition to the Italian terms that usually describe
how quickly each movement is to be played, Beethoven’s first publication of the sonata
also includes descriptive information in German: “Etwas Lebhaft und mit der innigsten
Empfindung” meaning “somewhat lively, and with the most intimate feeling.” The second
movement by contrast instructs “Lively and like a march.” This movement is characterized
by a repeating rhythmic figure, that marches, leaps and trundles along. A short “Langsam
und sehnsuchtvoll” (Slowly and full of longing) third movement is again dreamy and
delicate, an exercise in ascending chords, and ornamented turns which lead into a cadenza
that rolls right into the fourth movement. In the final movement, the pianist is instructed to
play “Not too quickly and with determination.” After the seeking and searching feelings of
the first and third movement, the fourth movement moves forward in brighter and cheerier
tones.

Works
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-AMO

Sonata No. 32 in C Minor, Op. 111 – featured in Second Round, Session 3 (Ziyu
Liu); Second Round, Session 4 (Svetlana Andreeva) and Second Round, Session 6
(Llewellyn Sanchez-Werner)
This is Beethoven’s final sonata and marks a departure from typical sonata form. The
sonata is constructed in two contrasting movements. After a striking opening that seems
to fade away, a quiet rumbling tremolo starts in the bass to begin the movement in earnest,
growing into a loud, fuguelike passage made of two parts: three accented notes that
come out of the texture followed by swiftly moving notes. These motives chase each other
around with a searching quality, sometimes with ominousness, sometimes with joy. Listen
for the surprising conclusion to the first movement, and how it departs from the sharpness
of how the movement began. The second movement is marked “Arietta,” a little song. In an
unusual time signature of nine sixteenth-notes per measure, the opening to this movement
is slow and hymn like. The melody slowly unfolds through subsequent new passage, adding
new rhythmic figures taking the opening melody as the theme for a series of variations.
Beethoven’s use of syncopation after the second variation feels very modern to our ears,
as we hear today through the lens of jazz; to Beethoven’s listener we can imagine a feeling
of wonderment and virtuosity in the increasingly more complex rhythmic demands of the
pianist. The ethereal fourth variation introduces an even more complex division of the beat,
almost erasing the pulse to provide a hovering commentary on a particular tonal idea.
The trills lead up the piano and into another variation. This begins a pulsing serenity that
eventually gathers momentum again into the most song-like variation of the movement.
-AMO
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Johannes
Brahms
(1833-1897)

J

ohannes Brahms is now known as a towering figure in the music history of the
Romantic era. But even during his lifetime, he was acutely aware of his position
within the canon of Western art music. A German pianist and avid chamber
musician who spent much of his professional life in Vienna, Brahms intentionally
recalled and innovated the classicism of the Viennese masters like Mozart and Haydn,
rather than pursuing an overwhelming emotionalism that was characteristic of other
Romantic era composers. Part of this approach was due to his idolization of his
predecessor, Ludwig van Beethoven: it was Beethoven’s influence that inspired Brahms
to strongly advocate for the idea of absolute music, i.e. that music could be meaningful
and powerful on its own terms, and did not need to rely on an external narrative to
motivate it. And, it was Beethoven’s shadow that kept Brahms from even beginning to
write symphonies until late in his career. But Brahms’ more traditionalist approach to
composition often elicited accusations of being old-fashioned, especially compared to
the ground-breaking harmonic and formal advancements of composers like Richard
Wagner and Franz Liszt.
Like many composers featured during the Cleveland International Piano Competition,
Brahms was a virtuosic pianist in his own right – as a young man, he performed in
dance halls to make money, and he continued to premier his own works as his career
grew as a composer. Many elements of his piano music – two against three rhythms,
melodies based on triads, and thick chordal textures, for example – can be heard in
the works of composers that come after him, both within Austria and Germany and
beyond.
-MGM
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Variations and Fugue on a Theme by Handel, Op. 24

Featured in First Round, Session 2 (Yedam Kim)

Written directly after publishing a manifesto supporting “absolute music” as the way of
the future, Brahms’ Op. 24 is characteristic of the composer’s adeptness with creating
new and exciting works from old structures. Variation forms are commonly found in
earlier music, from Bach to Mozart to Beethoven – these works usually take a simple
melody and repeat it through creatively composed new versions. You may recognize
this structure from Czerny’s work performed earlier during this session by Lucas
Thomazinho.

Works
Johannes
Brahms

Using a melody from one of Handel’s harpsichord suites, Brahms created a set of
25 miniature variations, ranging from thirty seconds to one and a half minute each.
These variations showcase a wide array of styles and techniques: some highlight on
the soaring melodic contour of Handel’s aria, others showcase bold tonal shifts, even
moving into the minor mode, but all keep the integrity of Handel’s original motives
intact. While Brahms is often considered to be on the opposite side of the Romantic
era spectrum from fellow German composer Richard Wagner, the latter famously
stated in 1864 after hearing this work: “one sees what may still be done in the old forms
when someone comes along who knows how to use them.”
-MGM

Three Intermezzi, Op. 117

Featured in First Round, Session 1 (Lin Ye) and Second Round, Session 6 (Takashi
Yasunami)
The three intermezzi that make up Op. 117 were amongst the last works that Brahms
published for piano, alongside Op. 116, 118 and 119. In a letter to his friend Rudolf von
der Leyen, Brahms called Op. 117 the “lullabies of my sorrow,” (wiegenlieder meiner
schmerzen). While scholars have not been able to connect this “sorrow” directly to a
moment in the composer’s life, Brahms had his fair share of sorrows, especially on the
romantic front, most famously embodied in his friendship and likely unrequited love for
Clara Schumann, widow of composer Robert Schumann. Even if the sorrows cannot
be identified, these three works very clearly reference lullabies. Intermezzo No. 1 is
prefaced with lines from a Scottish ballad, which translates to the following:
Sleep softly, my child, sleep softly and well!
It breaks my heart to see you weep.
The melody softly rocks in 6/8 time, lulling a child to sleep through a flowing melody
and Eb pedal, meaning there is a single note – Eb - that is held while the melody
moves around it. The movement is in ABA form, with the middle B section showcasing
syncopated figures and more complex rhythms.
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Intermezzo No. 2 shares the flowing characteristics of its predecessor – the minor
melody sparkles in the higher register of the right hand as arpeggios (broken chords
where each note is played separately, rather than together) run through the left hand
and middle register of the right hand. The lilting three-beat pattern feels sometimes
like a lullaby; other times, the heightened emotion of the music makes it challenging
for listeners to grasp the underlying meter. After a chordal second section in the
major mode, the arpeggios of the opening return and develop, only to be offset again
by a reimagined version of the chordal section from earlier in the movement that
disappears into nothing.
The final movement shares the ABA form of the first intermezzo. Unlike the previous
movements, the opening of Intermezzo No. 3 has a sparse texture, sometimes with
only the melody being played in both the right and left hands. The B section is
characterized by the return of cascading arpeggios and a more syncopated melody in
the right hand.
-MGM

20

2021 CLEVELAND INTERNATIONAL PIANO COMPETITION / PROGRAM NOTES

T

he Polish child prodigy and pianist, Fryderyk Franciszek Chopin, had published
his first compositions by the age of eight years old. He was born in 1810 outside
of Warsaw, where his family soon moved, and where he spent his childhood
through teenage years. While his time spent with piano teachers was sporadic, by the
age of twenty he was planning his European tour as a concert pianist. He had, however,
worked with composing and theory teachers through his early teens, which helped
shape his compositional voice by the time he left Warsaw. Unfortunately, the political
situation surrounding the November Uprising of 1830 left the Polish pianist in a less
than favorable position to begin a debut tour in Vienna, Austria. The pianist eventually
made his way to Paris, where he made his living, first through his virtuosic public
performances and by publishing pieces, and later through teaching and by performing
at intimate salons. In 1938, Chopin began a relationship with the novelist George Sand,
and eventually divided his time between Paris and her hometown, Nohant, France,
where he polished compositions for publication.

Fryderyk
Chopin
(1810-1849)

Chopin was in high demand as a piano teacher, and he became known for his wide
variety of études, which were not merely technical “studies” for learning to play the
piano, but expressive and virtuosic works encompassing many moods, affects, and
characters. The pianist suffered from ill health (and possibly bad doctors) throughout
his life; he died in 1849 at the age of 39, with a pupil and Sand’s daughter at his
deathbed. Today, Chopin is well known for a variety of compositional styles for the
piano. These include dance forms, such as mazurkas or waltzes, music that sought
to generate a national style such as polonaises or marches, and his lyrical, singing
nocturnes, and, of course, the études.
-AMO
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Rondo à la mazur in F Major, Op. 5

Featured in First Round, Session 5 (Arsenii Mun)
A rondo is a piece which has a central theme (A), which returns each time after new,
contrasting, themes (B,C,D...) are played (ABACA etc). The theme of this rondo employs
the rhythms of the mazurka, a Polish dance. Composed when Chopin was still a student, it
nonetheless demonstrates a virtuosic intensity.
-AMO
The Op. 10 Études (1833) were compiled and prepared for publication during a summer
in which Chopin was living in Paris, but was deeply homesick for Poland. Dedicated
to his pianist friend, Franz Liszt, these twelve études retain a technical element to be
“studied;” however, they also demonstrate virtuosity not yet seen in his earlier published
works. Overall, they can be characterized by a music built on repeating patterns in the
accompaniment—often in the left hand—and expressive, challenging, and florid scales up
and down the piano in the right.
-AMO

Étude in C Major, Op. 10, No. 1

Featured in First Round, Session 5 (Arsenii Mun)
This étude, nicknamed “Waterfall,” bursts out of the gate, beginning with a forte octave
played in the left hand, and rhapsodic rising arches of arpeggiated notes in the right. As
the virtuosic arches of notes cascade overhead, Chopin crafts a booming melody in the
left hand. As the melody quickens, the arpeggios ping-pong in different directions, further
emphasizing the tune’s joyful grandeur.
-AMO

Étude in A Minor, Op. 10, No. 2

Featured in First Round, Session 1 (Ying Li) and First Round, Session 2 (Zhi Chao Juli Jia)
Étude op. 10, no.2 in A minor demonstrates Chopin’s pedagogical impulse to strengthen
and showcase the weaker fingers of the hand; named “Chromatique,” this piece splits
the right hand into two functions, that of chromatic buzzing about in the pinky, ring, and
middle fingers, and the accompanying chords played by the thumb and pointer, in turn
supplemented by the left hand. Unique among Chopin’s études, the composer himself
labeled each note finger numberings, suggesting how he specifically intended to - or
wished others - to perform this piece.
-AMO
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Étude in C-sharp Minor, Op. 10, No. 4

Featured in First Round, Session 2 (Jiarui Cheng); Second Round, Session 1 (Lucas
Thomazinho) and Second Round, Session 6 (Takashi Yasunami)
Marked “Presto” (quick) and “con fuoco,” (with fire, or with passion) No. 4, “Torrent” is a
study in quick chromaticism, meaning the notes often run over the white and black keys
of the piano in quick succession. In addition, this “torrential” downpour of notes features
driving, repeating rhythms, detached chords that accompany, and flying arpeggios that
whip around like a wind that is gone as soon as it has come. The piece is constructed in
three main sections, with the first section alternating staccato chords beneath or above
manic sixteenth-note passages. In the middle section, Chopin drives into the distantly
related key of F minor before a chromatic passage leads into the final section. The last
section repeats the opening material before finally spiraling downward chromatically in
sixteenth notes, in a section marked not only fortissimo, but “con piu fuoco possible,” or
“with as much fire (or passion) as possible.”

Works
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-AMO

Étude in F Major, Op. 10, No. 8

Featured in First Round, Session 3 (Rafael Skorka); First Round, Session 4 (Bowen Li)
and Second Round, Session 6 (Lovre Marušić)
This bucolic piece begins with elements of a rustic dance, with the left hand droning on
open fifths like a bagpipe, while the right hand employs pirouetting sixteenth-note figures
spiraling over the top half of the piano. As the piece – known as “Sunshine” - progresses,
the sunny afternoon dance is seemingly peppered by rain, becoming louder and more
chromatic. The hands chase each other up the keyboard, but the gusts of wind can’t hold
back the dancers; the main theme returns with even more ebullience. The joyous dance
ends by easing into a series of arpeggiated chords, as if the dancers retreat with a coy
curtsy and gracious bow.
-AMO

Étude in E-flat Major, Op. 10, No. 11

Featured First Round, Session 1 (Honggi Kim)
This triple meter piece is evocative of a dreamy dance, in which all edges are blurred by
large, downward-arpeggiated chords, hence its name, “Arpeggio.” This is done by playing
the notes in the chords successively from top to bottom. This étude challenges the pianist
to create a singing melody in the top note of each chord, while moderating the amount of
roll per each chord. On the fortepiano, a precursor to what we now know as the modern
piano, these rolled chords would have had a fleeting, even harpsichord-like quality, further
lending to the idea of an ethereal music-box waltz.
-AMO
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Étude in C Minor, Op. 10, No. 12 (“Revolutionary”)

Featured in First Round, Session 1 (Stefano Andreatta)

To close the set of Études op. 10 published by Chopin in 1833, in Étude No. 12, we have the
“Allegro con fuoco” mirror of No. 1: it begins with a treble chord from which it immediately
sweeps down the piano into the bass range, whereas the opening étude in the collection
starts with a loud bass note with arpeggios leaping upward. This is said to be Chopin’s
“Revolutionary” étude, composed following the Warsaw Uprising, a failed attempt for local
governance in Poland. The heroic melody in the treble leaps above a tumultuous bass,
becoming more poignant until a moment of triumph in the middle, still undercut by the
growling bass. The treble melody then joins the tumult, folding into the lower part of the
piano until the melody once more breaks into the opening motive. Although this time, the
melody is expanded, taking more notes to reach the apex of each figure. The piece turns
delicate as major chords attempt to break through the stormy texture.
-AMO

Ballade No. 1 in G Minor, Op. 23

Featured in First Round, Session 3 (Vitaly Starikov) and First Round, Session 5 (Arsenii Mun)
This piece begins with some characteristics of the practice of preluding, in which
a performer would stretch her fingers in the key or manner of her choosing in an
improvisation before performing a notated piece. Then, the songlike ballade begins.
However, Chopin never remains in one place or moment for too long. As soon as the
melody is spun out, the accompaniment becoming more urgent until the melody spills
forth in a colorful splash, and the song is interrupted by stormy arpeggios up and down
the keys. The tumult is placated, softens and slows, until a sotto voce (literally, below the
voice, something of a voiced whisper) return of the melody takes hold once again. Chopin
expands this humming into a loudly sung anthem, breaking into a scampering motive
that goes into a scale that traverses nearly the entire range of the piano. Excitement,
passion, joy: Chopin keeps playing with the emotion until a presto con fuoco (quick with fire)
conclusion breaks forth.
-AMO
Chopin composed his Op. 25 Études throughout the 1830s, in a productive spurt of activity
that also produced many of the waltzes, mazurkas, impromptus and songs for which he is
known. Chopin’s versatility of what scholar Jim Samson calls the “subtleties of figuration”
and the “blurring of function between melody and figure” allow for complicated story
telling, even in the generally short medium of the étude. This continues the Mozartean
approach to keyboard music, which conceives of the composition orchestrally, seeking out
a variety of tones, colors, accompaniments and solo voices. Many of these études were
given programmatic names to help remember them by; however, the composer is not
known to have named them himself.
-AMO
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Étude in F Minor, Op. 25, No. 2

Featured in Second Round, Session 5 (Clayton Stephenson)
This étude has been given the moniker “The Bees,” due to the somewhat buzzing or
bumbling sound of two rhythms happening at the same time: the right hand is in triplets at
the eighth-note level, dividing the measure into essentially four beats, while the left hand is
in quarter-note triplets, dividing the measure in two. This means that in between the “big”
beats of the measure, the other beats sometimes happen at the same time, and sometimes
miss each other by a split second, which gives a slight skipping sound to the measure.
Marked “presto,” the triplets in the right hand zoom along quickly but rather softly, as if the
bees are a tad wistful.
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-AMO

Étude in A Minor, Op. 25, No. 4

Featured in First Round, Session 4 (Martín García García)
Marked “Agitato,” or “agitated,” this étude is filled with different types of accent, or
emphasis, instructing the pianist in no uncertain terms how each note is to be played. The
main type of accent present is a small stroke atop the notes, which is sometimes called,
“staccatissimo,” and, in this case means “super short.” The next level up is “staccato,” a
dot above a note which means short or detached. Chopin increases the challenge of
this étude by instructing the pianist to play legato melodies in the highest notes, while
the accompaniment is still burbling away in sharp pointed short notes. He also throws in
heavy, weightier notes, simply called accents, denoted by “>” in the score. He also includes
“marcato” accents (“^”), which means the note is “marked” like an accent, but also short, like
staccato. One of the challenges is that the fifth finger (pinky) in the left hand must quickly
move lower on the keys, balancing the accented notes with the rest of the notes in the
chord. See if you can hear all these different types of accents throughout!
-AMO

Étude in E Minor, Op. 25, No. 5

Featured in First Round, Session 6 (Peter Klimo) and Second Round, Session 2
(Yedam Kim)
It is easy to hear why this might be nicknamed the “Wrong Note” étude, given that
each gesture played with the right hand includes two parts, a top melodic line, and a
lower “wrong” note that is “corrected” a sixteenth note later, over a burbling left-hand
accompaniment. When played together, at the “vivace” (brisk, spirited) tempo, it makes it
sound like the pianist has a lazy thumb, when in actuality the pianist must be quite adroit to
keep the notes evenly spaced. The middle section bursts into poignant lyricism, belying the
moniker applied to the first section. The right hand is given an accompanying figure, of soft
and light notes that run up and down the keyboard, while the left hand is given a sustained
melody. Just when it seems the somber melody will linger on, the “wrong notes” spring up
again. After a series of chords spanning the better part of the piano, the piece trills into a
consonant resolution.
-AMO
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Étude in G-sharp Minor, Op. 25, No. 6

Featured in First Round, Session 4 (Byeol Kim)
With one glance at the score, it is easy to see why this piece is nicknamed “Thirds”: the right
hand plays two notes at a time, an interval of a third apart. Double thirds are challenging,
as they require a quick movement of two different fingers in the same hand at a time.
Keeping a sense of fluidity throughout, while connecting these running thirds is especially
challenging when the scales change direction, or add different combinations of black
and white keys—starting in a key (G# minor) that contains five sharps already (or altered
pitches from the C major white-key scale on the piano). In addition, there are many more
accidentals which scoot the notes up or down a half step, making it a buzzing minefield of
dexterity, the right hand constantly playing notes in pairs.
-AMO

Étude in C-sharp Minor, Op. 25, No. 7

Featured in Second Round, Session 4 (Roman Lopatynskyi)
One scholar likens this piece as a sung aria with a vocal melody accompanied by a cello
in the bass notes. Indeed, this “Lento,” or “slow” piece begins with an elegiac solo left
hand delicately unfurling in an unmeasured prelude prior to the start of the piece. In
the nineteenth century, performers were expected to demonstrate their compositional
prowess through off-the-cuff preludes to better settle into the key of the performed
work, which were expected to be played with sheet music. Until the 1880s or so, playing
memorized was a sign of egoism or hubris; composers lamented that performers might
forget some important compositional detail if they played from memory. Here, the
“prelude” precedes the heart-rending melody that shows up like a beacon of light in the
right hand, gliding upon lightly murmuring accompaniment. The further nod to “preluding”
is found as a triple-forte (extra- extra-loud) rumble in the bass that emerges first as a
wandering gesture, then as an organic, subterranean rupture, roaring under the melody
before the serene tune continues. This is one of the longest études in the Op. 25 set, and
so the pianist is challenged, not only to keep such a wide variety of expressions connected,
but also to play so many different characters throughout: acting as melodist, accompanist,
and obbligato (accompanying solo instrument) altogether, within the framework of
elements that must sound “newly composed” each performance.
-AMO
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Étude in D-flat Major, Op. 25, No. 8

Featured in Second Round, Session 4 (Roman Lopatynskyi)
In contrast to the preceding, brooding, Op. 25, No. 7, this étude is a short and sweet, sunny
study in sixths. Like “Thirds,” or “Octaves,” here Chopin uses an interval as the basis for a
study. One of the challenges of this piece is maintaining Chopin’s “molto legato” indication:
the right hand must be played “extremely smoothly,” (or connected) despite the large
jumping intervals. By contrast, the accompaniment has staccato (short, detached) notes
that are made to sound smooth by meticulous pedaling throughout. To complicate some of
the blustering phrases are hairpin dynamics, steady rises and falls in volume, until the final
phrase which begins in the center of the piano, with the right hand playing just about every
note on the piano all the way up, still in sixths.
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-AMO

Étude in G-flat Major, Op. 25, No. 9

Featured in Second Round, Session 4 (Roman Lopatynskyi)
Named “Butterfly,” this piece begins with a carnivalesque mood. The left hand rocks back
and forth lightly, beneath the right hands chordal sixteenth notes—one editor likens the
right hand motive to a “gaily coloured butterfly, fluttering from flower to flower.” One
challenge is to keep the left hand “leggiero,” that is, “light” while the right hand contains
accents (heavier/marked), slurs (connected), and staccato (unconnected) notes all in the
span of four sixteenth notes. All this in a quick little study marked “allegro assai”: “very fast.”
-AMO

Étude in B Minor, Op. 25, No. 10

Featured in First Round, Session 3 (Vitaly Starikov, Ziyu Liu and Daria Parkhomenko) and
First Round, Session 5 (Philipp Lynov)
This stormy étude – nicknamed “Octave” – is built upon tumultuous octaves (on the white
keys, spaced eight notes in a scale apart) which start as a whisper but then burst into a
loud cacophony. Turning on a dime, the second section of the piece suddenly breaks into
a lyrical attempt for the sun to emerge after such an assault. But an ultimately bright day is
not in the cards, as the melody is laced with unexpected dissonances that slowly grow and
multiply, until the piece ends on a final clap of thunder. This piece is challenging not only
because the pianist must keep the widely spaced notes even throughout, but also because
the étude is also one of Chopin’s longest.
-AMO
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Étude in A Minor, Op. 25, No. 11 (“Winter Wind”)

Featured in First Round, Session 1 (Lin Ye); First Round, Session 3 (Anastasiya
Magamedova); First Round, Session 4 (Svetlana Andreeva); First Round, Session 5 (Suah
Ye) and Second Round, Session 6 (Llewellyn Sanchez-Werner)
One of Chopin’s most popular études, No. 11 in A minor has the moniker “Winter Wind.” It
begins innocuously: a sparse, hymnlike tune is introduced as a solo, and then harmonized
quietly, at a slow tempo. After only four bars, the piercing icicles howl through the door with
an “Allegro con brio” (fast, with brilliance, or spirit) affekt of a “Winter Wind”. The hymnlike
tune meanwhile becomes a resolute anthem, at times a battle cry, others a triumphal ode. In
order to play this piece well, attention must be paid, not only to the phrasing and shaping of
the melody, but to the dynamics of the right-hand notes which fly down the piano, in jagged
and uneven intervals. This étude is distinctly pianistic, demonstrating a wide range of colors
and moods, techniques and technical facility.
-AMO

Nocturne in C Minor, Op. 48, No. 1

Featured in Second Round, Session 3 (Ziyu Liu)
This work was composed as a set of two Nocturnes in 1841 (published 1842) for
Mademoiselle Laure Duperré, about whom not much is known. The nocturne genre is
related to the serenade, both of which referred to the hours of the night in which a piece
was performed. Over time, however, the late evening’s serenade - and the 11pm nocturne
- developed certain stylistic qualities, moving from music performed during the evening
or nighttime hours to music reflective of the night. In this nocturne, composed in a ternary
(ABA) structure, Chopin uses the slightly slower middle section (B) to include the sustain
of huge, rolled chords thrumming out a sweet melody. One can picture the young lovers
separated by a windowsill, from which one strums lightly on his guitar. Chopin breaks into
more frightening images of the night, interjecting an agitated series of open octaves. In
the third section, Chopin alters the opening melody somewhat, representing the angst,
wistfulness, and other musings of a dreaming mind.
-AMO

Nocturne in E-flat Major, Op. 55, No. 2

Featured in First Round, Session 3 (Anastasiya Magamedova)
Many Nocturnes (a piece performed during, or evocative of, the nighttime) contain two
contrasting sections of music, however Op. 55 No. 2 flows forth uninterrupted. The melody
moves in unexpected ways, often making leaps when conjunct (or step-wise) motion is
expected, lending to an ethereal, dreamlike quality. As the piece progresses, different
surges of emotion fill the work, new colors are added to the palate.
-AMO

28

2021 CLEVELAND INTERNATIONAL PIANO COMPETITION / PROGRAM NOTES

T

here are some names that are well known by pianists for their compositional
genius like Beethoven or Scriabin; others that are known for their attunement
to pianistic difficulty like Liszt or Rachmaninoff. And then there are some names
that are known as such important pedagogues that their impact rivals the composers
and pianists above.

Carl Czerny
(1791-1857)

Czerny embodies this final category. Known as the teacher of Liszt, Austrian piano
teacher, composer and theorist Carl Czerny is best known as the creator of technical
exercises for developing pianists that remain an essential part of almost every
pianist’s training to this day. Indeed, the name “Czerny” strikes fear in the hearts
of young pianists who hate to practice their scales and arpeggios. His instructional
works show his systematic approach to teaching students how to understand the
structures they would come across in the piano repertoire, from smaller forms like
preludes, cadenzas or fantasies to studies of multi-voiced playing, transposition and
score-reading. But Czerny wrote many more works beyond studies in exercises –861 in
total – ranging from easy student pieces to concert showstoppers. Many of his works
are understudied, likely due at least in part to the negative press given to them by
contemporary critic and composer, Robert Schumann.
Czerny’s other claim to fame was as a student, rather than as a teacher, as he was the
preeminent pupil of Beethoven and a significant figure in the upholding of Beethoven’s
legacy. Although he only studied with Beethoven for three years, he stayed in close
contact with the composer, and was even entrusted to proofread all of Beethoven’s
public works. While Czerny was not known as a brilliant pianist in general, he was
highly regarded as an interpreter of Beethoven’s work by the public and by the
composer himself.
-MGM
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Variations on a Theme by Rode, Op. 33 (“La Ricordanza”)
Featured in First Round, Session 2 (Lucas Thomazinho)

The structure of theme and variations is one of the most commonly used structures
in the Classical period – composers would take an existing theme (or write their
own!) and repeat several times, with each repetition varying elements of the original.
Considering Czerny’s close relationship with Beethoven in particular, it is not
surprising that he composed several works in this structure, often taking themes from
other composers as his base material. This work is based on a theme by Pierre Rode, a
French violinist who was contemporary with Czerny and was also in Beethoven’s circle
in the 1810s. The piece features five variations on Rode’s theme, and was made famous
in a recording by Vladamir Horowitz in 1944.
-MGM
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N

ow considered one of the fathers of “modern music,” Claude Debussy was
a French pianist, composer and music critic whose harmonic language and
colorful textures are some of the most recognizable in the Western art music
repertoire. Debussy attended the famous Paris Conservatoire beginning at age 10;
however, his skills as a pianist were dwarfed by those he showed as a composer even
at an early age. Debussy’s encounters in the 1880s would dramatically shape his artistic
output moving forward. First, he was hired in 1880 to teach piano to the children
of Nadezhda von Meck, a name that may be familiar to some due to her longtime
financial support of Tchaikovsky. While in her employ, Debussy had the opportunity to
travel Europe and Russia, and was exposed to a wealth of Russian Romantic music that
inspired much of his output. In hearing the works of composers like Rimsky-Korsakov
or Borodin for the first time, Debussy was particularly entranced by their use of
“oriental” modes – an out-of-date term that refers to scales that use different intervals
than the major or minor scale – as well as their seeming contempt for academic
compositional rules.

Claude
Debussy
(1862-1918)

Once he returned to Paris, Debussy embodied the “struggling artist” trope,
frequenting literary and artist cafes with fellow composers and symbolist poets,
such as Robert Doget, Ramond Bonheur and Paul Dukas. Like the Russian music he
encountered earlier, the core philosophies underpinning Symbolist thought – the
rejection of realism, the indifference to the public, and an attraction towards the
mysterious – played a significant role in Debussy’s aesthetics, heard in the dreamlike
world he often created through sound. In addition, Debussy was fascinated by his
encounter with a Javanaese gamelan ensemble (an Indonesian orchestra of metal,
xylophone-like instruments and gongs) at the 1889 Universal Exposition, leading to
the use of new textures and pentatonic melodies (i.e. using only the black keys of the
piano).
Debussy’s music is often called “impressionist,” drawing a parallel with the visual art
movement of the same name. While Debussy himself did not particularly like this
term, the similarities between a Monet painting and a Debussy piano work is audible:
shimmering colorful harmonies create atmospheres of sound that are reminiscent
of Monet’s delicate paint strokes, both evoking a particular mood within the spirit of
the viewer or listener. Debussy’s harmonic language stays away from being “major”
or “minor” – instead, he seems to revel in the beauty of harmonies for their own sake,
allowing them to progress in new ways that extend beyond what was considered
traditional at the time.
-MGM
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Debussy

Images, Book 1

Featured in Second Round, Session 1 (Ying Li)
Written in 1894, the same year as his orchestral masterpiece Prélude à l’après-midi
d’un faune and the first draft of his opera Pelléas et Mélisande, Images for solo piano
highlights Debussy’s skill as a master conjuror of visual forms through his unique
harmonies and textures, even without a program or specific image. The set was
dedicated to Yvonne Lerolle, the daughter of his friend and painter Henry Lerolle,
who was a young developing pianist in her own right (and was featured at the piano
in paintings by both Degas and Renoir). The close relationship between Debussy and
Yvonne is evident in the many informal comments made throughout the score; for
example, in the work’s preface, Debussy describes this piece as “not for brilliantly lit
salons…but rather conversations between the piano and oneself,” encouraging Yvonne
to dig into the intimacy of these works as an artist.
Images is a set of six compositions divided into two books of three pieces each; we
will hear the entirety of Book 1. The first movement, Reflets dans l’eau (or Reflections
in the Water) depicts water both at rest and at play, glittering in the sunshine through
rapid arpeggios and whole-tone scales (scales that are built with one step between
each note, rather than alternating whole and half steps). The musical surface swells just
like reflections in the water, as the extremes of the keyboard are utilized. The second
movement, Hommage à Rameau, is an audible tribute to French Baroque composer
Jean-Philippe Rameau, as it is structured as a Sarabande, a slow and stately dance in
three that was commonly used by French Baroque composers. Debussy leans into this
antique form by opening the work with an almost chant-like singular melody, as well as
instructing Yvonne (and others) to consider the work “even a bit like an old portrait, [or]
souvenir of the Louvre.” Indeed, Debussy’s respect for Rameau and his contemporaries
only intensified in his later years, as he continued to produce editions of Rameau’s
works and wrote columns dedicated to honoring the French national tradition. The
final movement, titled Mouvement, is an animated toccata that uses a French nursery
song, “Nous N’irons Plus au Bois” (We’ll Go to the Woods No More) as some of its
musical material. Like in the previous movement, Debussy’s conversational tone in
his notes help us to put an image to his wild arpeggios: “here the harps imitate to
perfection peacocks spreading their tails - or the peacocks imitate harps (as you like it!)
and the sky cheers up again in summer clothing.” Indeed, Debussy’s finale to Images
Book 1 drives forward as proudly as a peacock, finally releasing its brilliant energy as it
flutters away into the distance.

L’Isle Joyeuse

Featured in Second Round, Session 1 (Lin Ye)
L’Isle Joyeuse is a clear example of the influence of Debussy’s trip to Russia, as
this work is directly inspired by Mily Balakirev’s Islamey, known as one of the most
challenging works ever written for the piano. We hear this influence in particular
through Debussy’s use of contrasting scales based on the root note A. The opening
trill of the work introduced the whole tone scale, a scale where every consecutive
tone is a full, whole step apart (a major scale, on the other hand, has a particular
pattern of alternating whole and half steps). Soon, a sprightly dotted-rhythm tune
enters in the Lydian mode, another type of scale similar to a major scale but with the
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fourth note raised by a half-step. Debussy also uses a scale that is unnamed – a mixture
of the Lydian scale and Mixolydian scale – referencing a pattern common to Karnatic
South Indian Classical music.
The title of the work, translated as “the happy isle,” is often thought to refer to his
elopement to Jersey with Emma Bardac – however, much of the work was completed
before this event. Even still, the sounds of voluptuous love and revelry are evident
throughout the work, which showcases sparkling tremolos and dramatic leaps across
the keyboard, envying the difficulty of Debussy’s inspiration, Islamey.

Works
Claude
Debussy

-MGM

La plus que lente

Featured in First Round, Session 4 (Byeol Kim)
La plus que lente is a glitzy waltz for solo piano written in 1910, right after Book
I of Debussy’s Preludes was published (we heard a selection from Book II in the
previous session). The title – referring to an “even slower waltz” – was an intentional
and somewhat sarcastic reference to the trendy and sentimental valse lente style of
the day. The elastic melody lines and syncopated rhythms of the piece are a clear
precursor to jazz styles that would develop decades later; indeed, many jazz giants of
the mid-century (and even today!) looked to Debussy as an early influence. Debussy
clearly liked this little playful waltz, creating a new setting for small ensemble (flute,
clarinet, piano, cimbalom, and strings) in 1912.
-MGM

“La terrasse des audiences du clair de lune” from Preludes, Book II
Featured in First Round, Session 3 (Ziyu Liu)

This work comes from Book II of Debussy’s Preludes, a set of 24 pieces for solo piano
that are divided into two books of 12 preludes each. In writing 24 preludes, Debussy
follows the tradition of Bach, Chopin and others; however, unlike those sets, Debussy’s
are not presented in each and every major and minor key. Instead, while themes and
moods are shared across the set, each prelude showcases Debussy’s characteristic
avoidance of any key whatsoever, instead opting for harmonies that meld seemingly
effortlessly into one another to create a kaleidoscopic soundworld.
The title of this work is translated as “The Terrace of Moonlit Audiences,” and is
thought to have been inspired by a newspaper article that Debussy read about the
installation of King George V as the Emperor of India in 1911. Intriguingly, Debussy
intentionally wrote the titles for each of his preludes at the end of each movement,
rather than before, so that pianists could experience each work on their own terms
without being affected by Debussy’s labels. The prelude is highly sectionalized,
moving from moment to moment without much transition. The opening and closing
in particular evoke the shimmering moonlight, with chromatic twinkling and octatonic
chords that bookend the slightly more animated middle section.
-MGM
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Ernő
Dohnányi
(1877-1960)

E

rnő Dohnányi was a Hungarian pianist, composer, and conductor, who played
a pivotal role in architecting Hungarian musical culture in the 20th century. His
last name may be familiar to our Cleveland audiences, as he is the grandfather
of Christoph von Dohnányi, Music Director Laureate of The Cleveland Orchestra.
Like his grandson, Ernő Dohnányi often used a German form of his name, Ernst von
Dohnányi, intended to imply nobility based on his family history. However, this is not
to say that Dohnányi did not embrace his Hungarian roots; on the contrary, much of
his career was focused on establishing a Hungarian tradition of Western art music,
especially acting as a champion for the next generation of composers like Béla Bartók
and Zoltán Kodály.
In his time, Dohnányi was considered to be Liszt’s successor, both as a pianist and as
a composer. This high acclaim was the result of his leading reputation as a performer
across Europe, as he was celebrated by his contemporaries – including Brahms – for his
interpretations of Classical and Romantic works. Dohnányi used this position to shape
the musical tastes of his audiences, especially in Budapest, where he continued to
perform and conduct their Philharmonic Orchestra from the late 1910s through much
of the rest of his career. Throughout his professional life, he returned several times to
the Budapest Academy of Music – where he had received his training – as a faculty
member in piano and composition and ultimately as its director in 1934. But, he chose
to leave this position as it became politically untenable: Dohnányi was active in fighting
against anti-Jewish legislation in Hungary, and chose to leave the academy rather than
fire Jewish musicians from his orchestra. The turmoil of the Second World War caused
Dohnányi to leave Hungary, first for Austria and then for the United States, where
he ultimately settled in 1949 as a pianist and composer in residence at Florida State
University.
-MGM
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Rhapsody in C Major, Op. 11, No. 3

Featured in First Round, Session 6 (Takashi Yasunami)
Dohnányi’s Op. 11 is dedicated to István Thomán, with whom he studied piano at the
Royal National Hungarian Academy of Music. The rhapsody we will hear is the third
movement of a four-movement work, which Dohnányi has described as sonata-like in
its structure. As a result, this third movement is intended to be like a scherzo, or playful
movement with a repetitive structure. The form of this movement is similar to a rondo,
meaning that there is an opening melody, or “A section”, that comes back over and
over in between new material. Dohnányi uses these themes to connect the different
movements of the Op. 11 work together: the third theme of this movement features
music from the first movement, and the second theme from this movement comes
back again in the last movement. These repetitions allow the whole work to be tied
together if one is listening to all four movements. While some listeners have attributed
a “Hungarian flavor” to these rhapsodies – something that the composers after him,
like Bartók and Kodály intentionally included – Dohnányi resisted these interpretations
of his music, saying that these individual movements ‘are not rhapsodies in the sense of
the Hungarian Rhapsodies by Liszt, in which Hungarian folksongs are elaborated. My
themes are all original, and when people find that their style is Hungarian, it is because
I am Hungarian.”

Works
Ernő
Dohnányi

-MGM

Aria in C Major, Op. 23, No. 1

Featured in First Round, Session 6 (Takashi Yasunami)
Much of Dohnányi’s work expresses the heritage of Romanticism through older forms,
such as those found in the Baroque or early Classical periods. This aria is no exception:
the “aria” – while known in the opera world as a solo song – was also often used in
Baroque keyboard works to describe a standalone melody. At first listen, the work
could almost be mistaken for Schumann, due to its soaring melody and cascading
triples. Yet, there is something more pianistic in the way that the melody develops,
especially heard in the second half of the aria as the melody is accentuated through
octaves and thirds toward dramatic ends. Indeed, while Dohnányi may be referencing
the Baroque aria in its title, the work sings in a truly operatica fashion, with emotional
appoggiaturas (emphasizing a tone above the target note) that are equally at home in
a Verdi aria as in this work.
-MGM
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Manuel
de Falla
(1876-1946)

A

central figure in 20th century Spanish music, Manuel de Falla was a celebrated
composer whose music straddled the boundaries between Spanish nationalist
themes and European – especially French – cultural influences. As a young
man, Falla began performing his own compositions in public in the mid-1890s,
eventually enrolling at the Madrid Conservatory where he won awards in piano. While
Falla was a good pianist, he was not exceptional, and therefore was not able to make a
living as a pianist like his Spanish predecessor, Enrique Granados (also featured in the
2021 CIPC), nor did he have early success as a composer of art music. Instead, his first
success came working on zarzuelas, a lyric and dramatic genre with spoken and sung
parts that incorporated popular music, similar to English operettas. Although he did
win one opera composing competition in Spain during this early period, Falla mostly
failed as a composer in his home country, and elected to move to France, where he
met the movers and shakers of the European art world: composers like Ravel, Debussy,
and Stravinsky, and even the famed Ballet Russe impresario, Diaghilev. His time in
France not only influenced his music, but also heighted his reputation as a composer,
allowing him to return to Spain with both an elevated status and with extensive
European connections that would serve him well; for example, Diaghilev helped
produce a production of Falla’s Three Cornered Hat in 1917 that featured sets designed
by none other than Pablo Picasso himself.
Falla’s standing in his home country was often uneasy: his fascination with French
culture – heard explicitly in much of his music – had political ramifications, as some
audiences believed these attractions left him susceptible to foreign influences more
broadly. Luckily for Falla at first, the First World War brought more foreign visitors to
Spain that helped catalyze a shift in Spanish mentality towards a more cosmopolitan
outlook, which benefited the reception of Falla and his music. While he was celebrated
for several decades due to this shift, Falla again found himself in political turmoil after
Francisco Franco’s victory in the Spanish Civil War, due to his deeply held Catholic
beliefs. As a result, Falla fled to Argentina, where he lived and worked for over a
decade until he passed away.
-MGM
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Fantasia Baetica

Featured in First Round, Session 2 (Zhi Chao Juli Jia)
Falla’s piano masterwork, Fantasia Baetica, takes its title from the Roman name
for the province of Andalusia. The work was commissioned by the famous pianist
Artur Rubinstein, who visited Spain during the First World War, although the work
unfortunately did not become a standard part of his repertoire. The piece features
many Spanish and Andalusian elements, including percussive evocations of castanets
and heel stamping, guitar figurations, and a central section that feels almost like the
unmetered solo singing of Flamenco. But the textural piano writing owes as much to
Falla’s Francophile leanings as it does to his nationalistic Spanish impulses. Even with
its early date of 1919, Fantasia Baetica is Falla’s last major work for piano, and is the
only one that showcases the virtuoso tradition of pianistic writing in which he had been
trained.

Works
Manuel
de Falla

-MGM
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Enrique
Granados
(1867-1916)

T

he only Catalan composer featured during the 2021 CIPC, Enrique Granados
was most famous is his native Barcelona, as very few of his 140+ works were
performed publically in his lifetime, especially outside of Spain. Granados first
established himself as a virtuosic pianist in Barcelona before turning to composition,
in which he was self-taught (save some audited courses at the Paris Conservatoire).
His first successful opera, María del Carmin, was produced in 1898, but fell out of favor
quickly due to Spanish audiences’ preferences for mainstream European works, rather
than those created within their borders. Regardless of this early disappointment,
Granados enjoyed a high profile as a pianist and leader in the Barcelona music scene
throughout his career, ultimately founding a classical concert society and a music
school. His works blend European traditional features with elements of traditional
Spanish and Catalan folk music, drawing especially on folkdances for musical material.
-MGM
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“Los Requiebros” from Goyescas

Featured in First Round, Session 4 (Byeol Kim)
Goyescas is Granados’ best known composition, considered to be as important for late
Romantic/modernist Spanish piano music as Debussy’s Preludes or Ravel’s Gaspard
de la Nuit for French music (both of which are also featured during the 2021 CIPC).
Like those works by Debussy and Ravel, Goyescas is incredibly difficult, requiring both
technical and emotional mastery from its performer. The work is inspired by cartoons
created by the famed artist Francisco Goya, works depicting men and women of his
day that Granados would have seen at the Prado in Madrid. The work had so much
success as a solo piano work that it was transformed into an opera that was premiered
at the Metropolitan Opera in 1915. Even with its mixed reviews, the performance was
the first time that an important Spanish composer visited America. Unfortunately, the
glow of a Met debut did not last long for Granados; his boat returning to Spain was hit
by a torpedo on its way from Britain, and he passed away in a vain attempt to save his
drowning wife.

Works
Enrique
Granados

Goyescas features many different styles, including southern Spanish guitar strumming
and ornamentation that is inspired by the composer Domenico Scarlatti (also featured
during the CIPC). The movement performed during the CIPC is the first of the suite,
titled “Los Requiebros” or “The Compliments.” This movement was written as an
ajota, a traditional dance from Aragón, and is structured as a set of variations based
on two phrases from a well-known tune called “Tirana del Trípili.” This song came from
a 18th century tonadilla – an early Spanish musical comedy of sorts; its lyrical melody
and stylistic ornamentation feels both essentially Spanish and essentially pianistic,
showcasing Granados’ ability to weave together traditional folk melodies with his own
background as a virtuosic performer.
-MGM
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Mozart
Camargo
Guarnieri
(1907-1993)

T

he aptly named Mozart Camargo Guarnieri was one of Brazil’s most wellknown composers of art music, as well as a highly regarded conductor and
teacher. Guarnieri is recognized as both an incredibly prolific and creative
composer; like other composers at the CIPC, he was invested in creating a national
musical style within the genres of Western art music. As a result, he would often
combine Western European techniques with Brazilain musical materials, including
urban popular dances like sambas and choros and folksongs from Afro-Brazilian and
Amerindian traditions. But Guarnieri was equally devoted to pursuing a modernist
aesthetic in his music; he had a fruitful relationship (from afar) with the famed French
composition teacher, Nadia Boulanger, which ensured that his works – and as a result,
the entire tradition of Brazilian art music – stayed on the cutting edge. Guarnieri’s
modernist leanings were also heavily influenced by his mentor, Mário de Andrade,
a Brazilian poet often credited as the father of modernism in Brazil. Andrade often
celebrated Guarnieri’s ability to balance European and Brazilian influences, saying
that he never lost his “Brazilianness” even as he embraced Eurocentric modernist
aesthetics. In addition to his success as a composer both in Brazil and in the United
States, Guarnieri spent much of his career teaching piano and conducting at the Sao
Paolo Conservatory.
-MGM
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Toccata

Featured in Second Round, Session 1 (Lucas Thomazinho)
Guarnieri’s Toccata represents a delicate balance of Brazilian influences and European
modernism. At first listen, those familiar with Brazilian music may hear the remnants of
an earlier composer named Ernesto Nazareth, who was known as the Brazilian Chopin
and was one of the originators of the Brazilian popular music genre called choro.
Choro began in the late 19th century as a style of playing European salon music that
resulted from the encounter of court musicians with newly liberated slave populations
moving to the city centers. Musically, choro features incredibly complex and technically
difficult melodies of sixteenth notes in perpetual motion played over more traditional
harmonic and rhythmic structures. Guarnieri draws explicitly on this form in this work,
heard through the constant stream of quick notes in the right hand, and the various
dotted rhythmic groupings in the left-hand accompaniment. But equally audible in this
short piece is Guarnieri’s attraction to European modernist leanings. The constantly
changing time signatures and chromatic harmony feels almost Stravinskian at times,
and his use of fourths and fifths recalls the works of fellow Brazilian modernist
composer, Hector Villa-Lobos.

Works
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-MGM
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MarcAndré
Hamelin
(b. 1961)

Niccolò
Paganini
(1782-1840)

42

R

ecognized as “a performer of near-superhuman technical prowess,” by the New
York Times, Marc-André Hamelin is one of the most famous living pianists,
regularly performing with the world’s most premier ensembles. Hamelin’s
impressive oeuvre of over 60 recordings on the Hyperion label have resulted in
eleven GRAMMY nominations and seven Juno awards, with performances ranging
from solo to chamber music to concertos. But at the CIPC, we are privileged to see
a different side of this iconic pianist, and that is as a composer. While he has not
written many works, Hamelin’s music is primarily for solo piano, where he brings his
deep knowledge of the instrument to bear on his compositions. In fact, one of his
GRAMMY nominations came from an album of his own compositions, Hamelin Études
(2010), which also received a first prize from the German Record Critics’ Association.
In 2017, he was chosen to compose the new work by The Cliburn International Piano
Competition, with all thirty contestants premiering his toccata that was based on the
French Renaissance song, “L’homme armé,” a well-known tune that was used as base
material for mass settings during the period.
Given Hamelin’s rich understanding of piano repertoire and the techniques of
virtuosity, it may not be surprising that he turned to the influential violinist Paganini
for inspiration, just like Liszt and others before him. Paganini was known to write
pieces that were so difficult that only he could play them, making his living by dazzling
audiences across Europe through his impeccable technical mastery of his instrument.
During his lifetime, there was even a Faustian legend that he had sold his soul to the
devil in exchange for his incredible abilities. While we may never know if such a deal
was struck, Paganini is widely credited with making virtuosity a key part of the Western
art music tradition that continues to this day.
-MGM
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Variations on a Theme of Paganini (2011)
Featured in First Round, Session 6 (Peter Klimo)

Like Liszt’s Paganini Étude No. 6 heard in the third session of the first round (which
you can read more about above), Hamelin’s work is based on Paganini’s 24th Caprice
from 1820. Indeed, this particular caprice has had a long life in the piano repertoire
beyond Liszt’s transcription: Brahms created a more developed solo piano version,
Rachmaninoff wrote a full rhapsody for piano and orchestra, and Witold Lutosławski
created two adaptions – one for two pianos and one for solo piano and orchestra. Even
Andrew Lloyd Weber composed an arrangement of this melody, written for cello and
rock band.

Works
Marc-André Hamelin
Niccolò Paganini

Hamelin’s treatment of this famous caprice shows how aware he is of those that came
before, in addition to his wide knowledge of the piano repertoire. The variations are
structured almost as “meta-variations,” according to one critic, because of how often
Hamelin references other piano works within the piece. Some examples include:
a reference to Beethoven’s Sonata No. 30, Op. 109; a series of repeated cadences
that pay homage to the celebratory finale of Beethoven’s famous Fifth Symphony; a
passage that evokes Liszt’s “La Campanella” étude, another work based on a melody
by Paganini (featured later during the CIPC during the Second Round, Session 5);
and a reversal, i.e. a literal flipping upside down, of Rachmaninoff’s 18th variation on
the same tune from his Rhapsody for piano and orchestra, featured in Hamelin’s 13th
variation. For piano enthusiasts, see if you can catch even more references to other
famous piano works as you listen!
-MGM
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George
Frideric
Handel
(1685 – 1759)

G

eorge Frideric Handel is one of the best-known composers of the Baroque
era. While he contributed to every musical genre of his time, he was best
known during his lifetime (and even now) for his operas and oratorios, or
sacred vocal works, such as Messiah. Handel’s German upbringing and cosmopolitan
life experiences gave him command of a wide array of musical and spoken languages,
including Italian, French and English. He spent much of his young life traveling before
settling in London in 1711, where he quickly established himself as an integral part of the
English music scene through the popularity of his operas and oratorios, all presented
in foreign languages. However, by the 1730s, Brits had grown tired of hearing things
in other languages and began to turn away from the genres that had made Handel
famous. With fears of falling out of favor, Handel created the genre of English oratorio
purely to suit British tastes, an incredibly successful invention that led to Messiah.
Throughout his career, Handel was well supported by the royalty and elite classes
of London. He had a particularly strong relationship with King George II that dated
back to his early days; King George II was originally Georg of Hanover, who, with
his wife Queen Caroline, had followed Handel’s career and loved his playing since
the composer’s time in Hanover around 1710. Handel was indeed very lucky that this
nobleman from his past was elevated to British royalty, as it resulted in many important
commissions for the composer, such as the jubilant and celebratory anthem “Zadok
the Priest” that was written for the king’s coronation. This anthem has continued to
hold sway over British audiences: it has been sung at every coronation since, and is
even used at the Union of European Football Associations (UEFA) Champions League
Anthem. It is no wonder, then, that this German-born composer was honored by being
buried at Westminster Abbey.
-MGM
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Suite in D Minor, HWV 447

Featured in Second Round, Session 3 (Rafael Skorka)
Written in 1739, Handel’s Suite in D Minor is rare for the composer’s oeuvre, as he
did not write a lot of works for solo keyboard after 1720. The work was written for
Princess Louisa, one of the daughters of King George II, with whom Handel had a close
relationship. Handel was the private harpsichord instructor of Louisa and all of King
George II’s daughters – yet another example of how Handel’s relationship with the
King was lucrative both financially and creatively.

Works
George Frideric
Handel

The structure of the piece is in four movements, with each movement featuring
a characteristic Baroque dance form. The key to listening to Baroque dances is
repetition: each one of these movements has the same form, with two sections that
each repeat (AABB). In any Baroque dance, it is important to listen for the repetition
of each section, as this is the time for the keyboardist to add even more ornamentation
to the music. The first movement is an Allemande, a duple meter dance. You can
distinguish the second section of this Allemande by where it begins, as it opens a
full octave higher (the same note but eight notes higher) than the first section. The
second movement is a Courante, which is a lively dance in three and traditionally
follows the Allemande. You may notice that are some moments that feel like they are
divided into three larger beats across two measures, rather than six quicker ones;
this is a technique called hemiola, and is often heard at the end of phrases. The third
movement, Sarabande, is a lyrical, slow and stately dance in three, allowing the pianist
to show off their musicality through beautifully crafted phrasing. The final movement,
Gigue, is in “12/8”, meaning we hear a fast beat of three – or triplets - within larger
beats of four. The Gigue ultimately became the English jig, a connection that is audible
through its bouncing and energetic feel.
-MGM
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Franz
Joseph
Haydn
(1732-1809)

F

ranz Joseph Haydn was born into a historically Croatian village in Rohrau,
Austria, close to the border of Hungary. After being discovered as a capable
young musician, the six-year-old Haydn left his parents (his mother was a
palace cook; his father held an informal municipal office and was an avid folk harpist)
to live with an uncle, where Haydn learned to play the harpsichord and violin. Soon
after, Haydn was discovered by Georg von Reutter, director of music at St. Stephen’s
Cathedral in Vienna, and Haydn, then eight, became a chorister at the Cathedral.
When his voice changed, Haydn struggled to make ends meet, but apprenticed
himself to the composer Nicola Porpora, from whom he learned the finer details of
composition and counterpoint. As Haydn was not taught music theory while a choirboy
beside what he could glean from performance, he delved into the treatises and works
of Johann Joseph Fux, Carl Philipp Emanuel Bach, and Johan Mattheson.
Haydn was a quick study, and his humorous compositions and his generous teaching
style quickly gained notice from the public and secured him formal patronage. He first
worked for Carl Joseph Count Morzin as a Kapellmeister (music director), composing
and directing performances of symphonies at the Count’s palace which is now in the
present-day Czech Republic. Haydn’s talents soon helped him land a position with
Prince Paul Anton Esterhazy, who was a great patron of Haydn’s musical compositions.
Haydn lived and worked at the Esterhazy palace in Hungary for several princes over
the course of thirty years. By the late 1770s, Haydn was able to advocate for his own
publications, as his compositions were previously were owned by his employers, and
his works exploded in popularity across Europe. Over the next three decades, Haydn
voyaged to London, and lived in celebrity in Vienna, working part time in Esterhazy.
Haydn gave his final performances in 1803, as he was beset with an illness that
prevented him from writing his compositions down. He died peacefully, aged 77, after
playing his composition “Emperor’s Hymn” at the piano three times.
-AMO
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Sonata in F Major, Hob. XVI: 23

Featured in First Round, Session 3 (Rafael Skorka) and Second Round, Session 2 (Jiarui
Cheng)
This sonata begins rather joyfully. Haydn uses the Sonata form in a fairly standard way:
a melody or motive is introduced, and then it is transformed into a new harmonic world
using more minor chords. Finally, the opening movement returns to its opening melody
after it has gone through its transformation. In contrast to the bubbly opening, the second
movement is a slower, searching melody, moodily moving from one tonal color to another.
The presto (very quick) third and final movement provides an unhurried finale which
combines elements of sprightliness from the opening and the brooding second movement.

Works
Franz Joseph
Haydn

-AMO

Sonata in B minor, Hob. XVI: 32

Featured in First Round, Session 4 (Roman Lopatynskyi); First Round, Session 5 (Suah
Ye) and First Round, Session 6 (Lovre Marušić)
This sonata begins with a mysterious melody accompanied by a pointillistic bassline which
creeps along eerily until it bursts forth other colors and characters. Haydn composed this
sonata during the height of the era referred to as Sturm und Drang, in German meaning
“Storm and Stress.” This was a period in art and music which sought to portray passion
and emotion. Haydn builds suspense through both of the melodic motives in the first
movement; the first with ornamented notes (a mordant, which visits a neighboring note
right on the beat), and the second with running sixteenth notes which convey a surge of
emotions. The second movement contrasts by beginning in a sunnier place, but explores
more wistful themes, and slyly moving in unanticipated directions, evocative of the “Drang”
or “stress”. Then the more classic “Sturm” (Storm) returns with a hurried, dark torrent of
notes. However, the first theme prevails. In the finale, Haydn evokes the idea of a hunt;
repeated notes sound out the call of hunting horns, and then the flurry of notes which
follow represent the gamboling and flight of some wild creature.
-AMO

Sonata in G Minor, Hob. XVI: 44

Featured in First Round, Session 6 (Takashi Yasunami)
Characterized by suspensions and releases, in the first movement of this Sonata in G minor,
Haydn visits a tenderly expressive landscape, as if in the mind of a troubled wanderer. The
second movement continues with a somewhat less languorous manner, instead expressing
interrupted bursts of poetic musings.
-AMO

Sonata in C Major, Hob. XVI: 48

Featured in First Round, Session 3 (Daria Parkhomenko)
This sonata in two movements begins with a noble introduction, which breaks
into more questioning and seeking internal dialogue. Haydn was writing from the
PRESENTED BY
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perspective of mid-eighteenth century theorist, Johann Adolph Scheibe, who
delineated the types of emotional colors that could make their way into a convincing
rhetorical performance. The idea of rhetoric conceived of music as analogous to a
persuasive speech, in which the speaker might express a thought, only to break off
mid-sentence to bring up another point, or bring in questions of doubt, or interrogate
an issue by repeated reiterations. Haydn uses all these and more in the first movement,
only to burst forward in a more joyous manner in the second movement. This
movement is a rondo which means the main theme returns in succession with new
material. The piece concludes with an ebullient close.
-AMO

Sonata in E-flat Major, Hob. XVI: 52

Featured in First Round, Session 1 (Honggi Kim)
Composed in 1794 for the brilliant London-based pianist Therese Jansen Bartolozzi,
for the occasion of her wedding, Haydn’s Sonata in E Flat Major is widely considered
one of his best. Through the three movements, Allegro, Adagio, Finale Presto, Haydn
demonstrates the capability of the still relatively new forte-piano with delicate rolled
chords and acrobatic surges across the keys. The adagio features many of the same
rhetorical devices that are heard in the Sonata in C Major. In the finale, Haydn uses a
repeated note as an insistent motive developed in pianistic flourishes throughout.
-AMO

Sonata in D Major, Hob. XVI: 37

Featured in First Round, Session 5 (Clayton Stephenson)
The spirited first movement of this sonata begins with a humorous and cheerful splash
which scampers up and down the keys. Alternating delicate ornaments with swift scalar
passages, the left hand must be just as agile as the right as they trade the melody and
accompaniments back and forth. The languorous second movement contrasts the first
in all ways; it is slower, more reflective, and introspective. The concluding movement
moves back into a joyous territory reminiscent of the opening movement.
-AMO

Sonata in A-flat Major, Hob. XVI: 46

Featured in Second Round, Session 4 (Byeol Kim)
The elegant flourishes, ornamentation and density of notes packed into the measure
mark this sonata as hearkening backward to baroque principles. The middle Adagio
(walking tempo) movement is an experiment in simple suspension and release. The
final movement is a jaunty breakneck pace effusion of notes.
-AMO
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A

winner of the Concert Artists Guild Virtuoso Award for lifetime achievement in
classical music, Lowell Liebermann is a celebrated living American composer
and pianist whose output ranges from solo instrumental pieces, operas, ballets,
and works for orchestra. Lieberman was trained at The Juilliard School throughout
his Bachelor’s, Master’s and Doctoral degrees, and currently serves on faculty at the
Mannes School of Music at The New School in New York City. At Mannes, he is the
founding and Artistic Director of the Mannes American Composers Ensemble, a
large group of instrumentalists who are devoted to performing the works of living
composers. He has also been honored several times by the American Academy of Arts
and Letters for his impact on classical music.

Lowell
Liebermann
(b. 1961)

Liebermann is particularly known for his solo piano works, not surprising considering
that he himself is a Steinway Artist. He is an active collaboration and performer,
featured on recordings on the Arabesque, GPR and MSR Classics labels. His
experience and renown as a pianist give him particular insight into composing
works for the instrument, leading to success such as winning the Grand Prize at the
inaugural American Composers Invitational from the Van Cliburn International Piano
Competition, and most recently, being commissioned in 2019 by Steinway & Sons to
compose a piano duet called “Romance, Étude and Blessing” as a wedding gift for
pianists Lang Lang and Gina Alice Redlinger, which was presented to them at their
wedding in the Palace of Versailles.
-MGM
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Presto and Presto feroce from Gargoyles, Op. 29 (1989)
Featured in Second Round, Session 5 (Clayton Stephenson)

Gargoyles is one of Liebermann’s most frequently performed works, originally
commissioned by the Tcherepnin Scoiety, a group dedicated to celebrating the legacy
of the Tcherepnin family of Russian pianists. Like much of Liebermann’s music, the
work is characterized by an extended use of tonality and chromaticism, but is not
atonal, or without any tonal center. While the piece is not programmatic as such, the
title Gargoyles is intended to evoke an eerie and mysterious mood, with menacing
moments interspersed with ghostly dancing. We will hear the first and final movements
of this four-movement work, both of which are purposefully showy yet still traditional in
their structure. The first movement, Presto, showcases wide leaps and quick changes in
volume and touch; the constant triplets recall the cackling of gargoyles as they come
alive after the fall of darkness. But within this disorienting texture, there are audible
repetitions that help the listener to hold on, including one six-note phrase in the midlower range that stays constant through much of the movement. The final movement,
Presto feroce, is – as the title promises – a ferocious tarantella that clearly owes some
of its drama and structure to the many works that Liebermann likely played by Liszt,
the king of pianistic virtuosity.
-MGM
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H

ungarian composer Franz Liszt is widely recognized as a revolutionary figure
in the Romantic period, both as a composer and as the greatest virtuosic
pianist of his time. Liszt was identified early on as a unique talent; he began
studying with Carl Czerny at age 8, who was one of the most influential piano
instructors of the 19th century (and, whose music will be presented during Session
Two of the First Round). In a review of his first public concert in 1822 at age 11, the
Allgemeine Zeitung reported that his playing bordered on the unbelievable, referring
to him as a “little Hercules…fallen from the clouds.” After such an auspicious beginning,
it is no surprise that his performance career quickly blossomed. Liszt settled in Paris
in the 1830s, a place where he formed his ideas about Romanticism and the power of
emotion and theatricality in small salons, rubbing elbows with figures like Victor Hugo,
Georges Sand, Eugene Delacroix and many others. But Liszt was most well-known as
a dramatic showman, who was the first to successfully take the piano out of the salon
and into the concert hall.

Franz Liszt
(1811-1886)

Liszt’s incredible skill opened up new technical and expressive possibilities on the
piano that had never been explored, leading to a wider dynamic range, new colors
and a bigger sound. Indeed, he had physical advantages that similarly shaped his
compositional practice: for example, a lack of webbing between his fingers meant
that he could do wide stretches with ease, so many of his pieces assume that players
can stretch to intervals of a 10th (an octave plus two more steps). His piano music is
characterized by leaps and glissandi (when a pianist slides their fingers up or down the
keyboard) in addition to pushing harmonic boundaries.
It is also worth noting that Liszt is credited with many innovations in the piano
performance world. He was the first to play entire programs from memory, the first
to intentionally program and perform the full range of keyboard repertoire, and is
believed to have invented the masterclass (a lesson with a famed performer that is
presented in public). It is no wonder that Liszt’s influence continues to resonate for our
contestants today.
-MGM

PRESENTED BY

51

Works
Franz Liszt

Transcendental Études, S. 139
Liszt’s Transcendental Études represent Liszt at his most Lisztian – each of the
twelve studies push the pianist to their technical limits, while showcasing a variety of
moods and styles. Like the Chopin Études that each contestant will perform, Liszt’s
“studies” are intended to be concert works, rather than used for private practice.
His Transcendental Études can be traced back to a set of études that he wrote and
published when he was only 15 years old, though subsequent versions only increased
in their difficulty, leading fellow composer and critic Robert Schumann to label
them “studies in storm and dread…fit for ten or twelve players in the world.” The
Transcendental Études share much of their virtuosity and style with the Paganini
Études, featured elsewhere at the CIPC (see below).
-MGM

No. 4 (“Mazeppa”)

Featured in First Round, Session 1 (Lin Ye) and First Round, Session 6
(Llewellyn Sanchez-Werner)
This étude depicts the story of the Ukrainian hero Mazeppa, most famously told by
Lord Byron in his narrative poem of the same name. Mazeppa’s story is a classic tale
of a dangerous romance – he falls in love with a married countess, and her jealous
husband punished him by tying him to a wild horse and setting it lose. The horse’s
galloping can be heard in the successive thirds in Liszt’s étude. The texture of the
piece is complex: the galloping thirds are in the middle of the piano’s range, while the
melody is heard in double octaves (meaning there are four notes sounding the same
pitch across four octaves, some in the bass and some in the melody). This in addition
to the rapid large leaps throughout the work lead many listeners to believed that
there must be four hands playing, rather than two!
-MGM

No. 8 (“Wilde Jagd”)

Featured in Second Round, Session 2 (Vitaly Starikov)
The étude “wild hunt” is considered to be one of the most difficult concert studies
ever written for the piano. Both the opening melody and second theme showcase
dotted rhythms, often associated with hunting calls. Speeding chromatic passages
and chords that jump across the keyboard vividly portray a hunter chasing his prey
through a forest. The most challenging passages feature leaps that span three full
octaves, as our hunter jumps across streams in his aggressive pursuit.
-MGM

Grandes études de Paganini, S. 141
When Liszt heard the famous violinist Niccolò Paganini perform in 1832, he was
completely entranced: he felt that the supreme and breathtaking virtuosity of Paganini
was only equaled by the technically complex compositions he wrote to showcase his
52
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talent. The impression of Paganini’s playing and compositional style had a profound
impact on Liszt as a composer; indeed, we can hear how many of his own works dazzle
audiences while similarly demanding incredible technical mastery. The Paganini Études
are Liszt’s direct homage to the famous violinist, as five of the six short studies are
based on caprices that Paganini wrote originally for solo violin. Like many études, each
one focuses on a specific pairing of musical and technical devices, such as scales and
octaves, arpeggios and crossing hands, echo effects and glissandi, and so forth.

Works
Franz Liszt

-MGM

No. 3 (“La Campanella”)

Featured in Second Round, Session 5 (Arsenii Mun)
La Campanella is the only étude of the set not based on one of Paganini’s
caprices; instead, it is based on a melody from Paganini’s Violin Concerto No.
2. In Paganini’s version, the melody is highlighted by a small handbell, leading
to the name of Liszt’s étude (translated from Italian as “the little bell”). The
little bell is ever-present in the high register of the piano, even as leaps, rapid
note reiterations, and interlocking scales (meaning that a scale is played with
alternate hands) challenge the pianist.
-MGM

No. 6

Featured in First Round, Session 3 (Daria Parkhomenko)
Liszt’s Paganini Étude No. 6 is based on Paganini’s Caprice No. 24, one of the most
famous of his set. Published in 1820, the first 23 of Paganini’s 24 Caprices each
showed a different skill, much like Liszt’s adaptations. However, No. 24 was intended
to bring all of those skills together through a theme and variations form. The piece is
in A minor with a clear harmonic structure that is easy to follow: in particular, there is
a clear circle of fifths progression, meaning that the root or bass note of each chord
moves by an interval of a 5th for each following chord. This may seem complicated,
but it is a progression that will likely sound familiar, as it has been used by composers
like Bach and Vivaldi and even popularized in more contemporary settings like
Jerome Kern’s “All the Things You Are.”
Liszt’s version of Paganini’s Caprice No. 24 is a direct transcription, meaning he
tried to be as true to Paganini’s version as possible while adapting it for the piano.
The melody is quick and engaging with many rhythmic turns and features frequent
double thirds (a technique where a pianist plays successive intervals of a 3rd with the
same hand), keeping the pianist and listeners on the edges of their seats to the very
end.
This same Paganini Étude is also featured in an arrangement by pianist MarcAndre Hamelin in a performance by Peter Klimo in Session 6 of the First Round
– see if you can recognize the melody!
-MGM
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Étude de concert, S. 144, No. 2 (“La leggierezza”)
Featured in First Round, Session 5 (Suah Ye)

La leggierezza is part of a set titled Trois Études de Concert, including three études
that were written specifically for concert performance. While all have titles, scholars
do not know whether these titles were given by Liszt himself or by others after they
were published, although there is evidence of the titles being in use during his lifetime.
La leggierezza - meaning “lightness” in Italian, features a single theme that twists and
turns through various keys and figurations, with increasing chromatic patterns and
irregular rhythmic groupings.
-MGM

“Les jeux d’eaux à la Villa d’Este” from Années de Pèlerinage
III, S. 163
Featured in First Round, Session 4 (Martin García García)

Années de Pèlerinage is a set of three suites for solo piano, inspired by the works of
Romantic poet and novelist Johann Wolfgang von Goethe. The piece performed here,
translated as “To the Fountains of the Villa d’Este,” comes from the third suite and is a
dedication to a villa in Tivoli near Rome.
The flowing water motifs of this work are unmistakable from the very opening – Liszt
uses a technique called tremolando, meaning that notes are rapidly repeated, giving
an almost sustained quality to the instrument. For tremolando to be successful, the
keys must already be halfway depressed and are awakened by the smallest “trembling”
of the hand, making this delicate sound incredibly difficult to accomplish successfully.
But the rippling melodies may have another meaning beyond their obvious depiction
of a fountain. Many of the pieces within these suites have an opening inscription, often
from a Romantic poet like Schiller or Byron. But this movement opens with a very
different type of passage from the Gospel of John 4:14:
Sed aqua quam ego dabo ei, fiet in eo fons aquae salientis in vitam aeternam
But the water that I shall give him shall become in him a well of water springing
up into eternal life
With this passage, Liszt reveals a bit of his own religiosity that extends beyond the
Romanic poetry of Goethe. Liszt was a devout Roman Catholic who expressed a desire
to become a priest since he was a teenager; in his later years, he received tonsure and
four minor orders, and was often referred to as Abbe Liszt. His later compositional
output similarly gravitated towards more religious works, hoping to write music
that would directly inspire religious feeling. With this knowledge, we may hear the
sustained tremolandos as a metaphor, a representation of the eternal life promised
through Liszt’s Catholic faith.
-MGM

54

2021 CLEVELAND INTERNATIONAL PIANO COMPETITION / PROGRAM NOTES

Spanish Rhapsody, S. 254

Featured in Second Round, Session 6 (Lovre Marušić)
Inspired by Liszt’s six-month tour through Spain and Portugal in 1845, his Spanish
Rhapsody is structured as a free improvisatory-like variation on two well-known folk
themes from the area. The first, known as “La Folia,” is one of the oldest remembered
European musical themes, having been used by over 150 composers over three
centuries from Jean-Baptiste Lully to George Friedrich Handel, Ludwig van Beethoven
to Sergei Rachmaninoff. The second theme, known as “Jota Aragonesa” is another folkdance melody from Aragon, hence its name.

Works
Franz Liszt

The work opens with a dazzling cadenza to set up the La Folia theme, which appears
first in the left hand then moves to intertwine with the right. Each variation brings
accelerated movement, compacted textures, and intense dynamic and stylistic shifts.
Yet, Liszt keeps the two folk melodies in focus even through these variations, as well
as featuring elements that he considered to be characteristically “Spanish” in style,
such as third-based melody harmonizations and repeating rhythmic accompanimental
patterns (such as Long-short-short or Long-short) that are reminiscent of castanets.
-MGM

Liszt/Volodos
Hungarian Rhapsody No. 13 in A Minor, S. 244/13
Featured in Second Round, Session 1 (Honggi Kim)

This Hungarian Rhapsody is part of a set of 19 piano pieces based on Hungarian
themes. Almost every one of these works follows a similar form: the work opens with
a slow forlorn introduction, and is followed by a fast and furious folk dance finale.
Liszt often performed these himself during his extended tours as a pianist, so they are
intended to wow audiences with their required virtuosity.
This particular rhapsody quotes at least three different Hungarian folk songs in its
structure. One of these themes took on a life beyond Liszt’s work, making its way to a
celebrated showpiece for violin and orchestra by Spanish composer Pablo de Sarasate.
This performance presents the thirteenth rhapsody through an arrangement by Arcadi
Volodos, a living Russian pianist. Volodos is infamous for creating transcriptions of
existing piano works that are even flashier and more challenging than their originals;
while one might think that Liszt’s works would hardly need such treatment, Volodos’
arrangement allows the pianist to truly express their technical brilliance.
-MGM
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Verdi/Liszt
Paraphrase de concert sur Rigoletto, S. 434
Featured in Second Round, Session 1 (Ying Li)

Liszt is perhaps as well known for his compositions as his advocacy of showcasing
other composers’ works, especially through performing adaptions for the piano that
he created himself. Liszt had two primary ways of adapting other works for keyboard.
The first is through transcription, which he considered to be a faithful recreation of the
original work; we heard an example of this in his transcription of Paganini’s Caprice
No. 24 (played by Daria Parkhomenko, First Round, Session 3). The second he called
“paraphrase,” in which the arranger was free to vary from the original, creating a
fantasy around its melodies and structures. Liszt used paraphrase as a compositional
technique especially for adapting operas to the piano, including works by Mozart,
Bellini, Donizetti and Verdi, like the work performed here.
Liszt’s paraphrase is primarily a creative recreation of a specific quartet from Act
IV of Rigoletto– considered by many to be the dramatic center of the opera - that
features Rigoletto, Gilda, the Duke and Maddalena. In this scene, Rigoletto forces
his daughter Gilda to face the debauchery of the Duke as they overhear him flirting
with Maddalena. Liszt’s paraphrase begins with an overture-like showcase of musical
ideas from the opera, focusing especially on the octaves associated with Maddelena
and Gilda’s sighing painful cries. Once the music of the quartet enters, Liszt’s work
mirrors the textural changes and harmonies of Verdi’s original, highlighting them with
sweeping arpeggios and virtuosic florid passages. The piece culminates with a rush of
doubled octaves, a term referring to octaves that feature four notes with two hands.
This technique allows pianists to play octaves at almost incomprehensible speeds,
leading to a dramatic ending fit for Verdi’s operatic masterpiece.
-MGM
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O

livier Messiaen was one of the leading French composers of the 20th
century, one who was profoundly shaped by his devout Catholic faith and
his deep understanding of what came before him, especially the French
organ tradition and the innovations of Debussy, Stravinsky and Bartók. Much of his
career was equally affected by his experiences as a POW during the Second World
War, during which time he composed his famous Quartet for the End of Time, a work
that featured irregular dance rhythms, non-developing and overlapping textures of
repeated phrases and sudden interruptions through the unique instrumentation of
clarinet, violin, cello, and piano (the instruments that his fellow inmates were able to
play). After his release in 1941, Messiaen was appointed to teach harmony at the Paris
Conservatoire; however, he was unable to compose anything for almost two years due
to the trauma of his experience. He continued to teach throughout his career and was
a mentor to many famous experimental composers, including Pierre Boulez, Iannis
Xenakis and Karlheinz Stockhausen.

Olivier
Messiaen
(1908-1992)

In the early 1940s, Messiaen’s Catholicism began to become more prominent in his
compositional life.
Declaring that the purpose of his music was to manifest the doctrines of the Christian
faith, he dedicated himself almost exclusively to religious subject matter (with some
exceptions). Messiaen’s faith was what some scholars have called a “theology of glory,”
meaning he was less concerned with sin, or Christ’s crucifixion – topics that other
composers frequently grappled with in their music (think Bach’s St. John’s Passion, for
example) – and focused instead on stories where Christ’s divinity stood apparent, such
as the Nativity, Transfiguration, Resurrection and Ascension.
This specific personal theology very much shaped the way that Messiaen composed.
First, his treatment of time is unique, in part because his works are intended to bring
about an eternal yet temporal encounter with the divine. As a result, his works are not
teleological, but rather exist in adjacent blocks of spatial soundworlds, without a clear
line of continuity. Many of Messiaen’s works also feature bird song, which he saw as
parallel to angels or resurrected souls, flying freely at one with God. He was famous
for meticulously copying bird songs as they appeared in nature and inputting them
into his works, and would in fact travel throughout the world collecting songs by ear.
-MGM
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“Noël” from Vingt regards sur l’enfant - Jésus
Featured in Second Round, Session 4 (Svetlana Andreeva)

This movement comes from a larger, 20-movement cycle titled Vingt regards sur
l’enfant-Jésus, which depicts contemplations over the infant Jesus by familiar figures in
Biblical literature, as well as more abstract concepts (such as silence, time, or the spirit
of joy). Across the work, there is a cohesive architecture that connects movements to
one another through recurring themes and devices called leitmotifs, a term that may
be familiar to Wagner fans. For example, Messiaen has a particular musical melody
associated with the Theme of God, another for the Theme of Mystical Love, one for
the Theme of the Star and of the Cross, one for the Theme of Chords, etc. Messiaen
helpfully labeled each recurrence of these themes in the score so that pianists can
make sure to bring out these moments of repetition. The piece in its entirety is over
two hours long, so it is primarily heard through excerpted movements like at the CIPC.
Each movement of Vingt regards sur l’enfant-Jésus is intended to feel like its own
entity, either as a private moment of contemplation or a joyous celebration of God’s
coming. This movement, “Noël,” the 13th movement in the set, is no exception, falling
more into the latter category than the former. Most noticeable about this movement is
the evocation of the bells at the beginning and returning throughout the movement;
Messiaen actually has several “instruments” that he intentionally conjures during this
work (such as a xylophone and oboe), and like the leitmotifs, these are also labeled
in the score. Messiaen believed that it was only possible to understand the totality of
God through flashes, so his colorful chord clusters and seemingly unrelated musical
sections – even within this short movement – are intended to give us that glimpse of
God’s glory.
-MGM
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T

he only living female composer featured during the first two rounds of the
2021 CIPC, Meredith Monk is a composer, singer, dancer, and choreographer
whose works intentionally blur the boundaries between artistic genres and
performance styles. In her early career, Monk was involved in the experimental music
scene of Western art music, comprising of individuals like Morton Feldman and
Malcom Goldstein who were interested in creating works that not only played by a
different set of rules, but blew up the rulebook all together. Some within this scene
looked to electronic sounds and innovative technologies as the next frontier, while
others produced compositions purely as academic exercises, less concerned about
audience engagement than about creating something new.

Meredith
Monk
(b. 1942)

But there was another group within this scene that were interested in creating
experimental music that spoke deeply to audiences, just in ways that had not yet been
explored. Monk falls into this final category – like minimalist composers Steve Reich
and Phillip Glass, Monk’s works utilize repetition as a core theme, often using small
melodic phrases, called ostinatos, as the basis for her compositions. Monk however
resisted the label of “minimalism” to describe her output, seeing the term as too
apathetic to describe the emotional power she imbued into her pieces.
Monk is perhaps best known for her characteristic trademark vocal techniques, which
include glottal stops, nasal singing, and sounds drawn from non-Western sources, such
as American Indian traditions, Balkan choral singing and Tibetan chanting. While we
will not hear these at the CIPC, the theme of engaging with new soundworlds and
cultures runs through much of her oeuvre.
This performance of Monk’s work will be eligible for our new Women’s Composer
Prize, generously underwritten by Jill and Paul Clark, which was created to encourage
contestants to play repertoire written by women.
-MGM
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Ellis Island (2015)

Featured in First Round, Session 6 (Llewellyn Sanchez-Werner)

Ellis Island - like much of Monk’s work – draws on minimalist techniques, with phrasal
repetitions and waves of hypnotizing sound. While listening, pay special attention to
the rare moments of change, as the layers of different melodies begin to overlap one
another – it is in these moments of change that the magic of the piece reveals itself.
It is worth noting that Monk created an experimental film in 1981 that shares its name
with this work. The film intended to challenge the objectification of immigrants to Ellis
Island in the early 20th century through combining contemporary dance, black and
white historically-informed images, re-enactments of (unnecessarily intrusive) medical
examinations, and historical footage of living conditions. This piano work is heard
within the film, underscoring the revolving nature of immigrants arriving to Ellis Island
and their similar experiences through accompanying historical video footage.
-MGM

60

2021 CLEVELAND INTERNATIONAL PIANO COMPETITION / PROGRAM NOTES

T

he most important composer of the Classical period, Johann Chrysostomus
Wolfgang Amadeus Mozart grew up a in a musical family, led by father Leopold
Mozart, a violinist and writer and mother Anna Maria who had seven children,
only two of which lived past infancy: Maria Anna, who was called Nannerl by her family,
and youngest child Wolfgang. A prodigious talent from his youth, Mozart studied the
keyboard and violin, and was paraded before the nobility of Europe with his sister
when he was as young as five years old. Already he was composing as well, his father
Leopold dutifully writing down the little pieces that he would write at the keyboard.
He finished his first symphony at eight years old, and his compositional and performing
prowess launched him and his family on a series of tours throughout Europe, all the
way from Italy to London.

Wolfgang
Amadeus
Mozart
(1756-1791)

Mozart’s style is often thought to represent the best examples of various genres of
the Classical era: his sonatas, concertos, symphonies, and operas created a standard
that Mozart’s good friend Haydn thought would not be surpassed for over a century.
Mozart transformed the Sonata form from a short instrumental piece (sonata literally
meaning “sounded”) to a formal shape that includes themes, secondary themes,
harmonic interpolations in the first movement, and then followed by other movements
with contrasting tempo markings. Mozart conceived of music in the unfettered
terms of orchestral or operatic scoring, and his keyboard works bear the hallmarks
of not only soaring instrumental lines or pungent bowed and percussive bass, but
operatic devices such as hunting calls, French overture style, and musical conflict and
resolution.
-AMO
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Fantasia in D Minor, K. 397

Featured in Second Round, Session 1 (Ying Li)
Composed in Vienna in the 1780s, this Fantasia begins like a simple, improvised
musing upon the keys as an introduction to a poignant Adagio. This reflects a classical
and romantic practice called preluding, in which a performer, before performing
another composer’s work, would introduce it by an improvised prelude, often in a key
distantly related to the piece, but eventually concluding the prelude in such a way as
to introduce the piece. From this arpeggiated introduction, Mozart then begins the
Fantasia in earnest. A fantasia was also a type of piece meant to sound improvised,
building on itself within the performer’s fancy in a given moment of performance or
composition.
-AMO

Ten Variations on “Unser dummer Pöbel meint,” K. 455
Featured in Second Round, Session 6 (Takashi Yasunami)

A set of variations following a “theme,” or the main tune, was a popular way for a
composer to demonstrate his or her ability to be spontaneous, imaginative, decorative,
or even poignant during Mozart’s lifetime. It is thought that Mozart would have
performed variations such as these spontaneously in performance. One could imagine
listeners shouting out a new theme: “play it in minor!” or “change the meter!” Or
perhaps Mozart simply picked increasingly virtuosic tricks to delight his listeners.
Luckily, he set 10 variations to paper sometime after a performance in 1783. Here,
Mozart has taken a short motive from an opera by C. W. Glück, and then created 10
pieces using the same melody and harmony as a raw material to which is added the
seasonings and toppings of new musical ideas or topics. His first couple of variations
do not stray immediately from the melody, they simply ornament it, in the first variation
under running sixteenth notes that take up the space between the main beats of the
melody, and in the second by adding dainty ornaments to the melody, while the left
hand brings in new patterns to play below on the same chords. Some variations play
with the accompaniment, others with the tonality, bringing the major tune into minor.
In some variations, the tune is buried beneath pianistic flourishes, with scales whipping
up and down the keys.
-AMO

Sonata No. 17 in B-flat Major, K. 570

Featured in First Round, Session 5 (Philipp Lynov)
This sonata was originally popularized in a transcription for violin and piano, but was
published “for piano alone,” as the violin parts which still exist appear to be simple
and didactic (for teaching purposes). Mozart often conceived of his keyboard works
symphonically, and the opening movement of this sonata can be heard almost as an
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opera overture: a grand opening melody, followed by a humorous little doodle (one
can imagine the characters filing on stage, meeting unexpectedly, or hurrying along).
Then the conflict in abrupt chords, and the young lovers represented in a singing style,
where the melody soars over a perfunctory accompaniment. As this is a sonata, these
melodies and themes all undergo a transformation, visiting new keys, new parts of
the stage and operatic intrigue. The second movement is an Adagio (walking tempo)
in a baroque style, in which a simple melody can be spun out through ornamentation
and stylistic choices can be made by the performer to embellish the short repeating
sections at will. The pastoral calmness is interrupted by a tense moment, and new
harmonic regions. The final movement sails along in balanced phrases, taking a
jaunty melody and putting it through different lenses: soft and loud, major and minor,
sometimes truncating the melody, or spinning it out in new ways.

Works
Wolfgang Amadeus
Mozart

-AMO

Sonata No. 18 in D Major, K.576

Featured in Second Round, Session 2 (Yedam Kim)
Throughout this, Mozart’s final piano sonata, we hear the Influence of counterpoint
(when hands play independent yet interlocking melodies simultaneously) in the style
of Johann Sebastian Bach. By Mozart’s time, to emulate Bach is to present oneself
as attuned to a “learned” style of music composition, and this sonata demonstrates
that Mozart not only devoured earlier compositional principals but made them his
own. Given the nickname the “Trumpet” sonata, due to the hunting call sounding in
the opening, Mozart’s talent for orchestral or symphonic-sounding writing—as if he
is transcribing a glorious flute melody over a hovering string accompaniment—fills
this movement, but he demonstrates that he knows how to write for the keyboard as
well, breaking forth into the dense, pianistic counterpoint. The second movement is
a poignant adagio (walking tempo), featuring ornamented melodies which soar over
accompaniments in the left hand, as well as occasional moments where the hands
break out into rhapsodic or fantasia-like connections between sections. Scholars
debate whether Mozart intended this sonata, composed for Princess Frederica Louise
of Prussia, to be easy or difficult; however, the counterpoint of the first movement as
well as the acrobatic third movement make this one of Mozart’s most challenging.
-AMO
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Sergei
Rachmaninoff
(1873-1943)

R

achmaninoff is the quintessential Russian composer-pianist, successful equally
in both fields throughout his career. After struggling academically due to family
turmoil in St. Petersburg as a young man, Rachmaninoff was sent to live with
famed teacher Nikolai Zverev (just like Scriabin only a few years later), who put him
on a rigorous musical schedule through courses at the Moscow Conservatory. Zverev
instructed all of his students to focus only on piano performance, so Rachmaninoff
was discouraged from pursuing composing until after he completed his piano degree.
Upon graduation, he was awarded the Great Gold Medal in composition, leading him
to sign a publishing contract with Gutheil that helped jumpstart his compositional
career. It was in this early stage that Rachmaninoff composed his first big hit – his
Prelude for solo piano in C# Minor – a piece that became so popular that Rachmaninoff
felt almost obliged to perform it as an encore for every concert, even as it became
tiresome for him. Beginning in the late 1890s, he took up the baton for the first time,
and toured across Russia and Europe for several decades as a pianist and conductor.
However, once the revolution began in 1917, Rachmaninoff escaped with his family,
never to return. Leaving Russia – while crucial for the safety of his family – also meant
leaving his wealth and land. Once he departed, Rachmaninoff was forced to focus on
his performance career over and above his composing so that he could make enough
money to support his family. As a result, all of the works featured during the CIPC
were originally composed before this time. By 1919, he was living in New York and had
been offered a Steinway piano as a gift, leading him to perform 40 concerts during the
1919-1920 season. Much of the remainder of his career was spent traveling between
the United States and Germany as a performer. Like many other Russian composers
of the period, Rachmaninoff had a complicated relationship with his homeland after
the Revolution; by 1931, he publicized his feelings by sending a letter to the New York
Times with two fellow Russian ex-pats criticizing Soviet policies. This public challenge
was met with a bitter attack by the press in Moscow, leading to the ban on the
performance and study of his works in Russia for two years.
As a performer, Rachmaninoff has been credited with carrying on the legacy of pianist
Anton Rubinstein, the last of the line of Romantic greats. Like Chopin and Liszt before
him, Rachmaninoff’s compositions for piano reveal his incredible piano technique,
which included a particularly refined legato and the ability to have clarity within the
most complex of textures (in addition to being able to comfortably reach a 12th!). But
Rachmaninoff’s compositions were not about showcasing overwhelming pianistic
virtuosity; instead, his focus was always on exploring the full expressive possibilities of
the piano, with virtuosity instead being a necessary prerequisite for the piano to shine.
-MGM
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Prelude in F-sharp Minor, Op. 23, No. 1

Featured in Second Round, Session 3 (Daria Parkhomenko)
As a pianist, Rachmaninoff was well aware of expectations surrounding the
composition of a set of preludes. Since J.S. Bach composed a set of preludes
in all major and minor keys, meaning 24 preludes in total, composers have felt
the pressure to follow suit, seen in the works of Chopin, Debussy, and Scriabin.
Rachmaninoff was no exception: completing his first prelude, his famous work
C# minor, first, he then wrote the remaining 23 in two sets, Op. 23 and Op. 32.
Rachmaninoff very much considered these works to be connected, evidenced by
the relationship between the final prelude of Op. 32 and the first prelude, which
are in complimentary keys (Db Major and C# minor, respectively, which are the
same note on the piano) and share some melodic motifs.

Works
Sergei
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All of the Op. 23 preludes owe their style to Rachmaninoff’s Piano Concerto
No. 2, showcasing a contemplative style. In this vein, the first prelude of Op. 23
is an intimate and sad piece, with a delicate melody that that rings above the
chromaticism below. The accompaniment feels almost Mozartean in its recollection
of an Alberti bass pattern, meaning that the left hand plays a repeating four note
pattern, alternating a bass note with chordal tones. The piece is in ternary form –
the first section, “A”, is followed by new material, “B”, and then the work completes
with a varied repetition of “A” material.
-MGM

Prelude in C Minor, Op. 23, No. 7

Featured in Second Round, Session 3 (Daria Parkhomenko)
A whirlwind of dark energy, this prelude creates a vortex through its descending
octaves and constantly moving figurations. The form is similar to that of Op. 23,
No. 1 (above) but is more distorted than a traditional “ternary” form, since the “B”
section is very brief. The biggest surprise of this prelude comes at the end, as the
insistent rolling drama culminates in a glorious major ending.
-MGM

Prelude in B Minor, Op. 32, No. 10

Featured in Second Round, Session 3 (Daria Parkhomenko)
Unlike the Op. 33 Étude-tableaux performed during the First Round, this prelude
can be connected directly to a specific visual scene: a painting titled The Return
(or The Homecoming) by Swiss symbolist painter Arnold Böcklin. The prelude is a
heartbreaking testament to the pain of returning home, with slow dotted rhythms
in the accompaniment that pulse heavily underneath. These dotted figures
increase into throbbing triplets as they grow in their determination, causing the
listener to feel that there is an emotional climax that is just out of reach.
-MGM
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Prelude in B Major, Op. 32, No. 11 F

Featured in Second Round, Session 3 (Daria Parkhomenko)
The Op. 32 preludes – completed seven years after the Op. 23 preludes - share
stylistic idioms with Rachmaninoff’s Piano Concerto No. 3. Rather than the
meditative feeling of the Op. 23 preludes, this set displays more complexity within
its textures and increased chromaticism in its harmonic structures, all of which work
together towards extreme emotionality and power. Each prelude almost serves as a
mini-tone poem in and of itself, growing from a small melodic or rhythmic fragment
into a moving experience, even if in brief.
Prelude No. 11 showcases some of the rhythmic flexibility that characterizes many
of these preludes, evident in its dancing and playful nature that tricks the listener
into losing the beat. While this short work is more traditional in its harmonic
language than others in the same set, it showcases Rachmaninoff’s ability to create
a perfectly organized work within a miniature form.
-MGM

Étude-tableaux in E-flat Minor, Op. 33, No. 6
Featured in First Round, Session 4 (Martin García García)

The concept of an “étude-tableaux” is exactly what it sounds like – Rachmaninoff
intended each of these études to be a manifestation of a visual scene. However,
like Tchaikovsky’s hidden program in his Sixth Symphony featured earlier in this
session, Rachmaninoff did not explicitly share his inspirational sources for these
works. When asked about these scenes after a performance in Boston in February
1919, he replied, “Ah, that is for me and not for the public. I do not believe in the
artist disclosing too much of his images. Let them paint for themselves what it most
suggests.”
Rachmaninoff published two sets of étude-tableauxs – Op. 33, from which this
selection comes, and Op. 39, which will be featured later in the CIPC. Within Op.
33, the études range from simpler forms in études 1 through 4, while études 5
through 8 are more virtuosic with extended leaps and challenging hand positions.
This étude, No. 6, is sometimes called the “Snowstorm,” referring to the whirling
triplets that constantly run in the right hand. This movement shares a similar feel
to another famous weather étude, Chopin’s “Winder Wind,” as the pianist must
balance incredibly fast running passages in the background while bringing out the
accented melodic elements.
-MGM
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Sonata No. 2 in B-flat Minor, Op. 36 (1931 version)

Featured in Second Round, Session 1 (Stefano Andreatta) and Second Round,
Session 4 (Byeol Kim)
Originally written in 1913, Rachmaninoff’s Sonata No. 2 is most frequently performed
in a version completed by the composer in 1931. The work is characterized by a
dark emotional intensity, with each of its three movements connected by themes
that are reworked and transformed. The first movement is in strict sonata form,
with a dazzling first theme and contrasting calm and flowing second theme. The
second movement is a slow delicate unfolding that requires a close attention to
its emotionality, contrasting sharply with the virtuosic fast passages of the first
movement. Much of the third movement dances in thick chordal textures, with
increasing drama until its conclusion. All three movements run into one another,
giving the impression of a multi-section megawork that never rests comfortably in
any tonal center.

Works
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When Rachmaninoff chose to create this new version almost twenty years after its
original composition, he made major cuts to all three movements: all three sections
of the first movement have cuts, as do the middle sections of both the second and
third movements. While most pianists and critics see these changes as trimming
sections that are otherwise superfluous and find them successful, others suspect
that these changes were less for artistic reasons and more for practical ones.
Rachmaninoff was still performing actively in the early 1930s – however, the original
version of Sonata No. 2 was incredibly taxing due to its required virtuosity and
length. Maybe, then, these cuts made the piece more playable (and slightly easier),
allowing him to continue performing the work in public.

Horowitz version

Featured in Second Round, Session 2 (Jiarui Cheng)
The Horowitz completion of Rachmaninoff’s Sonata No. 2 is a perfect middleground for those who think the composer went too far in his cuts. Competed
with Rachmaninoff’s consent by famous pianist Vladimir Horowitz in 1940, this
version combines elements of the original and the revised versions of the
sonata.
-MGM
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Étude-tableaux in D Minor, Op. 39, No. 8

Featured in Second Round, Session 3 (Rafael Skorka)
This second set of étude-tableauxs – totaling nine separate études – were some of
the last works written by Rachmaninoff before leaving Russia. Rather than focusing
on melodic contour, these études show Rachmaninoff at his most experimental,
testing the boundaries of texture, rhythm, and harmony. This particular étude is a
study of double notes, a general term that refers to a pianist playing two notes at
one time (i.e. D and F) alternating with two notes that are a step above (i.e E and
G). Double notes can also refer to the same interval of two notes going up a scale,
and the interval between the two notes can vary. This étude also requires particular
attention to the pedal, as the long melodies of the first section and the separation
within the melodies of the second section each necessitate precision with how the
sustain pedal is used.
-MGM

Étude-tableaux in D Major, Op. 39, No. 9

Featured in Second Round, Session 3 (Rafael Skorka)
This final étude of Op. 39 is an ostentatious march full of color and textural shifts.
After its dramatic opening, we hear our first direct reference to Russian church
bells, that ring from the highest to lowest ranges of the keyboard. Russian bells
appear in many of Rachmaninoff’s compositions, and are even the subject of a
choral symphony he wrote in 1913. As Rachmaninoff stated, “All my life I have
taken pleasure in the differing moods and music of gladly chiming and mournfully
tolling bells. This love for bells is inherent in every Russian. […] If I have been at
all successful in making bells vibrate with human emotion in my works, it is largely
due to the fact that most of my life was lived amid the vibrations of the bells of
Moscow.”
-MGM
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K

nown for his operatic compositions, Jean Phillipe Rameau (1683-1764) did
not become a composer until the age of 50 years old; he was known prior to
then as a music theorist, writing many treatises on how music is constructed
and understood. His opera scores, especially dances and overtures, were later often
excerpted and transcribed as keyboard works.
As a courtly and public composer of opera, Rameau inherited the mantle long held
by Jean-Baptiste Lully in the court of Louis XIV, the “Sun King,” in the second half of
the seventeenth century. French opera was characterized not only by its allegorical
depictions of the monarchy and state of France through panegyric expressions of
praise for Louis and his descendants, but also by the scathing wit pointed at courtiers
who tried to rise above their social status (as in Rameau’s Platee), or the burgeoning
international and colonial trade that France was embarking upon, which introduced
the French aristocracy to the native peoples of the Americas and Africa (as satirized
in Rameau’s Les Indes galantes). These operas and others catapulted Rameau into
international fame, performing and composing for princes and princesses of France
and Spain and beyond.

JeanPhilippe
Rameau
(1683-1764)

-AMO

PRESENTED BY

69

Works
Jean-Philippe
Rameau

Les Tendres Plaintes

Featured in Second Round, Session 2 (Zhi Chao Juli Jia)
Purveyors of the French Baroque valued delicacy, searing dissonances, and simple,
yet evocative melodies. In order to play Les Tendres Plaintes (The Tender Complaints)
well, a performer must take the simple, plaintive, melody, and imbue it with tasteful
ornaments to deepen the sense of searing pain, and grateful release.
-AMO
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F

rench pianist and composer Maurice Ravel is often associated with his
countryman, Claude Debussy, who was a generation older. Although the two
composers worked in the same circles and even shared some compositional
impulses, Ravel was always unable – and unwilling – to conform to the musical
expectations associated with the establishment. Like Debussy, Ravel decided to devote
himself to composition at an early age, attending the Paris Conservatoire first as a
pianist in the preparatory program and later with a focus on theory and composition.
However, unlike Debussy’s quick ascendency in the Conservatoire, Ravel failed to with
the Prix de Rome – the highest honor given by the institution – a staggering five times.
Even though his final loss in 1905 was shrouded in scandal (all of the winners were
students of a jury member, something we explicitly forbid at the CIPC!), the fact that
the prize remained elusive for Ravel was indicative of his stance with the establishment
more generally. In this vein, Ravel famously nursed a public feud with critic Pierre Lalo,
who accused Ravel of being indebted to Debussy without giving proper due. Ravel and
Debussy were on good terms – in fact, Ravel did look up to him – but not surprisingly,
he took offense to being characterized as an imitator, rather than an innovator.

Maurice
Ravel
(1875-1937)

Ravel’s commitment to pushing the boundaries of musical expression led him to
found the Société Musicale Indépendente in 1909, a group that was explicitly open to
performing French and foreign works regardless of genre or style, and appointed his
former teacher, Gabriel Fauré, as president. Once Debussy passed away in 1918, Ravel
was elevated in public opinion and was considered to be France’s leading composer;
however, at the same time, Ravel chose to isolate himself, moving outside of Paris
and increasing his traveling and touring across Britain and the United States. Once a
nonconformist, always a nonconformist.
Like Debussy, Ravel was strongly influenced by attending a performance of a Javanese
gamelan ensemble at the 1889 Universal Exhibition in Paris, as well as by hearing the
eastern modes and rhythms of Rimsky-Korsakov’s music. However, Ravel’s musical
style is distinct from Debussy’s in a number of important ways. First, Ravel prided
himself as an expert craftsman, focusing on perfection and proportion. Where
Debussy’s attraction to short forms and ethereal sound worlds were indicative of
his fascination with symbolism, Ravel was instead a follower of Edgar Allan Poe, who
often wrote about the need for deliberate, logical planning as a crucial part of the
compositional process. Second, while Debussy largely eschewed functional harmony,
Ravel maintained a connection to functional tonality, especially audible through his use
of basslines to outline tonal direction. Ravel’s music is also characterized by the use of
extended chords – i.e. using 9ths or 11ths, commonly heard in jazz – as well as creating a
sense of space through blurring the boundaries between harmony and melody and
using ostinatos, or short phrases that are repeated over and over.
-MGM
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“Une barque sur l’océan” and “Alborada del gracioso”
from Miroirs
Featured in Second Round, Session 3 (Bowen Li)

Miroirs is a five-movement suite in which each movement was dedicated to a fellow
member of the French avant-garde artist group Les Apaches, or “the hooligans.” Ravel
saw this work as marking a “considerable change in my harmonic evolution,” which we
can hear especially through his use of extended chords, adding seconds, sevenths,
ninths and even clusters to his triadic harmonies. As is common, we will not hear the
full five movements, but two selected movements in this performance.
The third movement, “Une barque sur l’océan,” or a boat on the ocean, was written
for painter Paul Sordes. As its name implies, we are immediately transported to the
flowing waters of the ocean, heard in the arpeggiated figures that rush below higherpitched ostinatos and a subtle melody in the inner voices. The harmonic language
underpinning the sweeping melodies of this movement are reminiscent both of
Debussy and of jazz, due to the use of these extended chords. The fourth movement,
“Alborada del gracioso” is a jester’s morning love song in a Spanish style, dedicated
to music critic Michel-Dimitri Calvocoressi. Ravel wrote several pieces that evoked
Spanish musical themes – the most famous being Boléro for orchestra - inspired by
his mother’s Basque and Spanish origins. While Ravel’s treatment of other “exotic”
subjects teetered on the edge of offence, Ravel’s authentic and personal connection
with Spanish themes led to somewhat more successful works, leading Spanish
composer Manuel de Falla to describe Ravel’s Spanish music as “subtly genuine.”
We hear the Spanish influences of movement in several places: first, the work has
some references to the seguidilla, a Spanish dance in triple time, alongside pianistic
adaptations of strumming guitars. Ravel’s treatment of rhythm is also distinctly Spanish,
heard in the short repetitive syncopated patterns throughout the movement (again,
Boléro is an extreme example of this same technique). Even with these elements, this
work still sounds distinctly Ravelian, with moments of French melodic impressionism
that are interspersed with – and finally, overcome by – the lively and bouncing rhythms
of the dance.
-MGM

Gaspard de la nuit

Featured in Second Round, Session 1 (Honggi Kim)
Another piece famous for its difficulty, Gaspard de la nuit is a three-movement work
based on poems from the 1842 collection of the same name by Aloysius Bertrand. Each
poem is almost nightmarish in its fantasy, concepts that Ravel explicitly tries to depict
throughout the work. The first movement, Ondine, depicts a story of a water nymph
singing to seduce listeners into following her to their death at the bottom of a lake.

72

2021 CLEVELAND INTERNATIONAL PIANO COMPETITION / PROGRAM NOTES

With double-note passages and fast repetition of chords, the melody emerges from
the watery arpeggios, always moving more slowly than the flowing notes that surround
it. The second movement, Le Gibet, translates to “The Gallows,” depicting a gruesome
scene of a hanging corpse that swings against the horizon as a bell tolls. Throughout
the movement, one can hear the tolling bell through a Bb octave ostinato, repeating
itself over and over. The notation for this movement also features three staves – rather
than the usual two – a visual symbol of the challenges the pianist has to navigate.
The final movement, Scarbo, depicts the demonic dancing of goblins, especially
through two terrifying climaxes and many repeated notes that test the technical skill
of the pianist. We can also hear the influence of Liszt’s Transcendental Études, heard
elsewhere during the CIPC (see above), as Ravel similarly pushed the piano to its
technical limits.

Works
Maurice
Ravel

-MGM

La Valse

Featured in First Round, Session 3 (Ziyu Liu); Second Round, Session 2 (Yedam Kim)
and Second Round, Session 3 (Rafael Skorka)
La Valse is likely familiar to fans of orchestral repertoire – as a piece for orchestra, it
was originally commissioned by the famous Russian ballet impresario Sergei Diaghilev,
founder of the Ballet Russe and frequent collaborator of Igor Stravinsky. However,
once the piece was complete, Diaghelev rejected it, finding it unsuitable for the genre.
The version we will hear was transcribed by Ravel for solo piano; he also created a
version for two pianos. Because the piece was written originally for orchestra, the
solo piano version is incredibly difficult as it attempts to encompass an entire 100+
ensemble within two hands. As a result, this version of La Valse is, not surprisingly,
frequently performed during piano competitions.
For much of his career, Ravel had wanted to write a piece that would pay homage to
Johann Strauss II and his elegant Viennese waltzes. But, by the time he began working
on La Valse, Ravel’s relationship to this traditional European genre – and its origins –
had changed, as he was profoundly affected by the carnage of the First World War,
seeing it firsthand as an ambulance driver. Rather than the waltz being a symbol of
grandeur, it took on a more sinister meaning, a sign of the feelings towards the AustroGerman political system and militarism that had wreaked havoc on all of Europe.
La Valse is thus a deconstructed waltz, one that keeps its connection to traditional
dance rhythms and melodies but with increasing distortion and dissonance. At the
time of its premier, critics read the disintegration of the waltz in La Valse as a symbol
of the Austro-German decadence tearing itself apart at the seams with an almost
hallucinatory fervor. While Ravel never confirmed nor denied this analysis, La Valse
does evoke a twisted nostalgia for the famed Viennese dance form that continues to
entrance audiences to this day.
-MGM

PRESENTED BY

73

Sergei
Prokofiev
(1891-1953)

F

rom an early age, Sergei Prokofiev strove to balance his progressive nature
with a nuanced appreciation for the Western art music that came before him.
Beginning piano lessons with pianist and composer Reinhold Glière at age
4, Prokofiev was hailed as a prodigy by his teens, leading to his enrollment at the
St. Petersburg Conservatory, where he studied orchestration under Nikolai RimskyKorsakov. Even in his early conservatory days, Prokofiev was considered to be a rebel:
his music gravitated towards the percussive (or even barbaric!), yet always revealing a
reverence for Classical and Romantic forms and compositional devices. This balance
between innovative modernist tendencies and traditional structures not only led to the
birth of “Neo-Classicism” as a compositional style – which Prokofiev is credited with
inventing – but also likely kept Prokofiev alive and (mostly) thriving throughout the
turmoil of the Stalinist regime.
Like many of his Russian contemporaries, Prokofiev’s life and compositional output
were profoundly shaped by the politics of his home country. The October Revolution
in 1917 catalyzed Prokofiev’s departure from Russia, like several other Russian
composers at the time. When he arrived in the United States in 1918, Prokfiev came
face to face with one such individual – Sergei Rachmaninoff – who by that point had
already built a wildly successful performance career overseas. While Rachmaninoff
had mastered satisfying American tastes through his varied performance programs,
Prokofiev had difficulty coming to terms with these new expectations, leading him
to eventually move to Europe. Yet, unlike Rachmaninoff, who never returned to his
homeland, Prokofiev always retained contact with the Soviet Union through concert
tours and performances of his works, ultimately moving back in 1936, almost 20 years
after he departed.
At the time of Prokofiev’s return, there were strict restrictions on the types of music
that could be composed under the Stalinist regime. Under social realism, music could
depict only the triumphs and struggles of the people, primarily through traditional
and simple Russian melodies. This “new simplicity” aligned – at least mostly – with
Prokofiev’s neo-Classical style; and, due to Prokofiev’s ability to appease the state, he
was primarily able to continue composing in his own idiom. However, this changed
significantly after the Second World War as the Soviet Union became even more
isolationist in its view of appropriate artistic expression. Once Stalin appointed
composer Andrei Zhdanov to direct cultural policies in the state, Zhdanov held a
three-day conference in 1948 with over 70 composers and musicians in which they
denounced “formalism” and more broadly, any Western art music influences, leading
to the explicit banning of music by Prokofiev, Dmitri Shostakovich, Aram Khachaturian,
and others. While Prokofiev was able to continue composing after this decree, it had a
significant impact on his output and his mental health, leading to his early death at age
61 on March 5, 1953, fittingly – or maybe somewhat ironically – sharing this death date
with Stalin himself.
-MGM
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Sonata No. 1 in F Minor, Op. 1

Featured in Second Round, Session 2 (Anastasiya Magamedova)
Like No. 3, Sonata No. 1 is a revision of an earlier work that Prokofiev first wrote when
he was only fifteen years old. While he labeled this piece as his “Op. 1” and therefore
saw some value in it, he referred to the work as a “naïve and simple little piece,” seeing
it as the last work before his mature style began with the Op. 2 études. Also like No.
3, this sonata is only one movement in sonata form, showcasing formal elements and
key-relationships that can be traced back to Mozart and Haydn. Indeed, Prokofiev
even marks a distinct break before the development section – the second section of
a sonata form piece where the themes from the first section are “developed” – again
directly referencing the Classical structure he is working within. All of the thematic
material is related to one another, based on ascending or descending tetrachords,
a word used to describe a set of four adjacent notes either representing the first
or second half of a scale. True to his Romantic roots, Prokofiev’s themes are full of
emotionality, with increased chromaticism and restlessness in the final recapitulation
section before the dramatic intensity of the final chords.

Works
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-MGM

Sonata No. 3 in A Minor, Op. 28

Featured in First Round, Session 2 (Jiarui Cheng) and First Round, Session 4
(Martín García García)
Prokofiev’s earlier pieces show his deep investment in the Russian Romantic tradition,
with hints of the modernist influences that would soon characterize his work. As a
result, Sonata No. 1 (which is featured later in the First Round, Session 2) and this
sonata, No. 3, share several characteristics: both are reworked versions of earlier
material, and both are a single movement in sonata form, paying homage to this
traditional structure while imbuing it with Romantic sensibilities and emotionality.
Alongside Sonata No. 4 after it, Sonata No. 3 is subtitled “from old notebooks,” a
marker of the work’s origins in the early juvenile scribblings of the composer. Sonata
No. 3 is the shortest of his sonatas, but it is meticulously crafted in its Romantic style,
full of detailed motivic development and distinctly Romantic emotional climaxes. The
term motivic development is often used to describe how small snippets of musical
ideas – rather than fully-fledged melodies – are changed and adapted throughout
a work, especially one that is in sonata form. An oft-cited example of this is in
Beethoven’s famous Fifth Symphony, where the “fate” motive (dun-dun-dun-DUN) is
used in many guises throughout the piece. After an introductory fanfare, the opening
section (called the exposition) features two themes that are distinct from one another
(as is typical of sonata form) with the second recalling a Russian folksong. And yet, the
entire work is characterized by abrupt changes more at home in his later modernist
works. Listen closely to these seismic shifts in dynamics (or volume), character, texture,
or tempo, as they are a harbinger for his later compositional style.
-MGM
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Sonata No. 8 in B-flat Major, Op. 84

Featured in Second Round, Session 5 (Suah Ye)
Sonatas No 6, 7, and 8 are known as Prokofiev’s “war sonatas,” labeled as such due to
their composition during the Second World War. Often, these works are considered to
be expressions of the composer’s true feelings about the Stalinist regime, rather than
the socialist realist works he also produced to keep himself out of trouble. As a result,
it will come as no surprise that this sonata – even though it received the Stalin Prize
(Third Class) – was one of several pieces that was banned from performance due to
Zhdanov’s decree described above.
The War Sonatas also show Prokofiev’s lifelong admiration and fascination with
Beethoven, both as a composer and towering figure in the history of Western art
music. Prokofiev had been engrossed in Beethoven’s compositions since his childhood
as a young pianist, and continued to both analyze his works during his conservatory
training and perform them alongside his own works in his early career. By the time
of the War Sonatas, Prokofiev’s connection with Beethoven became even more
personal, especially after he read scholar Romain Rolland’s biographical treatment of
Beethoven’s personal and political struggle. He felt deeply connected to Beethoven’s
narrative: both composers established themselves within revolutionary environments,
both embraced innovation and tradition within their work, and both even shared the
same habit of carrying around a sketchbook for their musical ideas. Indeed, those
who are familiar with Beethoven’s later sonatas will also hear Prokofiev’s perceived
sympatico relationship with Beethoven in the War Sonatas.
Written when the outcome of the war was already clear, Sonata No. 8 is Prokofiev’s
most expansive piano sonata with a lyrical and pensive first movement and victorious
finale in its third movement. Many of the themes are recycled from previous
unsuccessful or incomplete works, including the soaring opening melody of the first
movement which can be traced to a failed film project. The first movement is slow –
uncharacteristic of Prokofiev – and features moments of tenderness and nostalgia.
A persistent motive of a cuckoo’s call can be heard in several guises: sometimes as
a distant bird, other times as a phantom or even a hypnotic mantra. After a brief
dreamlike second movement with lilting and colorfully-shaded melodies, the sonata
concludes with an energetic, almost satanic waltz. A repeating chromatic three-note
motive drives the work forward with a frenzied exuberance, leading to an almost
apocalyptic crescendo that showcases the extreme dynamic range and dramatic
power of the piano.
-MGM
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L

est we believe that only Russians can be exceptional pianist-composers, Camille
Saint-Saëns is a classic French example of this model. Saint-Saëns began
playing the piano at age 3 and made his formal concert debut with orchestra
at age 10, where he performed Mozart’s Piano Concerto No. 15 K.450 completely
by memory (not common practice at that time) and wrote and performed his own
cadenza. He then enrolled in the Paris Conservatoire, where he honed his skills in
composition, organ, and orchestration. His reputation as a composer and virtuosic
pianist – even as a young man – allowed him to travel and have a significant impact on
his peers, earning him the moniker “the French Beethoven” by established composer
Charles Gounod.

Camille
Saint-Saëns
(1835-1921)

Saint-Saëns’ most successful works are those based on traditional Viennese models,
such as sonatas, chamber music, symphonies and concerti. His interested in historical
models – including 17th century dance forms –was reflected in his fairly conservative
musical language: many of his works are well-built and structurally clear with traditional
harmonic progressions, rather than pushing the boundaries of harmony like some of
his late Romantic contemporaries. Likely as a result of this, Saint-Saëns’ popularity in
France began to wane in the 1880s, though he still was well known in England and the
United States until his death. Even as French audiences began to turn on him, SaintSaëns stalwartly defended the French tradition against encroaching Wagnerism and
German influence, creating an environment in France that allowed his successors to
flourish.
-MGM
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Étude en forme de valse, Op. 52, No. 6

Featured in Second Round, Session 2 (Zhi Chao Juli Jia)
Like this piece, many of Saint-Saëns’ piano works were written after 1870, signifying
a return to the instrument that gave him his musical start. These pieces are primarily
intended to be played in a salon for small groups of invited guests, and are therefore
virtuosic in style and include genres like mazurkas, waltzes and others made famous by
Chopin and Liszt. This étude is a perfect example of this, with its waltz-like rhythms and
challenging runs of thirds, sixths, and octaves. Indeed, the work is such a good example
of a French version of a Lisztian waltz that it’s almost a caricature of a salon showpiece.
Pianists suggest there is a specific technique necessary to play this work effectively
called Jeu perlé, or literally “pearly playing.” This term refers to the glittering precision
needed in the pianist’s articulation, meaning that there is the smallest separation
between each note just like the knots between the pearls in a necklace. This type of
articulation is part of what makes this piece shine in its many flourishing scales and
dancing left-hand accompaniment patterns.
-MGM
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D

omenico Scarlatti hailed from what was then the Kingdom of Naples, and
his father was the famous composer Alessandro Scarlatti. The big names
of late seventeenth-century Italy are among those who contributed either
to his education, or his style: Francesco Gasparini, Bernardo Pasquini, and Muzio
Clementi, who helped Scarlatti publish his first sonatas. Employed to teach music
to the Portuguese princess, Maria Magdalena Barbara, Scarlatti lived in Lisbon for a
time, building a career in teaching and composing. He later married in Rome, spent
four years in Seville, then finally Madrid, where he was again taught the princess (now
married into Spanish royalty). Scholars don’t have a wealth of information about the
composer’s life and career, but some of his biography survives in the letters of the
acclaimed castrato singer, Farinielli.

Domenico
Scarlatti
(1685-1757)

Mostly in Madrid, Scarlatti composed a massive 555 sonatas for the keyboard. Unlike
sonatas that come later (beginning with Mozart and Haydn and carrying on through
the 19th century), these are mostly bipartite meaning they are in two short sections,
each of which repeats. These two sections will often explore the same material from
different approaches to melody or harmonization.
-AMO
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Sonata in B Minor, K. 27

Featured in Second Round, Session 5 (Philipp Lynov)
This sonata begins with two separate melodies in each of the hands, in counterpoint
(where each melody is separate, but they join in an interlocking manner). The second
half of the sonata features running sixteenth notes, accompanied by lower left hand
notes, reminiscent of the lowest, pedaled notes on an organ, while also sustained by a
melody moving in a falling, stepwise motion.
-AMO

Sonata in G Minor, K. 30

Featured in First Round, Session 3 (Rafael Skorka)
In Scarlatti’s huge output of keyboard sonatas (555 are attributed to him!), it’s easy to
wonder how he could continue to think of and imagine new melodies. This sonata in G
Minor was inspired by an unlikely source—the composer’s cat, Pulcinella, walking across
the instrument’s keys, providing this unusual melody. Later nicknamed “The Cat’s
Fugue,” Scarlatti employ’s his kitty’s melody as the opening theme to a Fugue. A Fugue
is a composition that will often feature a melody, which is called the fugue subject (in
this case, the odd melody of four notes, followed by the quickly running notes), which
the composer will reintroduce in a different part of the piano. Composers will often
treat each new fugue subject as a different “voice”: the piece starts in the “alto” range,
then a “tenor” entrance emerges from the texture, followed by a “bass” entrance (and
then, an even lower “bass”). The keyboardist must keep all these separate melodies
going, bringing out the fugue subject at the beginning so you can hear it, and keeping
the counterpoint filigree of running notes balanced.
-AMO

Sonata in C Minor, K. 56

Featured in First Round, Session 3 (Rafael Skorka)
One of Scarlatti’s more extroverted keyboard pieces, this deeply expressive piece
features delicate trills and galloping melodies, with the left hand bouncing between
low bass notes and high treble melodies, and occasional scales descending in a fiery
manner. There is a hint of militaristic fervor in the way that the left hand notes march
back and forth.
-AMO
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Sonata in A Major, K. 113

Featured in Second Round, Session 5 (Philipp Lynov)
This sonata bounds forth in a joyous manner before wandering into more uncertain
terrain. Like many of Scarlatti’s sonatas, it is in two major parts, both of which are
repeated. This sonata features a lot of hand crossing, where the left hand will alternate
low notes and high notes, ping-ponging over the right hand, which must remain steady
in the sweetly flowing melody.
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-AMO

Sonata in D Minor, K. 213

Featured in First Round, Session 2 (Zhi Chao Juli Jia)
Marked “Andante” (walking tempo), the opening melody of this Sonata wanders up the
keyboard, in a searching manner. Delicate grace notes (ornamental notes that sound
before or on the beat, which decorate the melody) create a deeper sense of tension
and release.
-AMO

Sonata in D Major, K. 443

Featured in First Round, Session 2 (Zhi Chao Juli Jia)
Beginning with a triumphant fanfare, Scarlatti truncates elements of this distinguishedsounding melody in counterpoint. The second half contrasts with soft, rolled chords,
over which the fanfare keeps sounding out, as if from a distance. Scarlatti transfers this
back to a jubilant finale.
-AMO

Sonata in D Major, K.492

Featured in First Round, Session 4 (Byeol Kim)
In this expressive sonata, Scarlatti demonstrates evenly split phrases that begin
ascending and then fall back down the keyboard. The second major motive explores
a more exciting harmony, which is followed by ascending and descending gestures
that whoosh up and down the keys. This sonata is bipartite, meaning it is split into two
complementary sections. As with many of Scarlatti’s sonatas, this one explores a wide
range of emotions, from cheery, to cheeky, to sneaky, and back to effusive.
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Franz
Schubert
(1797-1828)

T

here are some composers who – despite their short time on this earth –made
a significant impact on the trajectory of musical composition within Western
art music. While Mozart may be the most often cited in this category (he
was only 35 when he died), Schubert is another example, passing away at 31 from
mercury poisoning that was used to treat his late-state syphilis. In his brief life,
Schubert’s musical output epitomized the genuine emotion and intimate settings
of the early Romantic period. Like many composers that have become honored
names, Schubert grew up surrounded by music, beginning lessons in violin, singing,
organ, piano, counterpoint and composition at a young age, studying the latter
with Antonio Salieri (a contemporary of Mozart, perhaps best known from the film
Amadeus as the figure suspected of murdering him, though no evidence exists to
prove it). Many of Schubert’s early works are for small ensembles or solo piano,
and he was especially known for his lieder, or songs. While these types of works
used to be relegated to the private sphere, the late 1810s and 1820s saw the birth
of salon culture in Vienna, where groups of elite invited guests would assemble in
someone’s home to perform works for small musical ensembles, read poetry, and
discuss intellectual topics. Schubert became highly regarded in these elite circles,
which allowed him to have a consistent outlet for his music while also reaching
new patrons. Thus, even though Schubert’s later works for larger ensembles were
not performed until after his death – and even during his life, very few top tier
artists performed his pieces – Schubert’s more intimate music for voice and piano
was widely popular in salons across the city, leading to significant income from his
publishers.
Schubert’s historical status as the king of lieder reveals a quintessential thing about
his music: melody matters. Each melody he wrote was beautifully lyrical, often
embodying a specific mood or character. We hear the same treatment of melody in
his music for solo piano, even without any words. While Schubert was not a virtuosic
pianist, his writing for piano brings out his close attention to emotionality, placing us
right in the Viennese salon as we become entranced with the narratives he weaves
through his music.
-MGM
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Klavierstück No. 1 in E-flat Minor, D. 946

Featured in Second Round, Session 1 (Stefano Andreatta)
Schubert’s D. 946 was written late in 1828, around six months before the young
composer passed away during a flurry of compositional production. In fact, Schubert
did not finish the work before he died so it comes to us via an “anonymous” edition,
labeled in quotation marks because it is well known that it was, in fact, Johannes
Brahms who edited it for publication. We will hear the first movement of this threemovement work, each of which is impromptu in its style and feel.

Works
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This work has three main sections. The “A” section opens in the strange world of
E-flat minor – a very unusual key that requires the playing of many black keys – and
showcases rumbling triplets underneath the melody above. In this first section, the first
melodic figure is pointed in its rhythmic sharpness, while the second is reminiscent
of the orchestral opening of “Comfort Ye,” the famous tenor aria from Handel’s
Messiah with which Schubert was very familiar. As the triplets start to slow, the “B”
section makes its entrance with a completely new character: placid, in a major key, and
showcasing one of Schubert’s characteristic singable melodies. The section features
several decorative scales and trills that only heighten the beauty of the melody
surrounding them. The final section is a return of the “A” material, with a new shift in its
ending to conclude in major, rather than in stormy E-flat major.
-MGM
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Alexander
Scriabin
(1872-1915)

A

composer highly revered particularly by pianists and piano lovers, Alexander
Scriabin was an eccentric figure whose music transcended traditional ideas
of tonality and structure. Like many Russian composer-pianists before and
after him, Scriabin was known as an incredibly gifted pianist even as a young age,
having studied (and even lived with!) the famous piano teacher Nikolai Zverev before
attending the Moscow Conservatory. Scriabin found early success in his piano
performance career and in his compositional career, in which he was supported
financially by wealthy industrialist Mitrofan Velyayev, who ensured his music got
published.
While Scriabin’s early music is tonal, his musical development into atonality
(meaning the music has no tonal center) sets him apart from his contemporaries, the
majority of whom wrote in a more late Romantic style. Indeed, while many identify
Arnold Schoenberg as the father of atonal music, Scriabin similarly relied less and
less on traditional tonal harmonic and melodic structures; these developments
occurred around the same time as Schoenberg’s, albeit independently. Throughout
his career, Scriabin’s music was also heavily influenced by his synesthesia, meaning
that he associated particular notes and/or key areas with colors.
But it was not only Scriabin’s rejection of tonality that estranged him from his fellow
pianists and composers; it was also his obsession with symbolism, and his belief that
he was called in an almost messianic fashion to create spiritual sublime experiences
in his work. At the time of his death at the young age of 43, Scriabin was working
on a piece called Mysterium, intended to be a seven-day long megawork to be
performed at the foothills of the Himalayas that would unite music, poetry, dancing,
colors, and scents into a supreme ecstatic experience, bringing about the end of the
world through sublime bliss. Would such a work have ever been possible? We will
never know.
While Scriabin is now considered – at least by pianists – to be one of the most
influential composers of the early modernist period, his impact was far from
guaranteed. Directly after his death, his comrade Sergei Rachmaninoff, with whom
he studied at Moscow Conservatory, performed solo recitals exclusively of Scriabin’s
music, thereby introducing his works to a wider audience. However, he was quickly
forgotten, and only “rediscovered” when a two-volume biography was published by
music historian Fabion Bowers in 1969.
-MGM
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Sonata No. 2 in G-sharp Minor, Op. 19 (“Sonata-Fantasy”)

Featured in First Round, Session 2 (Jiarui Cheng) and First Round, Session 6 (Lovre
Marušić)
The second sonata of Scriabin shares much in character with his Op. 28 Fantasie, not
surprising considering that Scriabin himself labeled it as a “Sonata-Fantasy.” But rather
than unfolding solely in the music itself, this sonata has a program attached to it, inspired
by Scriabin’s honeymoon in the Crimea on the shores of the Black Sea after his marriage to
pianist Vera Isacova in 1897. The sonata proceeds in two movements: the first opens with a
driving minor rhythmic motive and is paired with a lyrical second theme, just like we hear in
his Op. 28 Fantasie. The first movement culminates with a tender section in E major, a key
that Scriabin associated with bluish-white, the color of moonlight dancing on the seashore.
The second movement is more agitated, representing the crashing waves through its
melodic contour and dynamic hairpins, meaning that the volume gets louder and softer in
quick succession.
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-MGM

Fantasie in B Minor, Op. 28

Featured in First Round, Session 2 (Lucas Thomazinho)
Written in 1900, Scriabin’s Fantasie in B Minor is a single movement piece loosely based
on sonata form. The brooding opening feels right at home in this late Romantic work,
representative of Scriabin’s early style, with a crooked melody and descending bassline.
Following long-established conventions of sonata form, the second theme is distinguished
by a soaring melody with a completely different feel from the first, and leads ultimately to
an emotional climax in the final section. While this piece sounds more like Rachmaninoff
than like Scriabin’s later work, it is worth noting that the opening does avoid landing on the
tonic, or home key – possibly a foreshadowing of Scriabin’s later descent into atonality.
-MGM

Sonata No. 4 in F-sharp Major, Op. 30

Featured in Second Round, Session 4 (Martin García García)
The fourth sonata was written during a rush of activity in the summer of 1903, in which he
wrote three dozen piano pieces after leaving his teaching position in Moscow, his wife and
his four children to pursue another woman. This sonata shares characteristics with Sonata
No. 2: first, it is in two movements, with the second being much faster than the first. The first
movement features three melodic ideas that move in parallel, with complex rhythm and
harmonies that almost seem to float above the surface. The second movement is dancelike
and full of energy, with an outburst of exuberance that features the return of one of the first
movement’s melodies.
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Second, Sonata No. 4 also has a “program,” or more accurately a poem he wrote that
describes his intention with the work:
Thinly veiled in transparent cloud
A star shines softly, far and lonely.
How beautiful! The azure secret
Of its radiance beckons, lulls me …
Vehement desire, sensual, insane, sweet …
Now! Joyfully I fly upward toward you,
Freely I take wing.
Mad dance, godlike play …
I draw near in my longing …
Drink you in, sea of light, you light of my own self …
In this poem, we see the types of philosophies that Scriabin was already beginning to consider,
with themes like light, color, erotic desire, dance, and even, as one scholar puts it, “the equation
of the cosmos with his ego,” that would continue to play a significant role in his later works.
-MGM

Sonata No. 10, Op. 70

Featured in First Round, Session 4 (Svetlana Andreeva)
Scriabin’s Sonata No. 10 is the only work of Scriabin’s that we will hear during the first
two rounds of this year’s CIPC that is characteristic of his later, more harmonically
ambitious style. By the publication of his sixth piano sonata, Scriabin abandoned the
use of key signatures, a visual and sonic emblem of this transition. Sonata No. 10 is
known by some as the “trill sonata” due to the many trills, or adjacent notes being
played in quick succession, that are featured in the single-movement work. These trills
led Scriabin himself to refer to this work as “a sonata of insects,” saying that “insects
are born form the sun…they are the kisses of the sun.”
The work opens with interlocked descending thirds in the soprano and the bass, with a
melody that is angular and chromatic. Throughout this section, the left hand (bass) often
has the melody, a technique often used by Scriabin because his left hand was his strongest
as a pianist. The buzzing insect trills open the second section, and continue throughout the
work as it becomes more impassioned – yet, each section is punctuated by the descending
thirds of the opening.
As a later work of Scriabin’s, Sonata No. 10 also embodies the mysticism that (over)
saturated his compositional outlook in the final years of his life. From his fifth piano sonata
onward, Scriabin began to use non-standard expressions as directions for his players, like
“with fantastic intoxication.” Sonata No. 10 is no different, instructing the pianist to portray
these sun-kissed insects “with sad delight,” evoking humanity’s role in communing with
nature. In addition, this sonata features what is often called Scriabin’s “mystic chord,” which
is a combination of an augmented fourth, diminished fourth, augmented fourth, and two
perfect fourths (for example, C F# Bb E A D). This “mystic chord” no doubt would have
played a significant role in the blissful apocalypse promised by Scriabin’s masterwork in the
Himalayas, had it ever come to fruition.
-MGM
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T

he son of a well-known opera singer, Igor Stravinsky was introduced into the
music world at an early age, taking composition lessons with the famous Nikolai
Rimsky-Korsakov. His musical father at first resisted the prospect of his son
following in his footsteps, forcing young Stravinsky to study law at university. However,
his passion and skill for music were undeniable, leading him to turn seriously towards
its pursuit at age 19. Stravinsky’s big break came in 1910, when he was asked to step in
to compose a ballet based on the Russian folktale of the Firebird by Sergei Diaghilev,
owner and impresario of the famed Paris-based ensemble Ballet Russes. While
Stravinsky may have been Diaghilev’s third (!) choice to complete this work, Diaghilev
took a chance on the young composer, having been impressed by arrangements that
Stravinsky completed of Chopin works for the ballet the year before. As fate would
have it, Diaghilev’s risk paid off: The Firebird (selections of which we will hear during
the Second Round) was an overnight success, serving as the beginning of a series of
collaborations between the two artists that resulted in some of the most well-known
works of the early 20th century, such as Petrouchka and The Rite of Spring. The success
of Firebird also thrust Stravinsky into the international spotlight, where he would
stay for the remainder of his long career. After living in France for several decades,
Stravinsky spent much of his life in the United States, becoming a citizen in 1945 and
leading a highly lucrative career (at least for a composer!).

Igor
Stravinsky
(1882-1971)

Stravinsky’s music embodies many trends within 20th century modernist aesthetics.
Following the lead of his teacher Rimsky-Korsakov, Stravinsky often looked to Russian
folk music as his musical material; however, he often took these familiar tunes and
abstracted them almost beyond recognition through rapid meter changes and
increased dissonances. His music is characterized by a rhythmic insistency and the use
of frequent repeated patterns – called ostinatos – on top of which he layered static
blocks of sound with frequent interruptions. Stravinsky’s ability to push the boundaries
of basic musical building blocks – meter, rhythm, form, phrase structure – is always
coupled with a palpable reverence for the structures that came before, audible even in
the piano adaptations of his orchestral works that we will hear during this year’s CIPC.
-MGM
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Trois Mouvements de Petrouchka

Featured in Second Round, Session 4 (Roman Lopatynskyi)
Petrouchka is another of Stravinsky’s successful collaborations with Diaghilev and Ballet
Russes, completed the year after Firebird in 1911. The ballet narrates the story and romantic
troubles of three puppets that are brought to life by a magician; the titular character,
Petrouchka, is one of these puppets and is the Russian equivalent of Punch (from Punch
and Judy in England) or Pulcinella in Italy, known as a violent and jealous trickster.
Unlike the transcription of Firebird heard earlier, these movements from Petrouchka
were adapted for the piano by Stravinsky himself, ten years after the original ballet was
published. Stravinsky created this work explicitly for Arthur Rubinstein, with the goal of
having the renowned pianist play his music publically. As a result, Stravinsky’s arrangements
are not direct transcriptions of the orchestral material: rather than trying to reproduce the
sounds of the orchestra, Stravinsky tried to create something specifically pianistic that was
technically demanding but musically satisfying.
The first movement is a Russian dance that comes from the closing section of the
ballet’s first scene. As is characteristic of Stravinsky, the musical material comes from the
combination of two Russian folk tunes. The movement opens with a quick passage of thick
octave chords, interrupted by glissandi and heavily accented beats that carry through the
movement in a jaunty, almost sarcastic fashion. The second movement, Petrouchka’s Room,
comes from the second scene of the stage work, and is much less structured, as we can
hear the puppet almost haphazardly moving across the stage. This movement features
one of the characteristic sounds of the ballet called the Petrouchka chord, which are two
major triads put on top of one another: C Major and F# Major. The Petrouchka chord is
part of what gives this movement – and the entire work – its crunchy, pointed sound. The
final movement, the Shrovetide Fair, comes from the fourth scene of the ballet, but features
a new ending. Opening dreamily, the movement transitions quickly to a more energized
driving feel, with snippets of Russian folk melodies shining through the texture in all ranges
of the piano. The movement features many rapid wide jumps and fast scales, successfully
serving as a virtuosic challenge to Rubinstein and many pianists after him.
-MGM

L’Oiseau de feu (The Firebird), arranged by Guido Agosti
Featured in First Round, Session 5 (Clayton Stephenson)

The Firebird ballet tells the folktale of a hero, Prince Ivan, and his interactions with the evil
King Katchei. In the early part of the narrative, our hero captures the elusive and magical
firebird, but decides to spare her life rather than kill her. This act of mercy allows the prince
to call on the firebird whenever he needs her help, and the ballet progresses through their
various trials. Stravinsky used specific types of musical material for different characters:
humans were represented by simple folk melodies, while supernatural beings were
represented by increased chromaticism. But rather than writing whatever music he wanted,
Stravinsky insisted on working closely with choreographer Michel Fokine to write music
that would fit the dancing and the story, audible especially in the transcriptions we will hear.

88

2021 CLEVELAND INTERNATIONAL PIANO COMPETITION / PROGRAM NOTES

This piano version was completed in 1928 by Guido Agosti, an Italian pianist who dedicated
the transcription to his late teacher Ferruccio Busoni (after whom another well-known
piano competition is named). The transcription features two well-known sections of the
Firebird ballet suite – the Danse Infernale (or infernal dance) and the end of the work, the
Berceuse (lullaby) and Finale.

Works
Igor Stravinsky

Like in many folktales, the prince falls in love with a princess who is already under the
control of the evil king, leading to a standoff. Remember how the firebird promised to help
the prince whenever he needed it? Well, King Katchei was not pleased with Prince Ivan’s
attempt to steal away one of his princesses (though, with thirteen under his spell, one
would think he could have shared!). The king sends his minions after the prince, only to
be bewitched by the returning firebird who causes them to dance in a crazed and fanatic
manner. The movement is a classic Stravinskian dance, full of metric instability, dramatic
interruptions and unrelenting rhythmic drive, truly bringing the demonic dance of King
Katchei’s underlings to life.
The Berceuse features the firebird’s haunting lullaby, used to lull the king to sleep so that
when he awakens, he can finally be vanquished by Ivan and the firebird. The Finale that
follows begins with a simple yet hopeful folk melody, one that was originally published by
Stravinsky’s teacher, Rimsky-Korsakov and was used in a two-piano work by Tchaikovsky.
Stravinsky’s treatment of this humble melody is truly epic in its scale, as the melody evolves
through increased textural depth and dynamic growth until its final victorious climax.
-MGM
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Taneyev
(1856-1915)

S

ergei Taneyev was an important figure in late 19th century Russian music, known less
for his compositional skills than for his pedagogical impact. As a pianist, he entered
the Moscow Conservatory before he was ten years old, and immediately began
building a relationship with his composition instructor, Tchaikovsky. This close relationship
shaped much of Taneyev’s early career: he would go on to premier all of Tchaikovsky’s
works for piano and orchestra in Russia, and ultimately took his place as a faculty member
at the Moscow Conservatory when Tchaikovsky resigned in 1878. However, Taneyev kept
much of his compositions a secret to the public – sharing only with his mentor, Tchaikovsky,
as he was incredibly self-critical of his output. He continued to compose while holding
several different positions at the conservatory, including assuming its directorship in 1885
for four years, and famously taught both Scriabin and Rachamaninoff during his time as a
piano and counterpoint instructor. With the rumblings of revolution already apparent by
1905, Taneyev chose to leave the conservatory to resume his concert career as a pianist and
focus more overtly on composing until his death ten years later.
As the grandson of Aleksandr Taneyev, a famous nationalist composer of the mid 19th
century, one may have thought that Sergei would follow in his grandfather’s footsteps
in fostering a specifically Russian musical style. However, nothing could be further from
Taneyev’s desires. Rather than drawing on influences from Glinka or his grandfather,
Taneyev was fascinated with the Renaissance and Baroque masters of counterpoint, or the
composition of two or more melody lines that work together and yet are independent from
one another, like Johannes Ockeghem, Josquin de Prez, Orlando de Lassus and, of course,
J.S. Bach. As a result, much of Taneyev’s music is well crafted and very orderly – especially in
his treatment of counterpoint – but has been critiqued as lacking the harmonic or textural
imagination that characterized the music of other Russian composers during this period.
-MGM
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Prelude and Fugue in G-sharp Minor, Op. 29
Featured in Second Round, Session 5 (Philipp Lynov)

We see Taneyev’s adoration of Bach in his Op. 29 Prelude and Fugue, a formal
structure that directly references Bach’s Well-Tempered Clavier. This particular work
served as inspiration for Shostakovich’s own works in the genre, and was written
in memory of Taneyev’s nurse, Pelageya Vasil’yevna Chizhova, who had been with
the composer throughout his entire life before she passed away. The melancholic
prelude combines chromaticism with a Romantic melodic sensibility, all underpinned
by constant rhythmic eighth-notes in the left hand. The fugue begins with a subject of
quick chromatic triplets, with moments of rhythmic contrast as we hear three against
two in the different voices. The influence of Bach’s fugal writing is clearly audible, as
is Taneyev’s training as a pianist in the late 19th century, as fugal entrances are often
embellished with octaves and other similar techniques. About halfway through, we
hear a brief chordal melody ring out, only to be subsumed again into the constant
driving of fugal triplet figurations that drive all the way to the end of the work.

Works
Sergei
Taneyev

-MGM
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Pyotr Ilyich
Tchaikovsky
(1840-1893)

Samuel
Feinberg
(1890-1962)
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T

chaikovsky was the father of Russian Romanticism, and still reigns as
one of the most famous Russian composers of the 19th century. Trained
at the St. Petersburg Conservatory several generations before many of
the other Russian composers featured at the CIPC, his instruction was primarily
in Western art musical forms, especially the European symphony tradition. As a
result, Tchaikovsky seemed to be in opposition to many of his contemporaries who
were instrumental in the nascent Russian nationalist movement in music, such as
Nikolai Rimsky-Korsakov, Alexander Borodin and Modest Mussorgsky. And yet,
Tchaikovsky did write in a distinctly Russian style, especially heard in his treatment
of melody and rhythm and his use of repetition that bordered on folk idioms.
Throughout his career as a composer and conductor, Tchaikovsky felt this tension
between Western Europe and Russia; he spent time living and working in both
places and used his platform as a conductor to celebrate both repertoires. But his
life was equally characterized by significant personal challenges and depression,
much of which has been attributed to his closeted homosexuality.
As a pianist and composer, Samuel Feinberg grew up in the same Russian tradition
that had brought up Tchaikovsky, albeit half a century later. While Feinberg’s
compositional life was heavily influenced by Scriabin, with whom he had a good
relationship, he was primarily known as a pianist, and a fairly successful one at
that. As a pianist, he completed many transcriptions of other composers’ works,
adapting them for his instrument. While his transcription of Tchaikovsky’s Scherzo
from his Sixth Symphony (which we will hear) is his best-known work, he was also
known for his interpretations and transcriptions of J.S. Bach, and is thought to be
the first pianist in Russia to perform Bach’s Well-Tempered Clavier in concert.
-MGM
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Scherzo from Symphony No. 6, transcribed by Samuel Feinberg
Featured in First Round, Session 4 (Roman Lopatynskyi)

Tchaikovsky often wrote programmatically, meaning that there was some kind of
story or program that guided his compositions. However, rather than following a
specific story, Tchaikovsky’s programs were often more generalized, or even hidden
from the audience all together. His Sixth Symphony is an example of the latter; while
Tchaikovsky shared with Bob Davïdov – his nephew and love interest at the time of the
work’s composition – that there was a program guiding this symphony, the program
was intentionally kept a secret, opening it up to a host of interpretations by critics.
Many listeners hear this symphony as biographical, revealing Tchaikovsky’s inner
turmoil through its deep emotionality. Some have even considered this work to be
a suicide note of sorts, speculating that his untimely death only nine days after he
conducted the piece’s premiere was somehow related to the fact that his sexuality was
about to become public (officially, he died from cholera). While Tchaikovsky’s intentions
may remain elusive, it is worth noting that he did not name the symphony “Pathétique,”
preferring a word that translates to “passionate” rather than “evoking pity.” Regardless
of this slight misnomer, Tchaikovsky described the work as “the best thing I have ever
composed or shall compose.”

Works
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Feinberg’s transcription of the Scherzo from this symphony is part of a set of three
similar works, including the third movement of Tchaikovsky’s Fifth Symphony and
the second movement of his Second Symphony, nicknamed the “Little Russian.” The
Scherzo is a bold and blustering march that seems to drive endlessly, a particularly
exhausting experience for a pianist compared to a full orchestra. This relentless
driving energy culminates in a final section full of thundering octaves and glissandos
– meaning that the fingers are dragged across the keys – leading to a dramatic and
joyful conclusion. While we can bask in this cheerful ending as audience members
of Feinberg’s transcription, this feeling is one of false hope, as the original symphony
quickly pulls the listener back into the gravitas of heavy emotional intensity to
conclude the work.
-MGM
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Carl
Vine
(b. 1954)

C

arl Vine is one of Australia’s most well-known living composers, and is
particularly celebrated for his works for solo piano, amongst his other
pieces for orchestra, chamber music, film, television, dance, and theater.
He grew up playing piano, organ, and cornet, and won his first national prize for
composition at 16. While he originally decided to study physics at university, his
continued success as a composer convinced him to switch majors and pursue
music full time. Vine has a longstanding relationship with the Sydney Dance
Company that has shaped his career both as a pianist and as a composer - he
worked there as a rehearsal pianist after finishing his degree, received his first
professional commission from the group, and ultimately became their composer
in residence. Vine also taught electronic music composition at Queensland
Conservatorium of Music, as well as being featured as a conductor with a wide
range of ensembles. Recently, he served as the Artistic Director of Musica Viva
Australia, a globally recognized presenting organization for chamber music,
from 2000-2019, and now is a Senior Lecturer in Composition at the Sydney
Conservatorium of Music. Vine is also well-known as a pianist, often premiering
solo piano works by other fellow Australian composers.
-MGM
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Sonata No. 1 (1990)

Featured in Second Round, Session 3 (Daria Parkhomenko)
Vine’s first piano sonata is one of many works that was commissioned by the Sydney
Dance Company; in this case, it was intended to accompany choreography by
Graeme Murphy. The work is dedicated to – and was premiered by – Australian pianist
Michael Kieran Harvey, who was the first Australian to win a major international piano
competition, the Ivo Pogorelich International Solo Piano Competition.
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Like several other works performed during the first two rounds of the CIPC,
Vine’s Sonata No. 1 is a popular choice for piano competition contestants due to
its required virtuosity. The piece is structured in two movements, with moments of
intense rhythmic drive that have elicited comparisons to Elliot Carter’s 1946 Piano
Sonata. The first movement begins ominously, building to an emotional climax before
speeding quickly into a delicate chromatic dance. The second movement begins with
a light quick passage of immense difficulty, leading to a chorale section that features
parallel fifths, a compositional technique referring to the interval of a fifth (i.e. C and
G) being performed adjacently. For those who have taken composition lessons, you
may remember that “parallel fifths” are often frowned upon as “poor voice leading;”
however, Vine’s treatment of this technique creates an almost ethereal texture through
its large leaps and low-pitched melody. The menacing rumbling of the work’s opening
reappears, only to fade away into nothing.
-MGM
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