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Clara Schumann (1819–1896)
Notturno in F Major, Op. 6, No. 2
Clara Josephine Wieck born in Leipzig, to highly accomplished musicians: Friedrich
Wieck, a professional pianist and piano teacher, and his wife Mariane, a professional
singer. Friedrich was determined to raise Clara as a virtuosa of the first rank: she began
piano lessons at four years of age, and her musical education over the next years would
include training in harmony, counterpoint, and composition; she also studied violin and
singing as well as the piano. Prodigiously talented, she made her professional debut at
the age of nine, and from here began an intense schedule of touring and performing
across Europe under the management of her father (not unlike Mozart’s experience
half a century earlier). It was the foundation of a career that would span the rest of the
nineteenth century, and in time Clara would become one of the most acclaimed pianists
of the era. Along with pianists like Franz Liszt, she pioneered the practice of playing
her recitals from memory; she was also instrumental in shifting the focus of recitals
away from improvisation and the performance of one’s own compositions, and towards
the interpretation of previous “masterworks” that made up a rapidly forming canon of
approved composers.
In 1840, after a long and drawn out legal battle, Clara married Robert Schumann, a former
pupil of her father’s. The Schumanns were a formidable musical partnership, inspiring one
another in their compositional and performing pursuits, and enjoying friendships with
two highly influential figures of German music in the later nineteenth century: the violinist
Joseph Joachim and the pianist and composer Johannes Brahms. Clara maintained an
active performing career even around the birth of eight children, a major feat that would
become even more taxing after Robert’s attempted suicide in 1854. Forbidden to see
Robert during his two years of confinement in a mental institution, Clara necessarily took
on full responsibility for maintaining their family, all the more so after Robert’s untimely
death in 1856. Thus the 1860s and 70s were in many ways Clara’s most active period as
a performer. She performed hundreds of concerts across Europe; she also became a
sought-after teacher, and became the first piano professor at the Frankfurt conservatoire
when it opened in 1878. In addition, she edited Robert’s published works and became an
indefatigable advocate for his music.
Schumann’s early training in composition was matched by significant creative energies,
and in her early life she composed often. After her marriage this creative energy
lessened, partly because of the significant constraints that raising a family imposed on
her time, and partly because of the demands of her pianistic career; but also partly on
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account of Schumann’s own doubts about her compositional talents. And after the death
of her husband, she composed no more for the rest of her life. Yet these creative doubts
are nowhere in evidence in her early works. Many of these pieces are in the brilliant,
virtuosic and openly entertaining style characteristic of composers such as Jan Dussek,
Johann Hummel, and John Field, which the musicologist Jim Samson terms “post-classical”;
Schumann would perform these kinds of pieces at her own concerts. Others are in the
intimate, melodic style characteristic of the salon—one of the most significant performance
venues in nineteenth-century European musical culture. The Notturno in F major fits
into the latter mold. Published as part of Schumann’s Opus 6 in 1836, when she was
just seventeen, the piece has many features of the nocturne genre, a mainstay of
nineteenth-century salon music made especially famous by the works of Frédéric
Chopin. In the Notturno, a plaintive, singing melody in the right hand floats over a
supple, rolling accompaniment in the left hand. A contrasting section in a minor key
gives us a glimpse of a more tortured emotional landscape, but only briefly; a transition
leads back to the style of the opening, for a quiet close.

Robert Schumann (1810–1856)
Arabeske in C Major, Op. 18
A poet of the piano and a significant musical aesthete of his time, Robert Schumann was
a key member of a generation of composers including Chopin and Mendelssohn, whose
works defined the sound of early Romanticism. Born in Saxony in what is now Germany,
Schumann studied music from an early age, but like many musicians before him he was
strongly encouraged by family to go into law. When the lure of music proved stronger than
his legal studies, he took lessons with Friedrich Weick; Weick’s daughter Clara—herself
a child prodigy would become one of the most influential concert pianists of the entire
century—would later become Robert’s wife. Schumann’s aspirations to become a concert
pianist were thwarted when he permanently injured his hands, possibly through harmful
practice techniques; from then on, he focused his energies on composition. Over the course
of his career he made significant contributions to the symphonic literature and chamber
music repertoire, as well as to the genres for which he is most famous—the accompanied
song or Lied, and a range of unique and highly original works for solo piano. Schumann was
also a significant early music critic, and founded one of the main nineteenth-century music
journals, the Neue Zeitschrift für Musik; and towards the end of his life he befriended and
mentored the young pianist and composer Johannes Brahms.
Throughout his life, Schumann suffered from a mental disorder characterized by dramatic
swings between depression and mania; his death at the age of 46 followed two years of
confinement in a mental asylum, after a suicide attempt. Prior to this, periods of boundless
energy and productivity would be interleaved with periods of profound depression during
4
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which Schumann felt entirely unable to compose. Some of the productive periods have
names; 1840, for instance, is known as Schumann’s Liederjahr (Year of Song), as he wrote
nearly 140 Lieder; 1842, similarly, saw the creation of much of Schumann’s chamber music.
The two sides of Schumann’s persona often left their mark on his music, he frequently
embodied them in the form of two characters: Eusebius, who represented the dreamy,
meditative side of Schumann’s personality, and Florestan, his agitated, passionate
opposite. Schumann used these characters as a literary device in his music criticism, to
debate the merits of various musical works; they also make a cameo in one of his major
piano works, Carnval.
The Arabeske, Op. 18, was composed during one of Schumann’s low periods; his romantic
relationship with Clara Wieck had been building in intensity for five years, but because Clara’s
father was dead set against the match, it was conducted almost entirely though letters and
brief, snatched encounters in and around her concert engagements. The piece was explicitly
conceived by the composer in what he thought a “feminine” style, and intended for women
performers—not so much the fiery virtuosity of a Clara Schumann, but rather the young ladies
and hostesses who frequented the interior, domestic performance space of the salon. The
“arabesque” of the title is ambiguous; the term was originally used to describe the intricate
designs of Islamic decorative art, but had long been applied metaphorically to other art
forms with complex, intertwining lines—an apt description for much music in the Western
tradition, which so often relies on counterpoint. Schumann’s piece is in a form inherited
from the eighteenth century nineteenth, the rondo. In rondo form, a recurring main theme
is intercut with contrasting episodes which may explore a different key, mood, tempo, or
figuration. Schumann’s main theme, a graceful, flowing theme in C major, appears three times;
in between appear two more instense episodes in minor keys, which may be said to represent
the “Florestan” side of Schumann’s personality; by contrast, an additional coda that appears at
the end of the piece explores the more relaxed, “Eusebius” side of the emotional spectrum.

Louis Moreau Gottschalk (1829–1869)
The Union, Op. 48
He was one of the first home-grown American piano virtuosos of the nineteenth
century, but he also spent most of his career outside the United States—and he would
die exiled from it, following scandalous (but baseless) accusations of an affair with a
female seminary student. Such was the life of Louis Moreau Gottschalk, which embodies
many of the tensions that accompanied the development of a concert culture based
around “star” performers and their touring activity, and the difficulties that Americans
had in establishing a foothold in what was seen by many as a European art form,
forever beyond the reach of the upstart revolutionaries over the Atlantic. Born in New
Orleans to an English merchant and his French creole wife, Gottschalk knew from
PRESENTED BY
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an early stage that his musical training could only be completed—and accepted—if given
the European seal of approval. Aged 13, he sailed for Paris to enroll at the prestigious
Conservatoire; he was rejected because of his nationality. Nevertheless, he made a name for
himself in Parisian society, impressing Chopin himself at one of his recitals. He also began
to cultivate a reputation as a composer, especially of “Creole” pieces which drew on the
musical heritage of his native Louisiana (from the songs of enslaved Africans to the dance
rhythms of the West Indies). Eventually, Gottschalk embarked on a frenetic career as a
concert pianist, touring the capitals of Europe, the United States, the Caribbean, and South
America. Travelling along newly laid railroads that criss-crossed the continents and giving
an unprecedented number of concerts per year, his career would have been unthinkable a
generation earlier; it laid the template for professional virtuosos in generations to come.
Gottschalk’s compositions, sensational in their day and popular throughout the nineteenth
century, would eventually fall into complete oblivion. Perhaps this is no surprise: pieces
like Union, a “concert paraphrase” on patriotic themes, embody a musical culture as yet
untransformed by recording technologies, with all the attendant societal changes they
would bring about. In these pre-recording days, arrangements of music for the piano were
one of the central means of transmitting music from place to place. Many people would
have been more familiar with transcriptions and arrangements of musical works than their
“original” forms in the concert hall or opera house, if indeed they had heard the originals at
all. Therefore, while from a modern-day perspective a medley of famous tunes in a fiendishly
difficult arrangement may seem oddly derivative, or lacking in originality, this was certainly
not the way such works were perceived in the mid-1800s: Franz Liszt, one of the most
famous pianists of the nineteenth century, was renowned for his ability to “paraphrase” other
music in this way in his performances.
Union, which was composed in 1862, paraphrases three American patriotic songs, “The
Star-Spangled Banner,” “Yankee Doodle,” and “Hail Columbia”; this patriotic inspiration
is no surprise given that Gottschalk was a fervent supporter of the Unionist side during
the American Civil War, and in fact the work was dedicated to Union general George B.
McClellan. As was typical of piano paraphrases, Union is full of technical fireworks, from
rapid scales in octaves to arpeggios across the full compass of the keyboard. But it is
more than the sum of its virtuosic parts. The piece falls into two broad halves. In the first,
an impassioned, minor-key tempest breaks out across the piano, eventually subsiding to
prepare the way for a soft, poignant rendition of “The Star-Spangled Banner” (Gottschalk
marks this section malinconico, or melancholy). As the soon-to-be national anthem reaches
its ardent conclusion, a brief reprise of the opening tempest gives way rapidly to soft
pianistic fanfares: “Hail Columbia” follows. The tune is repeated again over imitation snare
drum rolls in the deep bass of the piano; and then, in a brilliant touch, repeated once more
in the left hand of the piano while “Yankee Doodle” plays in the high treble. By carefully
arranging and juxtaposing these quotations of famous tunes, Gottschalk foreshadows the
6
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musical procedures adopted by early American modernist composers such as Charles Ives,
half a century later.

Felix Mendelssohn (1809–1947)
Fantasie in F-sharp Minor, Op. 28
The composer, pianist, organist and conductor Felix Mendelssohn was a Mozartean prodigy
in his youth, whose graceful, emotional music encapsulates the early Romantic movement.
Born in Hamburg to a prominent Jewish family, Mendelssohn was brought up in Berlin. The
Mendelssohn home was a refined and intellectual milieu: his grandfather was the eminent
philosopher Moses Mendelssohn, while his mother’s salon attracted the cream of the artistic
and scholarly elite. Raised essentially without religion, Felix was baptized when he was seven
(at which point he was given two Christian forenames and an additional surname, Bartholdy).
Both Felix and his sister Fanny were exceptionally gifted musicians, and received training in
piano and composition in addition to a wide-ranging classical education; they would remain
close musical confidants throughout their lives, though Fanny, on account of her gender and
above all her class, was never allowed to consider a musical career. Felix, on the other hand,
performed publicly from an early age and composed profusely; his first major masterpiece,
the Octet in E-flat major, was written when he was only sixteen. From then, Mendelssohn
enjoyed a performing, composing and conducting career that took him across Europe; he
is well known for his role in re-popularizing the works of Johann Sebastian Bach, famously
performing the St. Matthew Passion in Berlin in 1829.
1829 was also the year in which Mendelssohn made his first visit to the British Isles, and in
particular to Scotland. Taking in both the Scottish capital of Edinburgh and the remote,
windswept island of Staffa (just off the coast of Mull, in the Western Isles), this Scottish tour
inspired some of the composer’s most famous works, including his concert overture The
Hebrides and his Symphony No. 3, known as the Scottish Symphony. One might therefore be
tempted to assume that this trip was also the catalyst for the Fantasie in F-sharp minor for solo
piano—which, in an earlier version, Mendelssohn called the Sonate écossaise, or “Scottish sonata.”
But the Fantasie was in actuality a work of poetic imagination, as it was first composed in 1828,
before Mendelssohn had ever set foot on Scottish soil. This is not surprising, because there
was a considerable vogue for Scotland in the early Romantic era, sparked partly by the stirring
novels of Scottish author Sir Walter Scott; and partly also by the immensely popular poems of
Ossian, an ancient Scottish bard (whose works were in fact a forgery produced by Scottish poet
James MacPherson). Mendelssohn was far from the only composer to have been inspired by the
Romantic image of “ancient” Scotland, and it is this inspiration that the Fantasie reflects—even
though, when Mendelssohn eventually revised and published the work as his Opus 28 in 1834, he
dropped the earlier programmatic title.
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Regardless of the new title of “Fantasie,” with its implications of formal freedom, Opus 28
is in many ways still recognizable as a piano sonata of sorts. It is in three movements, at
least two of which are in recognizable forms: the central movement is akin to a scherzo
and trio, while the finale is in a classical sonata form. The first movement, however, is more
unusual, and its quirks speak both to the freedom of the fantasia and the lingering Scottish
element. To begin with, it is a slow piece—quite unusual for a sonata, though it has a famous
predecessor in the opening movement of Ludwig van Beethoven’s “Moonlight” sonata, itself
subtitled quasi una fantasia (“almost a fantasy”). In Mendelssohn’s work, racing arpeggios
(broken chords) open the work like the strumming of a bardic harp in advance of an ancient
saga; they prepare the way for a forlorn-sounding melody, the beginning of the story proper.
The arpeggios and this melody keep alternating throughout the movement, generating its
essential drama. At the end, the forlorn tune resounds without any accompaniment at all,
hanging in the void like an echoing voice across the windswept fells. The second movement
then begins cheerfully; its central trio section features a constantly moving eighth-note
pulse, driving the movement forward. In the finale, this steady pulse becomes a dizzying
rush of sixteenth notes that continue practically without stopping through to the end. As
in all sonata form movements, there are two themes presented in the first half of the piece
(the exposition), which is repeated; the second theme can be recognized by the rushing
notes recede to the left hand while the right hand sings in octaves. These themes are then
reprised in the second half of the piece (the recapitulation), all in the home key, though not
before an intervening section of drama (the development). Finally, a desperately virtuosic
coda closes the Fantasie with a bang.

Freddie Mercury (1946–1991)
“Bohemian Rhapsody” (arr. Kurbatov)
The shy, introverted man born Farrokh Bulsara in Zanzibar in 1946 will forever be better
known to posterity as Freddie Mercury—the passionate, charismatic and flamboyant
lead singer of the English rock band Queen—who died, much before his time, in London
in 1991. Born to Parsi parents who worked for the British colonial office in Zanzibar (now
part of Tanzania), Mercury attended a British-style boarding schools in India for much of
his childhood, where he cultivated a strong taste for western popular music. The whole
family would relocate to England in the mid-1960s following a violent revolution in Zanzibar.
After studying graphic art and design at college in London, Mercury flitted between a few
short0lived bands. But it wasn’t long before he would team up with Brian May (guitar),
Roger Stone (drums) and John Deacon (bass), to form a new band on Mercury immediately
bestowed a grand title: Queen.
The immense success Queen enjoyed over the next two decades is partly result of
8
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Mercury’s gifted vocals: blessed with an enormous range and a chameleonic ability to
embody different vocal styles, he was able to bring something new and different to each
song, each performance. But Mercury also brought those vocals to bear on a set of highly
original songs, many of which have become revered classics of twentieth-century popular
music. And perhaps the most original and unique and eccentric of them all is the six-minute,
genre-bending, medley-style suite called “Bohemian Rhapsody.” The song melds together
five incongruous sections: an introduction, a ballad incorporating a guitar solo, what Mercury
called “the opera section”, a hard-rock passage, and a softer coda. The music changes key
as frequently as it does style, and each section is characterised by allusive lyrics that are
playful, confusing and nihilistic by turns. Released as a single in 1975, the song completely
confounded record executives who had judged the song to be completely unsuited to radio
promotion by becoming a major hit on both sides of the Atlantic. The band also broke new
ground by releasing the song alongside a promotional music video, then almost unheard
of as a practice and a harbinger of the MTV generation to come. Though critical opinion of
the idiosyncratic song was mixed on its release, in the decades since has become one of the
most significant and influential popular song committed to record.

Pierre Jalbert (born 1967)
Toccata (2001)
For much of the mid-twentieth century, composers at the peak of the classical music world
looked with great suspicion on works that were still recognizably tonal—that is, music with
a defined sense of a home key. The avant-garde experimentation initiated by composers
such as Arnold Schoenberg in the 1910s and 1920s ultimately led to a common perception
that to write music accessible to the average concert-goer was the antithesis of art, the
enemy of progress, and—essentially—selling out. But by the end of the century, this avowedly
elitist view of musical progress had receded. Classical composers have re-embraced the
potential of keys and harmonies to shape musical time and thus guide listener expectations.
Pierre Jalbert’s music does precisely this. Trained at Oberlin and then the University
of Pennsylvania, where he studied for a PhD in composition with renowned American
composer George Crumb, Jalbert is currently Professor of Music at Rice University’s
Shepherd School of Music. But his creative inspiration draws heavily on his upbringing in
New England, and his early exposure to French and English folk songs (courtesy of a FrenchCanadian family background) and Catholic sacred music—music, in the composer’s words,
that “communicates powerfully with an economy of means.”
Jalbert’s “Toccata” pays homage both to musical genre whose origins lie the sixteenth
century, and to a specific reinvention of that genre for the piano by twentieth century
composers. The toccata first emerged on the Italian peninsula in the late Renaissance,
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9

PROGRAM NOTES
and originally referred to virtuosic pieces for a solo keyboard or plucked string instrument.
Typically, these pieces showed off the player’s ability to perform dizzying runs and scales
that required extreme dexterity and lightness of touch (a feature reflected in the word
itself; in Italian, toccare literally means “to touch”). The heyday of the form was the Baroque
period; major composers for the organ, such as Dietrich Buxtehude and J. S. Bach, often
wrote improvisational toccatas to precede a more weighty and serious movement (typically
a fugue). But in the later eighteenth century the toccata was abandoned, and the genre
largely lay fallow for a century or more—only to be reborn as a pianistic showpiece, in a
series of toccatas by major composers including Schumann, Ravel, Debussy, and Prokofiev,
Jalbert’s work deliberately places itself in dialogue with these technically tricky—but also
thrilling—works that push both player and instrument to their limits.
“Toccata” is centered on the key of C major—the scale with only white notes—and like all
toccatas, it tests the performer’s ability to play repeated notes quickly and evenly, in different
patterns across the range of the piano. Written as a sort of rondo, the piece’s opening
idea features the left hand jumping around over the right hand’s pulsating figure: this idea
comes back throughout the piece, continually transformed, but most recognizably as itself
in the middle and at the very end. In between, there are contrasting episodes that explore
different keys, different areas of the keyboard, and a range of dynamics.

Lovre Marušić
Domenico Scarlatti (1685–1757)
Sonata in E Major, K. 380
Born in the same year as Johann Sebastian Bach and Georg Frideric Handel, and just two
years after Jean-Philippe Rameau, Domenico Scarlatti was one of a handful of illustrious
musicians and composers who came of age in the early eighteenth century and would come
to profoundly influence the later development of Western music. He was born in Naples, and
was himself the son of a major composer, Alessandro Scarlatti, who was known especially for
his work in Italian opera—then a fashionable commodity taking the aristocratic audiences of the
Italian peninsula by storm. Domenico, one of ten children, was trained in music by his father;
his first appointment, at the age of sixteen, was as composer and organist to the Neapolitan
royal chapel. It was the beginning of a significant career conducted across the courtly centers
of Europe, which would eventually bring Scarlatti to the Iberian peninsula in 1719: first to Lisbon,
where for eight years he was the sole music teacher of the Infanta of Portugal, Maria Barbara;
then a briefer stay in Seville; and finally to Madrid, where he served as the music master once
more to Maria Barbara, now married to the future King of Spain.
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Scarlatti lived the rest of his life in Spain, and his music from this period—primarily the 555
sonatas for solo keyboard for which he is best known today—absorbed significant elements
of Iberian musical culture, including colorful harmonies influenced by folk music and
keyboard figuration reminiscent of the Spanish guitar. In addition, they drew on melodic
and harmonic gestures from the newly fashionable galant style that swept across Europe
from the 1730s onwards, a musical movement that favored simplicity in melody and harmony,
and which, in reacting against the complex, contrapuntal style of the Baroque period laid
the ground for the establishment of the Classical style that flourished at the end of the
eighteenth century. Scarlatti’s sonatas capture this tension well. Many of the sonatas are
straightforwardly in the binary form familiar from the suites of dances beloved by Baroque
composers such as Bach. Each piece, typically cast in a single movement, falls into two
repeated and complementary halves based on similar material: the first half often features a
modulation to a new key, while the second returns to the home key. But some of Scarlatti’s
sonatas feature an innovation in binary form that points towards sonata form, the formal
pattern that would come of age in the Classical era and inform musical composition in the
Western tradition for well over a century. Sonatas in this mold foreground musical similarities
between the two halves, deliberately mimicking the outline of the first half in the second.
The vast majority of Scarlatti’s compositions were unpublished during his lifetime, and
the composer’s only significant publication came from his Madrid years: the Essercizi per
gravicembalo or “Exercises for Harpsichord” of 1738, which brings together 30 of the 555
sonatas. Nonetheless, Scarlatti’s sonatas exerted a substantial influence on later keyboard
writing, and were much admired by pianists of the late eighteenth-century onwards—both
for the beauty, economy and originality of their keyboard writing, and for the way each
sonata seems to encapsulate specific challenges of keyboard technique or expressive
playing. The sonata in E major, K 380, clearly shows Scarlatti’s fluency with the emerging
galant idiom, in that it plays extensively with what music theorists term musical style topics:
musical elements that somehow stand for a particular genre or style of music, and whose
deployment creates boundless possibilities for a sort of intertextual play. The topics alluded
to in this sonata are those associated with “the hunt”: the sonata features profusion of open
fifths (chords that lack a third, the note marking them out clearly as major or minor) and
martial drum rhythms that recall fanfares on the hunting horn. Scarlatti intersperses the
fanfares with some intricate melodic writing in the right hand that is reminiscent of birdsong,
in keeping with the hunting topics foregrounded throughout the sonata.
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Robert Schumann (1810–1856)
Kreisleriana, Op. 16
I.
II.
III.
IV.
V.
VI.
VII.
VIII.

Äusserst bewegt (Extremely animated)
Sehr innig und nicht zu rasch (Very inward and not too fast)
Sehr aufgeregt (Very agitated)
Sehr langsam (Very slowly)
Sehr lebhaft (Very lively)
Sehr langsam (Very slowly)
Sehr rasch (Very fast)
Schnell und spielend (Quick and playful)

Kreisleriana, an idiosyncratic piano suite of 1838, is an expression of precisely these opposing
sides of Schumann’s personality, with a layer of meta-literary commentary thrown in. The title
refers to a character featured in several novels by the Romantic critic, author, and musician
E.T.A. Hoffmann. “Johannes Kreisler” is an antisocial composer-critic—and clearly an alter-ego for
Hoffmann himself—who cannot create effectively on account of his mercurial moods and whims.
Schumann identified strongly with this character, and he translated the concept of Kreisler into
a suite of eight characteristic pieces. Composed in a tremendous rush in just four days, the set
veers radically between extremes of tempo, mood, and character. But this is to significantly
understate the contrast between agitation and tranquillity that Schumann achieves. The fast
pieces are fast, frenetic, quirky and unpredictable (Florestan?); the slow pieces, by contrast, seem
to compete to achieve the slowest, stillest, most rapturous mood possible (Eusebius?), such that
finding the beat itself is almost impossible. (Almost all of the tempo indications for the movements
are intensified with the word sehr, “very”). All the movements featured nested contrasting
sections in different keys, or featuring different textures, so the work overall is like an intricate set
of nested matryoshka dolls.
In No. 1, Schumann does everything possible to destabilize the beat: against the rushing frenzy
of the right hand, the left hand stabs erratically on off-beats, leading to a queasy staggering from
section to section. No. 2 is a rondo of sorts; the graceful melody at the beginning comes back in
the middle and at the end, framing two contrasting episodes. No. 3 features a galloping rhythm
in the right hand, which whirls its way to a contrasting middle section—a Romantic, sweeping
melody that runs up and down the scale. No. 4 is so slow it seems almost improvised on the spot,
though its middle section flows more smoothly. No. 5 blends the rhythmic games of No. 1 with
the playful rhythms of No. 3; the three-to-a-bar gives it the air of a kicking folk dance, but there is
prolonged, gasping stretch of music running against the beat in the middle. No. 6 has the feeling
of a cradle song, slowly rocking: all of sudden, it explodes in a violent outburst of minor-key
feeling, whose memory lingers when the cradle song comes back. No. 7 is frenetic and out of
control: yet its middle section features a frenzied evocation of that most controlled of Baroque
genres, the fugue, as a racing left-hand melody is imitated in the right hand. And No. 7 concludes,
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surprisingly, with a gentle, hymn-like chorale. Finally, No. 8 ends the set with more playful mischief,
the tripping rhythmic pattern in the right hand ill at ease over uncertain octaves in the deep
reaches of the bass. After an impassioned middle section, the tripping rhythm eventually trips its
way to the bottom of the keyboard and vanishes—like a vivid dream that immediately eludes the
grasp of the conscious mind upon waking.

Freddie Mercury (1946–1991)
“Bohemian Rhapsody” (arr. Kurbatov)

Wolfgang Amadeus Mozart (1756–1791)
Sonata for Two Pianos in D major, K. 448
I.
II.
III.

Allegro con spirit
Andante
Allegro molto

One of the most important musicians of the Classical period and its foremost child prodigy,
Wolfgang Amadeus Mozart was born in Salzburg, in what is now Austria, to a highly musical
family. His father, Leopold, was a violinist; once he saw the musical gifts with which his son and
his younger sister Nännerl were endowed, he set off on a long tour of the courts and cities
of Europe, proudly showing off his children’s musical abilities on the violin and piano to the
astonished nobility. In particular, the young Wolfgang—no older than five when he began touring,
and just eight when he wrote his first symphony—caused a sensation. Mozart thus grew up in a
glare of publicity, and it is perhaps no coincidence that after a brief engagement at the court of
the archbishop of Salzburg, he was one of the first composers to make a living as an independent
musician. That is, rather than entering the service of a single powerful nobleman (as his elder
colleague Joseph Haydn would do for most of his career), Mozart would eventually move to
Vienna, and support himself by giving public concerts—a new fashion in the late 1700s—teaching,
selling works to publishers, and seeking the ad hoc support of benevolent patrons. Mozart’s
compositions would come to be emblematic of the mature Classical style: they are characterized
by an easy grace that blended the charm and sophistication of the galant style, which was in full
force when he was born, with a new intellectual rigor and complexity that came with his study of
music from the earlier Baroque period—and especially the works of Handel and J. S. Bach.
Mozart took pupils throughout his independent professional career, and some of these pupils
(such as Johann Nepomuk Hummel, who studied with Mozart as a boy) went on to become
major figures of a pan-European, “post-Classical” style. Others forged significant careers in the
Viennese sphere—a category that includes Josepha von Auernhammer, the dedicatee of the
Sonata for Two Pianos, K. 448 and other works. The story of Auernhammer’s varied career—she
performed both publicly and privately in Vienna, composed and also published several of her own
works, and also corrected proofs of Mozart’s sonatas—is one of many similar stories that confirm
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how integral women musicians were to musical life in European capitals, throughout a period
of music history that we tend to remember by a handful of men’s names alone (Mozart’s among
them). K. 448 was written in 1781, during Auernhammer’s studies with Mozart; only 23 at the time,
she apparently fell in love with the then-unmarried composer, two years her senior. This may have
prompted the slightly acid remark in one of Mozart’s letters dated June 27, 1781: “I dine almost daily
with H. v. Auernhammer; the young lady is a fright, but plays enchantingly, though in cantabile
playing she has not got the real delicate singing style. She clips everything.” Nevertheless, Mozart
clearly esteemed Auernhammer’s playing, as they performed together in at least three concerts
over the following year.
The sonata itself is a fine tribute to Auernhammer’s abilities. It is a cheerful work, unashamedly
entertaining and wearing its virtuosic tendencies easily. As with many of Mozart’s solo piano
works, it is written idiomatically for the keyboard while still managing to evoke the timbres and
textures of music for a larger ensemble (and especially his symphonies and concertos). With two
players, however, Mozart is able to take this mimicry much further, and performing the sonata
effectively requires the two pianists to work together as an orchestral unit. Often, one can sense
the pianists’ four hands being “scored” like an orchestra: a firm bassline in one hand, a chugging
accompaniment akin to a string section in another, punctuating brass or wind chords in yet
another hand, and over the top the charming tunes for violin or solo woodwind. Sometimes, the
two pianists bat melodic lines between them like a tennis rally; at other times, one pianist steps
back, accompanying the other pianist’s singing line.
As was typical of the sonata genre by this point, K. 448 is written in three movements. The first
movement is in a classical sonata form: this musical form, which fully cohered in the works
of Mozart’s generation of composers, would remain the standard formal reference point for
instrumental music genres for well over a century. The form depends on the presentation of
(typically) two contrasting musical ideas in different keys, in a first part known as the exposition.
K. 448’s opening theme is grand and symphonic, outlining the home key of D major with
bold descending arpeggios (broken chords) and a fizzing trill (shake); the second theme
is softer, with a sense of curtseying grace. There follows a transitional section known as the
development, where ideas from the exposition are chopped up and mixed together; finally, in the
recapitulation, all the musical themes from the exposition are repeated in order, but altered so
as to end in the home key. The opening movement of K. 448 is notable, however, for introducing
a snaking new tune in the development section, which also comes back in the coda. After all
this busy activity, the slow second movement offers the opportunity of basking in sweet,
winsome melody (though it too is in a fully-fledged sonata form). Finally, the last movement
is a madcap rush through contrasting tunes, and sends the audience off with a bang; is also
in a modified sonata form known as sonata-rondo, where the principal theme comes back at
various points in the movement interspersed with other material—including two deliciously
ear-catching minor-key episodes, the only such passages in the whole sonata.

STAY TUNED!
ANNOUNCEMENT OF THE CLEVELAND INTERNATIONAL
PIANO COMPETITION FINALISTS
Sunday, August 1 at 6:00 pm at pianocleveland.org
Don’t miss the exciting finale of the CIPC with our final four, performing with
Escher String Quartet

August 3 and 4 at 7:00 pm | Gartner Auditorium,
Cleveland Museum of Art
Cleveland Orchestra

Conducted by Jahja Ling
August 6 and 7 at 7:00 pm | Severance Hall

Program notes by Marco Ladd, Ph.D. with support from Marissa Glynias Moore, Ph.D.
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UPCOMING EVENTS
MASTER CLASSES
August 1 at 10:00 am | August 5 at 2:00 pm
Mixon Hall, Cleveland Institute of Music
CIPC Jurors present master classes for talented local university students.
FINAL CHAMBER MUSIC ROUND
August 3 and 4 at 7:00 pm
Gartner Auditorium, Cleveland Museum of Art
Each evening, two of our four finalists perform chamber music with the engaging
Escher String Quartet.
FINAL CONCERTO ROUND
August 6 and 7 at 7:00 pm
Severance Hall
Each evening, two of our four finalists perform concertos with The Cleveland
Orchestra, conducted by Jahja Ling. Special prize winners and medalists will be
announced on Saturday, August 7 following the performances.

Buy tickets at pianocleveland.org

