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SonataNo.58 in CMajor,Hob.XVI:48 

Andante con espressione 

Rondo: Presto 
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(1732-1809) 

Rondo in A Minor, K. 511 Wolfgang Amadeus Mozart 

(1756-1791) 

Sonata in F Minor, Op. 57 
"Appassionata" 

Ludwig van Beethoven 

(1770-1827) 

Allegro assai 

Andante con moto 
Allegro ma non troppo 

INTERMISSION 

Nocturne in C-sharp Minor, Op. 27 No. I 

Sonata No. 2 in B-flat Minor, Op. 35 

Grave - Doppio movimento 

Scherzo: Presto ma non troppo 
Marche funebre: Lento 
Finale: Presto 

The Shepherd School of Music 
wishes to acknowledge 

President and Mrs. Malcolm Gillis 
and 

Frederic Chopin 

(1810-1849) 

Frederic Chopin 

Wells Fargo Private Client Services 
for their generous hospitality this evening. 
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In consideration of the performer and members of the audience, please ~ ~ 

check audible paging devices with the ushers and silence audible timepieces. 'If_. 

The taking of photographs and use of recording equipment are prohibited. 
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PROGRAM NOTES 

Sonata No. 58 in C Major, Hob. XVI:48 . . Franz Joseph Haydn 

Haydn's Sonata No. 58 in C Major was commissioned in January of 1789 

by the publisher JG.I. Breitkopf in Leipzig, to be included in his Musikalischer 

Pot-Pourri, a collection of works for amateur musicians. The written-out orna

ments and frequent changes in dynamic markings, in this context, may be ex

plained as Haydn's attempts to explicitly convey his instructions to performers 

less familiar with his work. The prominent dynamic markings, conversely, might 

also indicate that Haydn composed this sonata on his new Schanz fortepiano, 

which he acquired in 1788. This instrument would have allowed for a greater 

range of dynamic expression than previously possible on the harpsichord. As 

one of his first compositions on the new fortepiano, the Sonata No. 58 reflects 

Haydn's exploration of the instrument through new compositional ideas. 

Little can be called conventional in this sonata. Haydn replaced the tradi

tional three-movement scheme (fast-slow-fast) with a two-movement design. 

The opening movement applies a variation technique to two closely-related 

themes that alternate between the major and minor modes. A !though the first 

movement is marked Andante con espressione, the performer is kept busy by the 

frequent and sudden dynamic changes, rapid scales, arpeggios, scales in thirds, 

and unexpected rests. The brisk finale, the only movement in all of Haydn's 

Sonatas actually marked Rondo, does not resemble most standard sonata ron

dos of the time. Instead of alternating between the rondo theme and contrast

ing episodes, the finale is nearly monothematic, using derivations of the open

ing tune throughout the movement. 

Rondo in A Minor, K. 511 . . Wolfgang Amadeus Mozart 

Most of Mozart's well-known compositions for the solo piano were large in 

scale, including his sonatas, fantasias, and variations. Towards the end of his 

life, however, his piano works developed a more intimate character, utilizing 

early forms of dance, or individual sonata movements. These compositions from 

the late 1780s, including the Rondo in A Minor, K. 511 (1787), convey a more 

subjective tone than Mozart's earlier works, and may be viewed as a precursor 

to the nineteenth-century "character"piece. 
Although a rondo ordinarily features a lively tempo and a major mode, the 

Rondo in A Minor is exactly the opposite. The slow, highly chromatic opening 

tune gives the piece an overwhelmingly tragic tone. This melancholy theme oc

curs three times with varying degrees of embellishment, separated by two con

trasting episodes in the major mode. The first episode foreshadows the compo

sitional style of Frederic Chopin's piano music in its use of counterpoint and 

rich harmonies. The second episode seems to blend the notion of variation with 

rondo form as it begins in the parallel key of A major, resonating as a varied 

suggestion of the rondo theme. 

Sonata in F Minor, Op. 57 ''Appassionata". . Ludwig van Beethoven 

In 1803 Beethoven acquired a new Erard piano with a larger range and 

greater sonorous possibilities than his previous Walter fortepiano. The exten

sion of his instrument mirrored the expansion, about this same time, in his com

positional style. Beginning in approximately 1803, Beethoven, in his second 

compositional period, enlarged the traditional idioms of keyboard range, mu

sical form, dynamics, and length. "Appassionata,"composed between 1804 and 

1805,followed shortly after other major works of Beethoven's second period, 

including the Symphony No. 3, "Eroica," and the "Waldstein" piano sonata. 



"Appassionata" opens with a quiet, ghostly arpeggio in the low range. Fol

lowing half a bar of silence, the theme returns half a step higher in the key of 

the Neapolitan. The hushed opening mood is shattered by crashing fortissimo 
chords, only to fall back to a quiet, unwavering drive. Unlike his earlier sona
tas, Beethoven gave no indication to repeat the exposition. This modification 
was most likely made for reasons of dramatic continuity and greater unity. The 

movement continues in traditional sonata form, returning to the main theme 
with a repeated dominant pedal underneath it, culminating in a virtuosic coda 
to close the movement. 

The second movement, one of Beethoven's most well-known sets of variations 
for the piano, provides peace and serenity following the stormy first movement. 
The theme, in binary form, is in the major mode with very little dissonance. 
Through each successive variation, the surface rhythm accelerates, the register 
rises, and the syncopation increases, until the final variation, when the theme 
is restated, distributed between two different registers. The final chord of the 
movement, a diminished-seventh chord, never gets the chance to resolve, as it 
moves directly into the opening fortissimo chords of the finale. Like the first 
movement, the finale begins sotto voce in a low register, and proceeds in sonata 
form; it differs, however, in its nearly perpetual motion and modal unity. The 
coda quickens the pace to presto, adding weight to the end of the movement and 
providing a fiery end to the sonata. 

Nocturne in C-sharp Minor, Op. 27 No. I . 

Sonata No. 2 in B-flat Minor, Op. 35 

. Frederic Chopin 

Although a native of Poland, Frederic Chopin composed the majority of his 
works, largely for the piano.for performance in the salons and concert halls of 
Paris, his home from 1831. Among the many "character"pieces he wrote, the 
Nocturne, or "night piece," was one of his favorites - he published eighteen 
during his lifetime, with three more published after his death. Chopin's Noc
turne in C-sharp Minor, Op. 27 No. I, composed in 1836, opens mysteriously 
with broken chords in the left hand. The chromatic right-hand melody occasion
ally slips into the major mode, only to return to the minor, at times dividing into 
two melodic voices. The faster and more dramatic central section begins with 
a restless character that builds to a climax, eventually returning to the initial 
theme. The gloom of C-sharp minor, however, soon transforms itself into the 
serenity of C-sharp major, which ends the piece with an air of calm. 

Robert Schumann said that in the Sonata No. 2 in B-flat Minor, Chopin had 
"bound together four of his maddest children." To a large extent, Schumann was 
correct, in that the four movements of the sonata are markedly different. Chopin 
composed the third movement (Funeral March) first, in 1837, while the remain
ing movements were composed between 1838-1839, primarily during his stay at 
Nahant, the estate of his lover, the liberated novelist George Sand (nee Baron
ess Aurore Dudevant). The second sonata was published in 1840 and has been 
a staple in piano literature ever since. 

The work may have been modeled after Beethoven's Sonata in A-flat Maj01; 
Op. 26, a sonata Chopin frequently taught and performed, given that Chopin's 
sonate funebre follows the same order of movements as Beethoven's. After an 
opening marked Grave, Chopin's first movement introduces a breathless motive, 

followed by a more stately chordal section which becomes more lyrical. These 
two ideas, plus a more driving chordal section, form the basis for the entire 

movement. The scherzo opens demonically, evoking the sound of Beethoven with 
its insistent repeated octaves, while simultaneously suggesting the accented 
third beat of Chopin's native dance, the mazurka. The slower, lyrical central 
section stands in stark contrast to the outer frantic sections of the scherzo, and 

a reiteration of this lilting theme is suggested at the close of the movement. 
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The celebrated funeral march follows, opening with the gloom of the funer
al bells tolling in the left hand as a repeated ostinato. The movement occasion
ally borders on the heroic, as if celebrating the death of a great figure, before 
the contrasting central idea emerges with an almost nostalgic quality. The fi
nale is the most enigmatic movement of all. The great Russian composer and 
pianist Anton Rubinstein (1829-1894) described it as "the winds of night sweep
ing over churchyard graves." The nimble arpeggios that race across the key
board in parallel octaves are certainly a bold approach, albeit a texture not idi
omatic to the keyboard. The near-ceaseless motion comes to a gasping stop, 
finally emerging in the sonata's home key of B-jlat minor . 

- Notes by Erin K. Bennett 
Class of 2001, Bachelor of Music 

ANDRE WATTS 

Andre Watts burst upon the music world at the age of sixteen, when Leonard 
Bernstein chose him to make his debut with the New York Philharmonic in their 
Young People's Concerts, broadcast nationwide on CBS-TV. Only two weeks 
later, Bernstein asked him to substitute at the last minute for the ailing Glenn 
Gould in pe1formances of Liszt's E-flat Concerto with the New York Philhar
monic, thus launching his career in storybook fashion. More than thirty years 
later, Andre Watts remains one of today's most celebrated and beloved super
stars. His performances each year with the world's great orchestras and con
ductors and his sold-out recitals and appearances at the most prestigious in
ternational festivals bring him to every corner of the globe. 

Mr. Watts has had a long and frequent association with television. Most no
tably, his numerous guest appearances with PB S's Live from Lincoln Center se
ries have resulted in several television firsts. His PBS Sunday afternoon tele
cast in 1976 was not only the first solo recital presented on Live from Lincoln 
Center, but the first full-length piano recital in the history of television. His 
1985 Live from Lincoln Center performance was the first full-length recital to 
be aired nationally in prime time. He has also appeared on that series' telecasts 
with the Mostly Mozart Festival Orchestra and the Chamber Music Society of 
Lincoln Center including the CMSLC's 30th Anniversary Gala program in 1998, 
for which he served as both host and guest artist. In November 2000, he was a 
featured soloist on the Philadelphia Orchestra's lOOthAnniversary Gala Con
cert, which was broadcast nationwide as well as throughout Europe and Asia. 

Other television highlights include his 25th Anniversary concert from Lin
coln Center in performances of concertos by Beethoven, Liszt, and Rachmani
noff with the New York Philharmonic and Zubin Mehta, an internationally tele
cast United Nations Day performance with Eugene Ormandy and the Philadel
phia Orchestra, BBC presentations with the London Symphony and in solo re
cital, two separate PBS telecasts with Seiji Ozawa and the Boston Symphony 
Orchestra. In addition, there was a special program highlighting the 38th an
nual Casals Festival in Puerto Rico, aired nationally on the Arts & Entertain
ment Network, which was nominated for an Emmy Award in the category of 
Outstanding Individual Achievement in Cultural Programming. 

In June 2000 Mr. Watts returned to the Far East for concerts in Japan with 
the NHK and Tokyo symphony orchestras. His summer festival appearances in
cluded Ravinia, Saratoga, Tanglewood, Mostly Mozart, and Interlochen, as well 
as a performance at the Hollywood Bowl. 

During the 2000-2001 season,Andre Watts performs with the Chicago, Na
tional, Seattle, Dallas, Indianapolis, Colorado, Phoenix, and Oregon symphony 



orchestras, among others, while his recital appearances include stops in Chi
cago, San Francisco, Atlanta, Naples, and Newark at the New Jersey Perform
ing Arts Center. He also premieres the Fantasie Concertante for Piano and 
Orchestra, a transcription of Schubert's four-hand Fantasie in F Minor, ar
ranged by Andy Stein. The work, commissioned by Mr. Watts, was pe1formed 
with Gerard Schwarz and the New York Chamber Symphony, at the Kennedy 
Center with Leonard Slatkin and the National Symphony, and with Andrew 
Litton and the Dallas Symphony. 

An active recording artist, Mr. Watts' latest release features both Liszt piano 
concertos and MacDowell's Concerto No. 2 with the Dallas Symphony, led by 
Andrew Litton, on the Te/arc label. This follows his critically acclaimed debut 
disc for Te/arc, which included Tchaikovsky's Concerto No. I and Saint-Saens' 
Concerto No. 2 with the Atlanta Symphony, conducted by Yoe! Levi. In addition, 
his discography of solo recordings includes The Chopin Recital (named com
pact disc of the month by Stereo Review) and The Schubert Recital, both on the 
Angel/EM! label. He is also included in the recently released Philips series, 
Great Pianists of the 20th Century. 

A much-honored artist who has played before royalty in Europe and heads 
of government in nations all over the world, Andre Watts was selected to receive 
the Avery Fisher Prize in 1988. At age twenty-six, he was the youngest person 
ever to receive an Honorary Doctorate from Yale University, and he .:zas since 
received numerous such honors from highly respected schools including the 
University of Pennsylvania, Miami University of Ohio, Brandeis University, 
Albright College, Trinity College, and The Juilliard School of Music. In 1984 
the Peabody Conservatory of Johns Hopkins University honored Mr. Tiiltts with 
its Distinguished Alumni Award, and in May 1997 his Alma Mater again recog
nized his accomplishments by presenting him with an Honorary Doctorate de
gree. Beginning with the 2000-2001 season, he is Artist-in-Residence at the 
University of Maryland. 

Andre Watts appears by arrangement 

with Cramer/Marder Artists. 

Recordings available on the SONY Classical, 

Angel/EM!, Philips, and Telarc labels. 
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