


MOZART and BEETHOVEN Piano Sonatas

Mozart: Piano Sonata in F major K. 533/494
1 Allegro 8.13
2 Andante 10.37
3 Rondo: Allegretto 6.55

Beethoven: Piano Sonata No. 17 in D minor Op. 31/2 (Tempest)
4 Largo-Allegro 10.23
5 Adagio 9.04
6 Allegretto 8.29

Beethoven: Piano Sonata No. 31 in A flat major Op. 110

7 Moderato cantabile molto espressivo 7.35

8 Allegro molto 2.19

9 Adagio ma non troppo 3.55

10 Fuga: Allegro ma non troppo 3.23

11 L'istesso tempo di Arioso 2.48

12 L'istesso tempo della Fuga... 2.25

JILL CROSSLAND (PIANO)



MOZART:
Piano Sonata in F major
K. 533/494

The Mozart sonata on this disc
began life as an independent
rondo which now forms the finale.
As with a number of such pieces,
this was written by Mozart for a
piano pupil. Over a year later,
Mozart added what we know as
the first two movements. It is well
known that he composed at
lightning speed; we know that the
rondo was written on June 10th
1786 and the rest on January 3rd
1788. In all three movements, a
contrapuntal influence contributes
to deepening the emotional
texture of the work, and adding
harmonic interest, giving the
piece a weight and structural
breadth that rank it among
Mozart’s greatest for solo piano.

We are used to the Romantic
notion that works of art must

have an integrity of intention, so
some have criticised this sonata
for having a disparity of emotional
tone between the grander start
and the more innocent finale.
Research has also suggested
that the finale was written with an
earlier, smaller piano in mind,
hence the different sound-world
that the two parts inhabit. Indeed,
it also seems that Mozart’s
publisher Hoffmeister
commissioned the first two
movements as a way of Mozart
paying off a debt.
However, not only did Mozart
thoroughly revise the sonata’s
finale, he also added a long
cadenza passage that better
balanced the work between the
movements, and added a greater
sense of polyphony to the
essentially fluent rondo, in order
to match the first two movements.
In fact this sonata demonstrates
especially well that the formal
correctness of high classicism



does not imply any lack of a
passionate sensibility.

BEETHOVEN: Piano Sonata
No. 17 in D minor Op. 31/2

Beethoven was completely to
transform the music of his time,
above all by injecting into the
classical forms perfected by
Haydn and Mozart a dimension of
untrammelled aspiration by the
human spirit. Beethoven’s
Tempest’ sonata, written in the
same months in 1801-2 when the
composer discovered his
deafness was irreversible, is
directly dramatic. The sonata
derives its nickname from
Beethoven’s answer to a friend’s
question as to what the work
‘meant.’ “Go and read
Shakespeare’s Tempest,” he is
said to have replied irritably. For
his unparalleled ability to portray
human feelings, Shakespeare

was an inspirational figure to and
adopted by German Romantics.

The Tempest is indeed a play
about rage and redemption, art
and nature, the resolution,
through the innocence of the
younger characters, of the exiled
Prospero’s long-held desire for
revenge. These themes of anger
and forgiveness link with
Beethoven’s own mental torture
and reflections. In the so-called
‘Heiligenstadt Testament’, written
at the same time as the
composition of the sonata,
Beethoven put into words that
despair at his deafness.

As in Shakespeare’s play, this is
a sonata that combines storms
and lyricism – indeed, it begins
with a rising chord as if a curtain
is rising, a motif that is used
frequently in the piece. In musical
terms, it forms a slow introduction
that functions also as an



interlude. At a particularly
impassioned moment in the
piece, Beethoven is supposed to
have said “The piano must
break!” yet this is also, notably in
the finale, a work of great
serenity and one whose quiet
ending is both accepting and still
questioning.

BEETHOVEN: Piano Sonata
No. 31 in A flat Op. 110

The sonata Op. 110 dates from
Beethoven’s late period and was
written twenty years later in 1821.
By now, Beethoven was
completely deaf, and was
experimenting with forms and
textures that seem to belong
completely in his own world.
Many have argued that the works
of this period – the late piano
sonatas and string quartets in
particular – have never been
surpassed in their profundity.

In this period, Beethoven turned
increasingly to the fugue as a
means of carrying the soul of his
expression. Moreover, in the last
sonatas, the finales more and
more carry the spiritual burden of
the works, and represent a
unique mixture of resignation,
reconciliation with Fate and
death, and hence redemption. Of
the last five sonatas, Op.110 is
superficially the most transparent,
but the constant exposure of the
melodic line and the unremitting
concentration required to
communicate its sustained
emotional tension make it one of
the hardest pieces in Beethoven
to play successfully.

After a lyrical, but still searching
first movement and an agitated,
uncanny scherzo, Beethoven
wrote an enchanted, meditative
aria and fugue. The arioso and
fugue are repeated, but with the
main theme inverted, before



arriving at a triumphant, virtuosic
peroration. In the ‘Tempest,’
Beethoven was straining at the
technical limits of what his
instrument could physically
sound; in Op.110 he reached the
uttermost emotional point of what
music itself could express. We
can only guess at how his mind
would have resolved his sense of
torture and the infinity of his
musical imagination.
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