2% i 7 4

HZ% (1770-1827)

D /hisE+ - EMEER G o fEm=t -8 2H - [#EMN]

R — PRI
F AR

HAZIHFRD » WERME M (MR > WRMBKERE > BT ER KN -
BORBATZRER - BRIt > s — TR » ST A QB E S 1 R
BERRY « QE5—AIAMET =+ MR E i > 00 70 it 35 e 36
At 5 0 T 0 52 R B BRI ST AT RE S AR A% > RINR R TRAA
OB TR A o PR - FIARRR S M I R > REZFR T HES R
HAE b o

(D/NiHZIGH) FR 1801-02 4 » H—MRBI 4 [REW ] (1835 Der Srwrm) o A
fa 4 AR R 25k A R > T A AR AR B R - R ) > e fE
Bk ot 8 X 255 G0 R I8 H RNl R LB > S B P H 2 0R At :[
Al b W CREET) W ! ] Rk A AT B > A RS LR Y T 44 B S A HT
R HAEREEE > 1€ (DRI M) T 5 H 255 5808 5 5 208 i =5 308
B ARERELMERE AL ERE -

G — PR B Y Cle AR ) LT 76 08 73 I8 R — B AR A ity » (L JL 098 2 S B iy CBRAR)
Wy EE > T E AR A o TARBE CHRBRD > MR TR - mfgs 12
— R TR s —ARPTE > R o 55— S E U R Y 2208 i Bt > 2
4 o 7 R B TR N A b B R B T BB o (AR MR T o %Hilflf"i
EERUA MRS AEEE BRI RMAOER D EE > K8
ﬁﬂ%ﬁ@%iﬁ ALIR R 2 L I A LR AR BE R KR m?JEZE%‘HEHLIEI,a%Tl%ﬁﬁBJ
Sfl o fEEMEHUENEEM > AZ T RRRMERbERE %X — 5/
PABEZEES > DM EF R3S > AR RAR S PR ERR G AR
B o fHIE RN AR ot 50 A5 150 8 1 S0 5 3 2 0 HE 00 L i AL Je 2 A 3 T 2



C /SR N\HEZ G > fEhmt = [EHRE]

BRAEAR — R TR PR
KRR
R 2

(BlaZ=ml) 25w E b 25 R lmBEm - B 17984 > WIFH %
SRR EI30 5% o A > Alb T AR C /N 5 Bl Al 8 A B G > 41T B 5% ft A8 3% 22 )
SR AR 4 > LR _E CANI o B B B R R T Bk ) i 3 - GRIRD
R 20550 — G i 4 SO KR P B i 22 05 iy o o 2 0 35 R A R AR R
Ak > DAWOR SRR B 8 H e DI B RS A L o LB RS CRRARAR) AYfR
I > R S Fof o 6 2% B e TR A RE B A% o AR Ak 8 M I L A T A T
BB GI I (REWRIH) —k > IR (517 ] > AZIFESHE (R
BB A B> BRI T 7GR S o s MR PR T8 > BPRH
H T HREEHHRERNETS o A OB F MY > BRASFNBARE > W
b A 3 T T o 2 I A A AL BORBEN o

makey CGRARARD) > MAEEAELHSFNITHA#E > EERTEFLBMEN -
Teig At g2 b ) > B 2R S8 SRR 8 7 o A AT 2 IR TR O A A o NI B R Y
R e R > BB BE BT AR o KRB A B CRBUETEM ) > AR R R
S W 58 — SR IR B B v 5 — R A BT o o B R R RGBT [ —
BB O A RI A X BERMFE T ABRE SR FANEE > #6 THFHRE
S8 |



G RSB THMEZREH - LR

1 It Yy 5 AR
itk
ER

JBH R R 1809 4 > RAWE H R RN —F > BRI EAMBRERER
hz M RAZFHMAZGHZ S Wik RN =MEE - ELHE
PLPA IR H % 55 AR i 2 i o (BILE S8 il AR S A > AN TR A e T 20
Ry EHE T o BBLERHIAR R — 0 St 2 50 o ML IR B 14 B BT A S i Y > 45 A A
BB AR 5 AR A R SR ARSI o H SR BB RO\ B ) PA
SHE BT 7 HH 2K 5 R 5 — S it AR B9 4 it » AT [0 B2 R ) R —
I A0 B RS ol o

REIHUE — TR R (TR A S A (e B BUR 38 — B =40 7 i 8 I 1 R 5%
AEEAENR) » A > By R AN DL [ALHS | 48 15 9% B 2 Ak > 2 PR B J R 2
JE R /NZE o A NI S S S M IR Bk A o AR (R Bl ) > RZ IR XA
A S B o — B AR R AR o

A =M B DL G aE S Rl > SMEIW MR 4L 2R G K > R (A0
& G /NI o HARIRGE I 3 4t B 7S 1 3 R R 1R K A0 AR IR 42 Y
WO — K4 > T B e b BB 1R GORGH > HAR H 2 5 0E 1 48 SR A R A AR
fEfh— O LRI d > ABWER+—FRMET -



CRME -+ —MEREH - st = [FEEWM ]
18 4 7 4
o R R T — AR

BRH R B R0 M o FRT AR — AR A > B B8 W I AR i AT
T (T3 ] =20 %) B4R o MIEAE MR I I — (8 e ) > oA 1804 4F5¢
JE o 2306 il R 45 B R LA B o 08 R L 25 S B At A 0 B 5B — SRR
Z— s FRVEMA T | EMAE - AZFRT T QARG FEE) &
TR IRTLANAE 0 > & 4 o AR A o Mt il g T 2 o (Rl A MG 5 AR U ) R HL &5 5
B —EE  THEECEREMARN S RERZHCHBRBRME )

18 H &R Al CEIEIIER ) M5 B8 > KA —FFE RS
AR B2 — o 0 52 A N A IR T 7 A A PR S 52 o R S A B SRR RE ) >
REFMURMER > BAH P d v 3 B R B - Al > B4
i A ) 58 B 4 o IR IR SRS DT AN T S BE oy o R R POAR ) Y B S A0 4
Fé > — WL S R o 9 0 % s th R 2 25 AR B ) o B — B o LTRSS
e 38 o T USROS ) o ST LB (et s ) AEBEAR L AR B A Lot - RORAEE
R 52 8 40 7 BB 5 - AR IERE AR5 OB AL I8 A B AT B AR P B - H 2 3F I An g
Ak o SRS dg B A I R A 1 A MR > R OB — R E AR A

RZIF8RGEE > RR—BREK ATH) > DEEE R LR RIEHEA > M
BA > M P 8e) BRT < IR P 4e) » iR — Bk gl foh i i 22 i » 418 B0 4% 3 1
YT RRBORAE » B G RO PR 2l A4 3 o RIS — BE R RK > AR fy R i b
IR > MRAERAW N BAEH TWIREK - RIRAZFHERC M AL > HEHR
e NABLE B > b R Z M SRR B L T EE -

& - B ek AEBLH 255 AR i > R TR P AT k8
WELGARERREERMIAANZ L > MREFHRMITA A o MbIE— LR K
B TR AY o BB N S > Wl A AR - BB RRAEE A S5
R HBE B A o ]

Gt at B RSt - AERAL
v SCRH R ph A S B A PR ]



Programme Notes
Ludwing van Beethoven (1770-1827)

Piano Sonata No. 17 in D minor, Op. 31, No. 2, “The Tempest”

Largo - Allegro
Adagio
Allegretto

For Beethoven, the piano was an alter ego as well as a laboratory where he could conduct
some of his boldest, wildest experiments but also a vehicle for his most intimate reflections
on his identity as an artist. His 32 solo piano sonatas span nearly the entirety of Beethoven’s
career, from his first claim to fame as a virtuoso to his visionary late style, when deafness
had long since brought his performance career to an end. The four sonatas we hear on Igor

Levit’s recital cover a little over a decade.

Weritten in 1801-02, the D minor Sonata has become known by a nickname, "The Tempest"
(Der Sturm in German), which did not originate with Beethoven. His personal secretary,
Anton Schindler, is responsible, since he reported that the composer told him to “read
Shakespeare’s Tempest” if he wanted to understand what the sonata intended to express.
Regardless of this questionable assertion (Schindler was notorious for purveying unreliable
claims), the Sonata in D minor reveals Beethoven’s interest in exploring new, ambitious

potential for the piano sonata.

The opening Largo might suggest a slow introduction, but it is an integral counterpart to the
agitated (indeed, “tempestuous”) Allegro. These two ideas, respectively slow and fast, form
a polarity of contemplation and terror. The first movement ventures beyond conventional
sonata design to build a powerful drama of dramatic contrasts and musical suspense. The
harp-like chord that begins the sonata is echoed at the start of the Adagio but shifts our view
now to a serenely songful dream — the eye of the storm before the mood of restless anxiety
returns in the forward-rushing finale. Beethoven’s music in this thrilling movement suggests
the improvisational genius with which he had captivated his first fans in Vienna during
spellbinding private recitals. But the virtuoso pianism is all in the service of a riveting

psychological intensity.



Piano Sonata No. 8 in C minor, Op. 13, “Pathétique”

Grave - Allegro di molto e con brio
Adagio cantabile
Rondo. Allegro

The Sonata Pathétique is the earliest sonata we hear on the programme. It dates from 1798,
when Beethoven was still in his late 20s. Already he was making the key of C minor a
personal signature — above all for when he wanted to evoke a defiantly tragic pathos. This
is the key he later famously chose for the Fifth Symphony, for example. The Pathétique is
the first of Beethoven’s sonatas to carry a familiar nickname. The French adjective was
suggested by the publisher to evoke the music’s particular emotional quality. There is
indeed a hint of old French Baroque devices in the dotted rhythms and dignified tragic air
of the opening slow introduction (Grave). As with the first movement of The Tempest, the
slow opening music is not a mere “introduction”: Beethoven embeds it several times within
the rapidly paced Allegro di molto e con brio. His manner of splicing this material in almost
foreshadows the technique of cinematic scene changes. A distinctively Beethovenian feature

is the powerful accentuation of notes and chords, to startling effect.

The Adagio cantabile gives us an unforgettable example of Beethoven’s lyrical gift and has
been borrowed by pop music as well. In the midst of this slow movement, he unleashes a
brief tempest, but the storm here is soothed by the return of the beguiling opening melody.
With the theme of the Allegro Rondo finale, the composer cleverly recalls the agitated second
theme from the first movement. Here, wrote a contemporary critic, “the high-mindedness
of a resolved heart is announced again in a powerful and beautiful expression, uniting tender

feeling and energy within itself.”



Piano Sonata No. 25 in G, Op. 79

Presto alla tedesca
Andante

Vivace

Dating from 1809, and the latest piece on our programme, this sonata seems like a
comparatively modest effort: it ranks among the shortest of the sonatas, though it unfolds in
three movements. On the surface, its manner even suggests something of a reversion to early
Beethoven. Yet a great deal of event is condensed into its miniature framework — the entire
exposition lasts under a minute — and the extroverted attitude of the opening gesture leads
to moody detours and sudden shifts from major to minor. Beethoven even anticipates the
humour of the opening of his later Eighth Symphony, another underestimated work whose

“backward glances” conceal an innovative spirit.

Beethoven titles the first movement Presto alla tedesca (referring to a German folk dance
in triple meter that moves rapidly), but the sonata as a whole has become known by the
nickname "Cuckoo" because of the minor thirds that pervade the development section,
which recall the song characteristic of this bird. (In the Pastoral Symphony, Beethoven had

introduced another voice of the cuckoo to herald the summer.)

All three movements are centered on the tonic G — the major outer movements framing
G minor in the Andante, which looks ahead to the Romantic era with its hints of erotic
escape. The rondo theme of the Vivace finale returns to mirthful G major with an idea that
Beethoven later recycled in his Op. 109 Sonata — 11 years later.



Piano Sonata No. 21 in C, Op. 53, “Waldstein”
Allegro con brio

Introduzione. Adagio molto

Rondo. Allegretto moderato - Prestissimo

Beethoven’s sketches for this landmark sonata can be found in the same notebook he used to
work out ideas for the contemporaneous Eroica Symphony No. 3; he completed both works
in 1804, dedicating the sonata to Count Ferdinand Ernst Gabriel von Waldstein — the
nobleman who was among his earliest supporters when Beethoven first set off for Vienna
(thus the nickname). This music is animated by the surge of renewed creativity following
Beethoven’s Heiligenstadt Testament — the will in which he documented overcoming his

thoughts of suicide and resolving to accept the fate of his worsening deafness.

The Waldstein Sonata was partially inspired by the gift of a new, state-of-the-art instrument
Beethoven received from the Parisian piano makers at Erard, and its new possibilities led
him to explore a quasi-symphonic approach to the keyboard. Yet this music manages to
sound both symphonic and quintessentially pianistic. Steadily pulsing chords at the outset
of the Allegro con brio indicate the dynamism of Beethoven’s thinking. They establish
an electrifying current of seemingly endlessly renewable energy. (Compare this with the
similar pulsation at the start of the Eroica.) A dramatic pause brings the forward motion
to an abrupt stop at the end of the first full statement. Beethoven’s harmonic planning
and dramatic use of extreme contrasts of range and volume shape the first movement’s

magnificent architecture.

Initially, Beethoven planned a substantial Andante to correspond to the proportions of the
outer movements, but later he replaced this with the “Introduzione” — a quasi-operatic
intermezzo that bridges the outer movements and leads directly into the massive rondo finale.
Like the first movement, the rondo opens quietly before it swells with immense energy.
Beethoven brings it all to a close with a coda of dizzying speed — in the process redefining

the piano’s powers.

Igor Levit observes that “there is an incredibly human approach” in Beethoven’s oeuvre. “It
is music that does not stand above all of us, yet is about all of us. He tells us something
about ourselves: that is why it is so incredibly alive, contemporary. And that is why I have

always felt so close to him.”

Programme notes provided by Thomas May
Chinese translation provided by KCL Language Consultancy Ltd



