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SONATA IN A MINOR, K. 310 

1. i. Allegro maestoso 5 46 

2. ii. Andante cantabile 9:24 

3. hi. Presto 3:20 

4 MARCH IN C MAJOR, K. 408 2 58 

5 COURANTE IN E-FLAT MAJOR, K. 399 213 

6. GIGUE IN G MAJOR, K. 574 132 

7. RONDO IN A MINOR, K. 511 ioh 

SONATA IN F MAJOR, K. 533/494 

8. i. Allegro 7:37 

9. 11. Andante 9:39 

10. in. Allegretto 6:4i 
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SONATA IN A MINOR, k. 310 (1778) 

1. i. Allegro maestoso 5:46 

2. ii. Andante cantabile 9:24 

3. in. Presto 3:20 

4. MARCH IN C MAJOR, k. 408 (1782) 258 

5. COURANTE IN E-FLAT MAJOR, k.399 (1782) 2:13 

6. GIGUE IN G MAJOR, k. 574 (1789) 1=32 

7. RONDO IN A MINOR, k. 511 (1787) to:i4 

SONATA IN F MAJOR, k. 533/494 (1788) 

8. i Allegro 7:37 

9. ii Andante 9:39 

io. hi Allegretto 6:4i 



iROUND THE TIME Richard Goode was 

born, piano recitals usually began with something from the eighteenth century, as 

often as not one of the Mozart sonatas. On the other hand, Mozart s piano concer¬ 

tos were as good as unknown, except for the D minor and the pioneering efforts on 

behalf of a few of the others by a handful of artists such as Artur Schnabel, Rudolf 

Serkin (one of Richard Goode’s teachers), and Mieczyslaw Horszowski. Today it is 

all the other way around. The concertos are ubiquitous—fair enough, since they are 

the greatest we have (a judgment neither Beethoven nor Brahms would have quar¬ 

reled with)—but while students work on the sonatas, how rare it has become to 

hear one of them in public concert. “Too easy for children, too hard for adults,” said 

Schnabel of those works. As for the unattached short pieces, except for the A-minor 

Rondo, they are terra incognita even for most pianists. To hear the Mozart recital 

on this CD in the summer of 2004 was not only beautiful, as moving as it was 

delightful, in the ways you would expect, but a breathtaking adventure as well. 

WE BEGIN with assertive, powerful, dramatic Mozart, a musician far removed from 

what is suggested by the bland image presented by all the post-eighteenth-century por¬ 

traits, to say nothing of marketing gimmicks along the lines of Mozart for Lovers or a 

CD I was once given of the slow movement of the so-called Elvira Madigan Concerto 

mixed with the sounds of sea and surf. Mozart composed his A-minor Sonata during his 

stay in Paris from March to September 1778. Largely, that visit was a mixture of exasper¬ 

ation and triumph, and the high point on the positive side was the jubilantly successful 

premiere on 18 June of the D-major symphony that we now know as the Paris, K. 300a 

(297). Along with professional frustration—not enough commissions, not enough 

money, an inclination on the part of some of the public still to view Mozart as the child 

prodigy who had twice visited Paris in the 1760s—Mozart also had to deal with the deep¬ 

est personal grief of his life. His mother, who had accompanied him on this journey, had 

fallen ill earlier in June. She was still able to hear the new symphony, but she took to her 

bed the next day and died a little over three weeks later. One of Mozart’s tasks was to 

break the news to his father and sister. 

Two dark works come from that summer, the E-minor Violin Sonata, K. 300c 

(304) and this A-minor piano sonata, a work of racking tragic import. The Piano 

Sonata was published in Paris in 1783 together with the sonatas in C and F, K 309 

and 310, all gathered as Opus IV. It is not a long work, but with the majestic charac¬ 

ter of the first movement, its stern gestures and grim dissonances, and its massive 

sonorities, it impresses as something huge. Most particularly it is the development 



that is fierce: the harmonies move swiftly, and the imitations are piled one upon 

another so as to create a maximum of shocking friction between chords. This 

movement is also an exceptional challenge to a pianist’s fluency, feeling for color, 

ability to sustain the tensile strength of a long musical line, and skill at sorting out a 

richly involved polyphonic texture. The Andante, which Mozart asks to have played 

songfully and expressively {Andante cantabile con espressione), starts in a manner 

more gracious and sweet, more Parisian, if you will, but here, too, it is not long 

before fiercer sentiments and voices dominate the scene. Again, it is in the develop¬ 

ment that this happens: the densely voiced chords in the left hand suggest funereal 

drums, and here too Mozart makes the most of the possibilities of dissonance as A’s 

clash with B’s, E’s with F’s, D’s with E-flats, and C’s with D’s. The finale roars by at 

high speed and in an unbroken outpouring of fiery energy. There is a touch of 

A-major palliative midway, but the work ends where it had begun, in a tight-lipped 

fury of A minor. 

THE ENERGETIC C-major March dates from 1782. In its original form it is a 

bright orchestral piece, the kind of movement one would find as the opening of 

a serenade. Mozart made the piano reduction himself, possibly for his wife. 

1782, the year of that march, was a year that changed Mozart’s life. On the personal 

side, in August he married Constanze Weber. At the time of the last Paris visit he 

had been or at least believed himself to be in love with her older sister Aloisia. 

A fine singer and a bit of an ice princess, she would not have him, and at the end of 

the day Mozart was surely better off with the slightly less gifted but warmh affec¬ 

tionate and sexy Constanze. In his musical life, the key event was becoming 

acquainted with the music of Handel and Johann Sebastian Bach. As a boy still 

in single digits, visiting England in 1764 and 1765, he had known Bach’s youngest 

son, John Christian, the master setting the boy on his lap while they improvised 

together at the harpsichord, sometimes taking alternate measures, or perhaps with 

Mozart completing a fugue Bach had begun. He would also have had some knowl¬ 

edge of the work of the second son, Carl Philipp Emanuel, but the two great 

masters of the High Baroque became part of his life through the enthusiasm—the 

often-exhausting enthusiasm—of Baron Gottfried van Swieten, Court Librarian 

and keen musical amateur. Van Swieten had come to know Johann Sebastian 

Bach’s music while on diplomatic service in Berlin, where he became friends with 

Carl Philipp Emanuel, who assured him that his father was a far greater composer 

than himself. The range and greatness of Handel’s achievement had come to 

van Swieten’s attention when he lived in England. 

Van Swieten collected what music he could by both composers and, once settled 

in Vienna, organized both private musicales and public concerts for the purpose of 

spreading the gospel. Mozart, handy as a fluent reader at the keyboard, became part 

of his musical entourage. This new/old music of Bach and Handel made an 

immense impact on Mozart’s own work, and on Haydn’s as well. Mozart began by 

imitating fugues in (more or less) the style of Bach, but before long he internalized 

his discoveries. As we can hear in the A-minor Sonata, counterpoint as a composi¬ 

tional and expressive resource was not new to Mozart, but from 1782 on it became 

an ever-present means of enriching his musical language beyond the most fantastic 

dreams he had entertained just a few years before. The finale of the Jupiter 



Symphony is the most famous and most spectacular example of this new polyphonieally 

elaborated classical style, but hardly anything in Mozart’s later operatic finales or in 

most of his mature instrumental music could or would be what it is without that 

wondrous infusion. 

In the early stages of that absorption, Mozart set out to compose a quasi- 

Baroque keyboard suite, writing a French Overture (slow introduction in dotted 

rhythms and fugal Allegro), an Allemande, a Courante, and six bars of a Sarabande, 

before he dropped this fascinating project. Bach’s standard design for such a suite 

was Overture, Allemande, Courante, Sarabande, Gigue, with some other dance pos¬ 

sibly inserted after the Sarabande. Mozart takes two significant liberties with the 

Baroque plan: one is to have the Overture run into the Allemande without a break, 

the other and bolder one, to depart from Bach’s single-key scheme and to cover a 

range of tonalities, the Overture in C major, the Allemande in C minor, the Courante 

in E-flat, and the Sarabande in G minor. The Courante, a dance in triple meter, 

exists in two varieties: the French kind, which Bach prefers, is apt to be rhythmically 

quite complex, while the Italian sort, properly Corrente, flows more simply. Mozart 

used the French term, but this lovely movement, lyric but with the lyricism all 

made of intertwined threads of sweet melody, is definitely a Corrente. 

THE G-MAJOR GIGUE, an utterly amazing minute and a half of music, is 

also tied to Bach—by being a gigue, by its polyphonic facture, and because it was 

composed in Leipzig, where, as Mozart well knew, Bach had spent the last twenty- 

seven years of his life. From 8 April until 4 June 1789, Mozart was on the road, his 

principal stops including Prague, Dresden, Leipzig, Potsdam, Leipzig again, Berlin, 

and Prague again. In most respects, particularly psychological and financial, this 

journey was a disaster. The first time in Leipzig, Mozart improvised on the organ at 

St. Thomas, Bach’s church; the second time he gave a concert at the Gewandhaus 

that included two piano concertos and several vocal works with the soprano 

Josepha Duschek. 

On his last day there, Mozart also visited the Saxon Court organist (and fellow 

Mason), Karl Immanuel Engel, normally stationed in Dresden but conducting some 

theater performances in Leipzig just then. As a souvenir of his visit as well as a trib¬ 

ute to the greatest of Leipzig musicians, Mozart inscribed these astounding thirty- 

eight measures into Engel’s personal album. The date was 16 May. The Gigue 

moves at high speed and, for the most part, in sharply defined three-part texture, 

with sturdy chords to prepare and nail the cadence at the end of each section. The 

resultant harmonies as well as the excitingly jagged melodic lines must have made 

the good Engel’s hair stand on end, and one hopes they delighted him as much as it 

must have delighted Mozart to invent them. 

One musician and passionate Mozart-lover who was thrilled by this micro¬ 

masterpiece was Tchaikovsky, who made an elegant orchestration of it to serve as 

the first movement of his Mozartiana Suite. Another was Arnold Schoenberg, who 

regarded Mozart as one of his principal teachers and who, as the English critic Paul 

Hamburger pointed out more than half a century ago, modeled the twelve-note 

theme of the Gigue in his Suite, Opus 29, on Mozart’s eleven-note theme. 

SOME OF the most personal and interesting music Mozart wrote for solo piano 

is in his still rather little-known non-sonata pieces: the various fantasias, rondos, 



and variations, the G-major Gigue just discussed, and the ever-astonishing 

D-major Minuet, K. 355 (594a) that Tchaikovsky chose as a companion piece for 

that vertiginous Gigue in Mozartiana} Most pianists would probably agree that 

the greatest of all these pieces is the A-minor Rondo, K. 511, which Mozart 

entered into his own catalogue on 11 March 1787. 

A few years later, phrases like “a constant sadness” and “an emptiness that is 

always there and even grows from day to day” begin to appear in Mozart’s letters 

to Michael Puehberg, the older fellow Mason from whom he constantly needed 

to borrow money, and to his wife. If those were the first verbal expressions of his 

feeling of desolation, he had said it in music long before, and nowhere more 

clearly, more devastatingly than in the A-minor Rondo. It is his saddest work, 

music of a melancholy so deep that it is exceptional even for him. This is not the 

tragic drama of the A-minor Sonata, not the tense fury of the D-minor Piano 

Concerto, not the classic pathos of the Concerto in C minor. The melancholy of 

some of his G-minor music, particularly the String Quintet, K 516, and Pamina’s 

“Ach, ieh fuhl’s” in The Magic Flute, comes close. What we hear in the A-minor 

Rondo is sadness, sadness beyond consolation, even beyond tears. It is the sad¬ 

dest music I know that is not by Schubert. 

That G-minor Quintet is a near neighbor on the calendar. (But so, we need 

to remember, are the very different C-major Quintet, Fine kleine Nachtmusik, 

and A Musical Joke, just as even the last letters to Constanze are full of high- 

1 Dance lovers know the Gigue and Minuet in Tchaikovsky’s orchestration from Balanchine’s Mozartiana, 

one of his most inspired ballets. 

spirited expressions of love and sexual desire.) It is perhaps only a coincidence, 

but shortly after composing the A-minor Rondo, in what turned out to be his last 

letter to his father, Mozart, recently turned thirtv-one, set down a remarkable 

meditation on death, “the true and final goal of our life. In the last few years I 

have become so intimate with this true and best friend of humankind that his 

image holds nothing frightening for me anymore, but rather, much that is calm¬ 

ing and consoling! I never go to bed without considering that, young as I am, I 

may perhaps no longer exist the next day.” 

The music of the Rondo is both dance and song. The dance is a gently lilting 

siciliana in 6/8 time; the song—and not even Mozart ever wrote more touch¬ 

ing lines—presents constant struggle between a striving to rise and an 

ineluctable downward pull. The varied reappearances of the theme show us 

much about Mozart’s art of ornamentation at the piano—and what a crescendo 

of expression those embellishments bring us! The invention of detail is more 

extraordinary than ever, particularly in the variety of rhythmic figures with 

which Mozart fills the measures. Midway, there is an interlude in A major, but 

going to what we are taught to think of as the brighter mode is no palliative: 

nothing here is more annihilating than the sadness of the smile behind those 

three pages.2 A broad, yearning, exploring coda brings the Rondo to a close. The 

final two-chord cadence is a skeletal representation of the main melody—so 

simple, and a stroke of genius. 

2 Here is where Schubert comes to mind again, for it was he who had a special way of stabbing us with a turn from 

minor to major. (Listen to the slow movement of his last piano sonata.) Did he knowr Mozart’s Rondo? I have no 

idea, but it seems likely since he made a point of being well informed about the w ork of his immediate predecessors. 



TO END, another sonata, and one of Mozart’s most richly varied, inventive, and 

brilliant. Looking at the way this wonderful work is listed, you probably begin by 

wondering about the double Kochel number, K. 533/494. And this is in fact a com¬ 

posite work; that is, the rondo finale. K 494, composed in 1786, the Figaro year, was 

an independent piece, which Mozart adapted to complete a sonata whose first two 

movements he wrote two years later, in 1788. 

You need not penetrate far into this F-major Sonata before you hear that here, 

too, is a work whose stylistic essence is the marriage of Baroque learning and 

Classical grace—or, if you like, the absorption of the former by the latter. It is pre¬ 

cisely that mixture that produces this so essentially Mozartian combination of 

charm and intellectual delight. 

Mozart begins his first movement with a delicious stroke of wit. The unac¬ 

companied presentation of theme suggests “fugue,” but in fact when the left hand 

comes in it is with an ordinary accompaniment. The same deceit is repeated when 

the left hand tries the tune, but we need not wait long for Mozart to regale us with 

subtle riches of counterpoint and an inventiveness of texture unsurpassed in any of 

his keyboard works. (A few equal it, for example the finale of the F-major Piano 

Concerto, K 459.) Furthermore, learning and grace are combined with a keyboard 

style of sparkling brilliance. 

In the Andante, Mozart uses the possibilities of counterpoint to create har¬ 

monies of rending poignancy and breathtaking daring. Nothing is neutral here, not 

even the most “ordinary” accompaniment figurations. The finale begins in an idiom 

as close to Rococo as mature Mozart ever came, and the emphasis on the high reg¬ 

ister contributes very much to this effect. But the impression of innocence is soon 

dispelled, especially by the unceasing barrage of new ideas that follows. It was clear 

to Mozart that he could not take this music over into the Sonata as it was and have 

it convince us as a worthy continuation of the extraordinary Allegro and Andante. 

He therefore expanded it by what is in effect a cadenza, starting on a low C, cover¬ 

ing the entire range of his keyboard, and glorying in a brief but immensely rich 

polyphonic elaboration of the main theme, and indeed, once the path to the bottom 

end of the keyboard has been opened up, Mozart finds it irresistible. 

—M ICHAEL STEINBERG, October 2004 
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