
Pianist Tom Borrow has withdrawn from today’s recital  
following a bicycle accident and on the advice of his doctor. We are extremely grateful  

to pianist Jeremy Denk for agreeing to perform the following program on extremely short notice: 
 
 

Sunday, October 1, 2023, 3pm 
Hertz Hall 

Jeremy Denk, piano 
 

PROGRAM 

        Wolfgang Amadeus MOZART (1756–1791)     Piano Sonata No. 8 in A minor, K. 310 (1778) 
                                                                                                 Allegro maestoso 
                                                                                                             Andante cantabile con espressione 
                                                                                                             Presto  
 
                                   György LIGETI (1923–2006)     Études, Book 1 (1985) 
                                                                                                             Désordre 
                                                                                                             Cordes à vide 
                                                                                                             Touches bloquées 
                                                                                                             Fanfares 
                                                                                                             Arc-en-ciel 
                                                                                                             Automne à Varsovie 
 

INTERMISSION 
 

                   Johann Sebastian BACH (1685–1750)     Keyboard Partita No. 6 in E minor,  
                                                                                             BWV 830 (1730) 
                                                                                                 Toccata 
                                                                                                             Allemande 
                                                                                                             Corrente 
                                                                                                             Air 
                                                                                                             Sarabande 
                                                                                                             Tempo di gavotta 
                                                                                                             Gigue 
 
               Ludwig van BEETHOVEN (1770–1827)     Piano Sonata in E major, Op. 109 (1820) 
                                                                                                 Vivace ma non troppo – Adagio espressivo 
                                                                                                             Prestissimo 
                                                                                                             Gesangvoll, mit innigster Empfindung. Andante  
                                                                                                                 molto cantabile ed espressivo 

 



Wolfgang Amadeus Mozart 
Piano Sonata No. 8 in A minor, K. 310  
Mozart arrived in Paris, chaperoned by his 
mother, on March 23, 1778, hoping that the 
music lovers of the French capital would rec-
ognize his genius and reward him with an appro-
priate position. With the help of Baron Friedrich 
Grimm, whom he had met on his first trip to 
Paris as a Wunderkind of seven in 1763, he was 
introduced to several members of the aristocracy, 
though his treatment at their hands was some-
thing less than he had hoped for—his letters 
home often complain of being kept waiting in 
drafty anterooms and of having to perform on 
wretched harpsichords. In May, it appeared that 
his foray into Parisian cultural life might be re-
warded. He reported to his father in Salzburg that 
he had been offered the post of organist at Ver-
sailles, a job with light duties, six months leave 
per year, and proximity to the royal family. His 
longing was not for the royal chapel, however, but 
for the opera house (and for a sweetheart, Aloysia 
Weber, whom he had met on the stop in Mann-
heim while journeying to Paris), and he refused 
the post. “After all, 2,000 livres is not such a big 
sum,” he rationalized in a letter to his furious 
father. Mozart’s stay in Paris grew sad. His 
mother fell ill in June, and she died the following 
month. He lingered in Paris, sorrowful and alone, 
until September 26th, when, without the position 
he sought or the commissions he hoped to re-
ceive, he returned to Salzburg. 

Mozart tailored most of the pieces composed 
during his Parisian visit to the local taste, i.e., 
music possessed of much surface glitter and 
showy technique but with little emotional depth. 
There are two notable exceptions—the E minor 
Sonata for Violin and Piano (K. 304) and the 
A minor Piano Sonata (K. 310). His motivation 
for composing the Piano Sonata is unknown. He 
seems to have had no immediate prospect for its 
publication or public performance, and may have 
written it to play at private homes in his search 
for new pupils, or to present at the occasional 
musical gatherings of his Mannheim friends in 
Paris. Papa Leopold chastised him for “wasting” 
his time on such work when he should have been 
producing something that could earn some 

money. The sonata’s nature, “dramatic and full of 
unrelieved darkness,” according to Alfred Ein-
stein’s classic 1945 study of the composer, sug-
gests that Mozart composed the piece for himself 
rather than for any applause-seeking situation. 

The work’s stormy opening movement revives 
the world of rich, proto-Romantic expression 
that Mozart first entered with the Little G minor 
Symphony of 1773 (K. 183), and which was to in-
form some of the greatest works of his matur-
ity—Don Giovanni, G minor Symphony (K. 550), 
G minor Quintet, Requiem. The movement’s per-
vading sense of drama—dynamic contrasts, un-
relenting rhythms, expressive harmonies—mark 
an important advance in Mozart’s musical lan-
guage. The Andante opens in a bright major key, 
but soon shades into the minor, and in its middle 
section recalls the dramatic emotion of the pre-
ceding movement. The masterful alternation of 
major and minor, of light and shadow, of melan-
choly and hope, pervades the gossamer textures 
of the concluding Presto. 

 
György Ligeti  
Études, Book I 
György Ligeti, one of music’s greatest modern 
masters, was born in 1923 to a Jewish family in 
the then Hungarian province of Transylvania. He 
studied composition at the conservatory in his 
boyhood home of Kolozsvár during the early 
years of World War II, when he also managed to 
take some private lessons in Budapest with the 
noted Hungarian pianist and composer Pál Ka-
dosa. In 1944, however, Ligeti, with many other 
Jews, was pressed by the Nazis into forced labor 
in dangerous situations, including working in a 
munitions dump just in front of the Russian ad-
vance. After the war, Ligeti continued his studies 
at the Budapest Academy of Music. He pursued 
field research in Romanian folk music for a short 
time following his graduation in 1949, but re-
turned to the Budapest Academy a year later, 
when he was appointed professor of harmony, 
counterpoint, and analysis. He fled Hungary in 
the wake of the Russian occupation of 1956, and 
settled in Vienna. He achieved his first wide rec-
ognition when his Apparitions was performed at 
the International Society for Contemporary 
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Music Festival in Cologne in 1960. Ligeti con-
tinued to compose prolifically while teaching in 
Europe and America, and received the Bach 
Prize of the City of Hamburg, the German dec-
oration Pour le mérit, and many other prestigious 
honors. He died in Vienna on June 12, 2006. 

In writing of his three books of Études, Ligeti 
noted the many influences that flowed into them, 
from classical and vernacular to world music and 
geometry, but went on to say that “my Études are 
neither jazz nor Chopinesque-Debussian music, 
neither African nor Nancarrow, and certainly not 
mathematical constructs. I have written of in-
fluences and approaches, but what I actually 
compose is difficult to categorize: it is neither 
‘avant-garde’ nor ‘traditional,’ neither tonal nor 
atonal. And in no way post-modern, as the ironic 
theatricalizing of the past is quite foreign to me. 
These are virtuosic piano pieces, études in the 
pianistic and compositional sense. They proceed 
from a very simple core idea, and lead from sim-
plicity to great complexity: they behave like 
growing organisms.” 

Ligeti explained that the first and last of the six 
études comprising Book I of 1985 shared a cre-
ative impulse: “In the Étude No. 6, ‘Automne à 
Varsovie’ [‘Autumn in Warsaw’] a single pianist, 
with only two hands, seems to play simulta-
neously at two, three, sometimes four different 
speeds. The piece is a sort of a fugue with dimi-
nutions and augmentations from 3 to 4 to 5 to 7. 
My knowledge of the super-fast ‘elementary 
pulse’ in African musical thinking made the 
polyrhythm (and ‘polytempo’) in this étude pos-
sible. But I am using only an idea from African 
notions of movement, not the music itself. In Af-
rica, cycles or periods of constantly equal length 
are supported by a regular beat (which is usually 
danced, not played). The individual beats can be 
divided into two, three, sometimes even four or 
five ‘elementary units’ or fast pulses. I employ 
neither the cyclic form nor the beats, but use 
rather the elementary pulse as an underlying 
grid-work.  

“I use the same principle in Étude No. 1, ‘Dé-
sordre’ [‘Disorder’], for accent shifting, which al-
lows illusory pattern deformations to emerge: the 
pianist plays a steady rhythm, but the irregular 

distribution of accents leads to seemingly chaotic 
configurations.” 

The Étude No. 2, “Cordes à vide” (“Open 
Strings”), is based on a succession of interlocking 
perfect fifths (i.e., the interval created by the first 
two pitches of “Twinkle, Twinkle, Little Star”), 
played as if from a distance at first but becoming 
more intense and complex before fading toward 
silence at the end. The effect is somewhat Impres-
sionistic and almost programmatic, perhaps 
Ligeti’s late-20th-century analogue to Debussy’s 
La cathédrale engloutie (The Sunken Cathedral), 
which was inspired by an ancient Breton legend 
of a cathedral in the submerged city of Ys that 
rises briefly above the waves on clear mornings, 
bells tolling and priests chanting. 

In the Étude No. 3, “Touches bloquées” 
(“Blocked Keys”), both hands play on the same 
keys, though one hand silently depresses and 
holds down some keys to keep the dampers away 
from the strings while the other hand plays fast, 
chromatic patterns around them, creating a 
gapped scale effect through which the “blocked 
keys” strings are sympathetically activated to pro-
duce tiny halos of sound. The brief center section 
comprises clipped phrases built from occa-
sionally fractured octaves. 

The Étude No. 4, “Fanfares,” with its incessant 
scalar ostinato, short-phrased melody, irregular 
beat pattern (3+2+3), and modal harmonies, is 
rooted in the subtilized gestures that Bartók ex-
tracted from Hungarian folk music. 

Long rising and falling chromatic threads of 
music characterize the Etude No. 5, “Arc-en-ciel” 
(“Rainbow”), which Ligeti said was influenced by 
jazz pianism, specifically “the poetry of Thelo-
nious Monk and Bill Evans. ‘Arc-en-ciel’ is almost 
a jazz piece.” 

 
Johann Sebastian Bach  
Keyboard Partita No. 6 in E minor, BWV 830  
With the condescending pronouncement, “Since 
the best man could not be obtained, mediocre 
ones would have to be accepted,” City Councilor 
Platz announced the appointment of Johann Se-
bastian Bach in 1723 as Cantor for Leipzig’s 
churches. Platz’s “best man” was Georg Philipp 
Telemann, then the most highly regarded com-
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poser in all Germany, and the local disappoint-
ment at not being able to pry him away from his 
post as Hamburg’s music director was only one 
of the many difficulties that Bach faced during 
his first years on the job in Leipzig. Bach’s new 
duties centered on directing the music for the 
Sunday worship at the town’s four churches, prin-
cipally St. Thomas, where the service usually 
stretched to four hours and required copious 
amounts of music, a sizeable portion of which the 
new Cantor was required to compose. Bach was 
responsible to the city’s ecclesiastical Consistory 
in fulfilling these duties, which he had to balance 
with his teaching at the church’s school, run by 
the town council. He was also charged with pro-
viding some of the music for Leipzig University’s 
chapel, administered by that institution’s board 
of governors. His dealings with none of these 
bodies was eased by his volatile, sometimes even 
belligerent temper, and his relations with his su-
periors were almost constantly strained. The 
most serious of these animosities erupted in a pe-
tition to the land’s highest authority, Augustus 
“the Strong,” Elector of Saxony, asking him to ad-
judicate a dispute over his assignments and pay 
with the university authorities, who were much 
concerned with Bach’s paucity of formal educa-
tion. Bach lost. 

Much of Bach’s early activity in Leipzig was 
carried out under the shadow of the memory of 
his predecessor, Johann Kuhnau, a respected mu-
sician and scholar who had published masterly 
translations of Greek and Hebrew, practiced as a 
lawyer in the city, and won wide fame for his key-
board music. In 1726, probably the earliest date 
allowed by the enormous demands of his official 
position for new sacred vocal music, Bach began 
a series of keyboard suites that were apparently 
intended to compete with those of Kuhnau. In 
addition to helping establish his reputation in 
Leipzig, these pieces would also provide useful 
teaching material for the private students he was 
beginning to draw from among the university’s 
scholars, who were less hampered by bureau-
cratic exigencies than their superiors in recogniz-
ing Bach’s genius. (Several of his secular cantatas 
were written for commissions from the univer-
sity students.) The Partita No. 1 in B-flat major 

(BWV 825) issued in that year was the first of his 
compositions to be published, with the exception 
of two cantatas that appeared during his short 
tenure in Mühlhausen many years before 
(1707–1708). Bach funded the venture himself 
and even engraved the plates (to save money) 
with the help of his teenage son Carl Philip Ema-
nuel, who was then learning that exacting craft. 
(Copies could be had directly from the composer, 
cash in advance.) Bach published an additional 
partita every year or so until 1731, when he gath-
ered together the six works and issued them col-
lectively in a volume entitled Clavier-Übung 
(Keyboard Practice), a term he borrowed from 
the name of Kuhnau’s keyboard suites published 
in 1689 and 1692. The partitas of what became 
Part I of the Clavier-Übung were well received; 
Johann Nikolaus Forkel, in the first full biography 
of Bach (1802), reported that “the works made in 
their time a great noise in the musical world. 
Such excellent compositions for harpsichord had 
not been seen or heard before, so brilliant, agree-
able, expressive, and original are they. Anyone 
who could play them well could make his fortune 
in the world thereby, and even in our times, a 
young artist could gain acknowledgment by 
doing so.” Bach continued his series of Clavier-
Übung with three further volumes of vastly dif-
ferent nature: Part II (1735) contains the Italian 
Concerto, the ultimate keyboard realization of 
that quintessential Baroque orchestral form, and 
an Ouverture (Suite) in the French Manner; Part 
III (1739), for organ, the Catechism Chorale Prel-
udes, several short canonic pieces and the St. 
Anne Prelude and Fugue; and Part IV (1742), the 
incomparable Goldberg Variations. 

The term “partita” was originally applied to 
pieces in variations form in Italy during the 16th 
century, and the word survived in that context 
into Bach’s time. The keyboard partitas of the 
Clavier-Übung, however, are not variations but 
suites of dances, a form that in France occa-
sionally bore the title of Partie, meaning either a 
movement in a larger work or a musical piece for 
entertainment. The French term was taken over 
into German practice in the late 17th century as 
Parthie to indicate an instrumental suite, and 
Bach’s “Partita” seems to have been a corruption 
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of this usage. (He had earlier used the title for 
three of his works for unaccompanied violin.) 
Bach referred to these pieces as galanteries or “en-
tertainment pieces,” and loosened the usual Ger-
man succession of dances (Allemande, Courante, 
Sarabande, Gigue) to include such alternate 
movements as Rondeau, Capriccio, Burlesa, Aria 
and Gavotte. Each of the six partitas opens with 
a movement of different character: Praeludium, 
Sinfonia, Fantasia, Ouverture, Praeambulum 
and Toccata. The dances that follow these prelu-
dial movements differ from one work to the 
next, but satisfy the demand for stylistic variety 
and formal balance. Charles Sanford Terry 
wrote, “Bach’s keyboard suites contain not far 
short of 200 movements. They exhibit extraor-
dinary fertility of invention, vivid imaginative 
power, and complete technical mastery of the 
forms they employ.”  

The Partita No. 6 in E minor is one of Bach’s 
most introspective keyboard compositions. It 
opens with an unusual toccata, a form that typi-
cally admits only free, quasi-improvisatory figu-
ral work (as is heard in the first and last sections), 
but here expanded to incorporate a vast fugue as 
the central argument of the movement. The fol-
lowing Allemande is deeply expressive and richly 
decorated. The Corrente is built around a pre-
cisely controlled chain of nervous rhythmic syn-
copations. The brief Air is a moto perpetuo piece 
rooted in largely scalar figurations. Next comes 
a sarabande whose elaborate melodic filigrees 
temper its essentially tragic nature. Two fast 
movements close the work: a gavotte of vigorous 
rhythmic energy and a gigue in imitative style. 

 
Ludwig van Beethoven 
Sonata in E major, Op. 109 
Beethoven’s painful five-year court battle to se-
cure custody of his nephew Karl from his brother 
Caspar’s dissolute widow (whom the composer 
disparaged as the “Queen of the Night”) finally 
came to an end early in 1820. He “won,” but lost 
the boy’s affection (Karl, half crazed from his 
uncle’s overbearing attention, tried, unsuccess-
fully, to kill himself); the case also publicly ex-
ploded the composer’s pretension that he was of 
noble blood. Beethoven was further troubled by 

deteriorating health and a certain financial dis-
tress (he needed a loan from his brother Johann, 
a prosperous apothecary in Vienna, to tide him 
over that difficult time), so it is not surprising that 
he composed little during the period. With the 
resolution of his custody suit, however, he re-
turned to creative work with a set of three piano 
sonatas, and began anew the titanic struggle to 
embody his transcendent thoughts in musical 
tones. In no apparent hurry to dispel the rumors 
in gossipy Vienna that he was “written out,” he 
produced just one work in 1820, the Sonata in 
E major, Op. 109. The A-flat Sonata was dated 
on Christmas Day, 1821, and his last piano so-
nata, the Op. 111 in C minor, appeared just three 
weeks later. It was in his three last sonatas that 
Beethoven realized the essential technique—the 
complete fusion of sonata, variation, and 
fugue—that fueled the soaring masterpieces of 
his final period. 

Beethoven composed his Op. 109 between 
May and September 1820 in the Austrian village 
of Mödling, south of Vienna, where he had rus-
ticated for the two previous summers (though he 
had to find new lodgings that year since his land-
lord of 1819 refused to rent to the stone-deaf 
composer again because of his “noisy distur-
bances”). Those country residencies were times 
of spiritual and creative retreat for Beethoven, 
when, according to his amanuensis and biogra-
pher, Anton Schindler, he was “rapt away from 
the world.” Sketches for the sonata appear among 
those for the Credo and the Benedictus of the 
Missa Solemnis, an appropriate balance of the 
personal and public manifestations of the tran-
scendent visions he was seeking to embody 
within the creations of his last years. The sonata 
was published by the Berlin house of Schlesinger 
in November 1821 with a dedication to Maximil-
iane Brentano, the daughter of Franz Brentano (a 
Frankfurt merchant who acted as the composer’s 
agent with the publisher Simrock) and Antonie 
Brentano (whom Maynard Solomon has con-
vincingly identified as the “Immortal Beloved”). 
“A dedication!!!,” Beethoven wrote to Maximili-
ane on December 6th. “Well, this is not one of 
those dedications that are used and abused by 
thousands of people. It is the spirit that unites the 
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noble and finer people of this earth and which 
time can never destroy. It is this spirit that now 
speaks to you and calls you to mind, and likewise 
your beloved parents—your most excellent and 
gifted mother, your father imbued with so many 
truly good and noble qualities and ever mindful 
of the welfare of his children.... The memory of a 
noble family can never fade in my heart. May you 
sometimes think of me with a feeling of kindness. 
My most heartfelt wishes. May heaven bless your 
life and the lives of all of you forever.” 

The dominant emotional state of the outer 
movements of the E major Sonata is optimism 
and joy (perhaps a reflection of Beethoven’s grat-
itude over the court decision regarding Karl), 
which is thrown into relief by the stormy central 
Prestissimo. The opening movement is the epi-
tome of Beethoven’s distillation of the sonata 
principle in his late works: the two themes (the 

first—fast, flowing, diatonic, arpeggiated; the sec-
ond—slow, ruminative, chromatic, chordal) are 
given in bare, economical juxtaposition, without 
introduction or transition. The development sec-
tion is a seamless, superbly directed elaboration 
of the main theme that reaches its peak at the 
moment the recapitulation begins. The second 
subject returns before the movement ends with 
a luminous coda built on the principal theme. 
The fiery Prestissimo, which serves as the work’s 
scherzo and its emotional foil, is also in sonata 
form, though, unlike the opening movement, its 
themes are little contrasted with each other. The 
finale, twice the length of the first two move-
ments combined, is an expansive set of six vari-
ations founded upon the hymnal two-part theme 
presented at the outset. An ethereal restatement 
of the theme, virtually a benediction to the entire 
work, brings the sonata to a sublime close. 

—© 2023 Dr. Richard E. Rodda 
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JEREMY DENK is one of America’s foremost 
pianists, proclaimed by the New York Times “a 
pianist you want to hear no matter what he per-
forms.” Denk is also a New York Times bestselling 
author, a winner of both the MacArthur “Genius” 
Fellowship and the Avery Fisher Prize, and a 
member of the American Academy of Arts and 
Sciences.  

During the 2023–24 season, Denk premieres a 
new concerto written for him by Anna Clyne,  
co-commissioned and performed by the Dallas 
Symphony Orchestra, the City of Birmingham 
Symphony, and the New Jersey Symphony. He 
also returns to London’s Wigmore Hall for a 
three-concert residency, reunites with Krzysztof 
Urbański  to perform with the Antwerp Sym-
phony, and joins the Danish String Quartet at 
their Series of Four festival. In the US, he per-
forms a program focusing on female composers, 
and continues his longtime collaboration with 
Steven Isserlis and Joshua Bell.  

Denk is also known for his original and in-
sightful writing on music. His New York Times 
bestselling memoir Every Good Boy Does Fine 
was published by Random House in 2022, with 
features on CBS Sunday Morning and NPR’s Fresh 
Air and in the New York Times and the Guardian. 
Denk has also written the libretto for a comic 
opera presented by Cal Performances, Carnegie 
Hall, and the Aspen Festival, and his writing has 
appeared in the New Yorker, the New Republic, 
and the Guardian, as well as on the front page of 
the New York Times Book Review. 

Denk’s albums have appeared on many year-
end “Best of” lists and his recording of the Gold-
berg Variations reached No. 1 on the Billboard 
classical charts. His latest album of Mozart piano 
concertos with the Saint Paul Chamber Orches-
tra was released in 2021 on Nonesuch Records.  

Jeremy Denk is a graduate of Oberlin College, 
Indiana University, and the Juilliard School. He 
lives in New York City.
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