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Leos Jandéek (1854 - 1928)

Piano Sonata 1.X.1905 From the Street + Z ulice » Von der Strase

De fa rue (1905)

[4] I Presentiment + Predtucha  Die Ahnung + Le Pressentiment Con moto

[2] Il Death + Smrt + Der Tod « LaMort
Ludwig van Beethoven (1770 - 1827)

Adagio

Piano Sonata No. 21 in C major » C-Dur » ut majeur 0p.53 Waldstein (1804)

[3] | Allegro con brio
[4] 11" Introduzione: Adagio molto - attacca
[5] I Rondo: Allegretto moderato

Piano Sonata No. 24 in F sharp major » fis-Dur + fa diése majeur 0p.78 (1809)
[6] | Adagio cantabile - Allegro ma non troppo

[T 11" Allegro vivace

Johannes Brahms (1833 - 1897)

Piano Sonata No. 2 in F sharp minor  fis-moll  fa diése mineur 0p.2 (1854)

[8] I Allegro non troppo, ma energico
[9] Il Andante con espressione
[10] Il Scherzo: Allegro - Poco pili moderato

[14] IV Introduzione Sostenuto - Allegro non troppo e rubato - Molto sostenuto
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In creative programming, | have always seen an
opportunity for illuminating the individuality of works by
placing them in tonal, dramatic and historic relief.

Thus, through the sequence of a recital program, repertoire that
has long heen familiar to us is put into a new perspective.

This series of Perspective CDs is a document of my concert activity
and aims at bringing the recital experience to the living room.

- Andreas Haefliger 2009
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Musicians experience myriad rites of passage that provide endless fascination

for audiences and historians. For performers, such landmark events may be

their recital debut, learning their first Begthoven Sonata, their debut as soloist

with orchestra, their first commercial recording, or—playing all of a celebrated
composer's works in one genre. A remarkable olympic achievement for a select few
pianists is performing all thirty-two of Begthoven's piano sonatas. Andreas Haefliger
takes this already challenging rite to anather level by performing the entire series
of Beethoven sonatas alongside works of other composers in order to provide
illuminating context.

For composers, rites of passage may be their first published piece, an extraordinary
leap of originality, having a work performed outside their hometown, composing
their first symphony, or a new maturity in style. Beethoven indicated personal
defining moments on several occasions with words such as: “This is my best

work yet, written in a completely new manner.” Of course such accomplishments
differ from composer to composer—not all of them famously incorporate a fugue

in alarger movement, for instance, or employ a musical “cipher” to immortalize a
loved one. Enough composers have done So, however, to mark these as personal
milestones.

Itis the curious nature of rites of passage that they can be experienced as
obligatory or deeply personal—or some combination of the two. Let us consider
the present pieces for aspects that display varying degrees of public and private
achievement.



We begin at the end of the present chronological spectrum with the remarkable
case of Leo§ Janacek, “discovered” only late in life—in his sixties with his opera
Jenifa (1916). But did he not experience his own rites of passage even without
nternational scrutiny? Like many composers he responded in a deeply personal
manner to a tragedy—much as in modern memory many composers wrote works
reflecting on the tragedies that occurred in the U.S. on September 12, 2001
Janacek composed his Sonata 1.X.1905 Z ulice (*From the Street”) in reaction to
the death of young worker FrantiSek Pavlik from bayonet wounds suffered in the
Austrian troops' violent suppression of a demonstration to establish a university for
Czech students in Brno.

Remarkably, Janacek cid not immediately recognize this outpouring as a worthy
stage In his “development.” Before the January 1906 premiere he burned the third
movement—never to be retrieved—and afterward tossed the first two movements
into the Vitava (known in Germany as the Moldau). Fortunately for posterity,
Ludmila Tuckova, the pianist for the premiere, had copied out the two movements
and twenty years later performed them for the composer. Now the seventy-year-old
Janacek could appreciate the achievement his music represented, and had the two
movements—Presentiment and Death—published as a complete work.

What makes these movements so engaging musicaly are qualties that Jandcek

no doubt had come to recognize as stages central to his mature style. In the

first movement, for example, he relates all his ensuing ideas to the improvisatory
opening and the following strident motive. He must also have thought his sections in
complex cross rhythms especially worthy of his mature style. In both movements he
surely liked the wide open texture achieved by doubling the melody several octaves
apart, an important device for so many composers of the twentieth century—
Bartdk, Stravinsky, and Prokofiey, to name a few. The slow second movement's
motivic relationship to the first movement and the significant use of short phrase
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repetitions and silences contribute masterfull to its sorrowful mood.

Beethoven's celebrated Waldstein Sonata—along with the Eroica Symphony and
Appassionata Sonata—marked the transition to his “heroic™ phase—one of the
most stunning “rites of passage” in the history of music. That he dedicated it to
Count Waldstein, who had helped pave his way when he moved to Vienna from Bonn,
speaks volumes about his esteem for this patron,

The new power and drive of the Waldstein corresponds not only with the expansion
of form in Beethoven's symphonies, but with another shaping force: a new piano!
Beethoven received an Erard grand in 1803 and this was the first sonata in which he
was able to take advantage of the instrument’s stronger construction and extended
high range—certain passages in the Waldstein would have been impossible on his
0ld Streicher.

Beethoven's sonatas all begin in a unique manner, but the Waldstein's opening
stands out for its ingenuity and harmonic implications. The understated pulsing

of its repeated chords dramatizes its harmonic shifts and throws the melodic
fragments into stark relief. As the theme begins again, the inspired rescoring of
these chords as agitated measured tremolo increases the intensity to set up new
harmonic twists. Most remarkably, Beethoven arrives in a remote E major for his
chordal second theme, which was highly unusual in a C major movement (though
Beethoven had made a similar bold move in his G major Sonata, op. 31, no. 1). This
had enormous influence on Romantic composers—notably Brahms, one of the great
inheritors of Beethoven. Throughout the first movement Beethoven's virtuoso style
of writing for the piano is markedly novel, even considering his Opus 31 Sonatas,
which he considered representative of anew path.



The Introduzione, a late replacement for his original Andante rondo movement, made
the Sonata shorter, but provided a grander sense of proportion through its own
profundity and harmonic daring within a deeply calm atmosphere. Beethoven's idea
of having a slow movement prepare a finale had broad broader implications for such
[ate-style works as the Archduke Trio and the C-sharp minor Quartet.

The Waldstein's finale glows with innovative pianistic sonorities, starting with the
opening—a wash of sound held by the pedal as it grabs the bass opening note to
connect it to its upper-register continuation and to hold it as a drone. New ways of
configuring trills, scales, and arpeggios disguise the relatively simple framework of
a refrain alternating with two different episodes, the second of which incorporates
development-section characteristics. Beethoven introduces even more dazzling
sonorities in the Prestissimo coda—octave glissandos (slides) and trills, some
unusually fingered, that are sustained for long periods while other figurations swirl
about them. Never had so many pianistic challenges been introduced in one work.

What makes Beethoven's Opus 78 Sonata—a brief work of just two movements—a
personal rite of passage? In one sense this work could signify not so much
“groundbreaking aesthetics™ as an obligatory “exercise™ an experienced composer
a a certain stage of life writing a work for a student. Yet Beethoven tumed the
cause to something worthy of posterity. First—he must have decided this was a
great opportunity—he wrote a piece in the “difficult” key of F-sharp mejor—perhaps
a kind of test for his student Therese von Brunswick? Then Beethoven decided to
make the work complete in just two movements—both fast! He would not have been
the artist that he was, however, had not these two movements showed incredible
difference in character.

The first movement's slow introduction of only four meastres prepares but does
not hint at the charming main theme of the movement. Begthoven's boldness
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and whimsy are especially displayed in the second movement. A series of short
phrases begins with a harmony of tension and avoids confirming the home key until
the twelfth measure. It is amusing to see him playing with rapid register shifts in
subsequent presentations of the theme. The sequences of alternating litle two-note
phraselets show his ingenity in that they never appear twice in the same way. The
ending is striking for ts pianissimo pause on an unstable chord that prepares the
final flourish.

For a stunning piece of coincidence (fate?) in regard to rites of passage, we

turn to an occasion touched upon in Season 1 of these Perspectives recitals:
Brahms performed Beethoven's Waldstein Sonata at his second solo recital (Apri
14, 1849), in which he appeared not only as a pianist but for the first time as
acomposer. It was uncommon at the time to feature serious “art music” in the
face of the audience taste for virtuoso baubles. To be sure Brahms offered some
flashy popular pieces as well, but his choice of the Waldstein indicated the serious
direction that his own music would soon take.

The Piano Sonata in F-sharp minor was the first that Brahms composed and allowed
to be published (albeit as Opus 2, following the C major Sonata), having destroyed
numerous youthful sonatas. This work exudes the spirit of the Romantic literature
that engrossed him as a teenager—he even signed the Sonata “Kreisler jun” after
the main character in his favorite nove! Kater Murr by the poet-musician E.T.A.
Hoffmann. Though the work's structure has sometimes been criticized s rambling,
Brahms's selfimposed Classical “reins"—much influenced by his own study of
Beethoven—are much in evidence in the work, Thus this Sonata contains elements
that were to inform his entire life: innovation rooted in tradition.

His forms might be considered outwardly “obligatory": first movement and finale in
sonata form, second movement in theme-and-variations form, and third movement



a scherzo with interspersed trio. He also seems to have required of himself a kind
of fevered virtuosic display in both outer movements—the first especially notable
forits jagged main theme and the last for its complex structure that already shows
him pushing the weight toward the end of his sonata-cycle pieces. Brahms revealed
amore personal defining element in the second movement by evoking “ancient”
music, an interest that was to continue throughout his life. He used the song “Mir
ist leide" (It s painful to me) by German Minnesinger Kraft von Toggenburg as the
basis for his theme and variations. The theme of the scherzo furthers varies the
same theme, showing a progressive kind of motivic unity across movements. The
lovely trio of the Scherzo evokes a pastoral scene with ts “hunting hor” phrases
ina gentle siciliano rhythm; Brahms often returned to such folklike characteristics
in later works. With its combination of backward glances and forwarcHlooking
elements, this “snapshot” of the nineteen-year-old Brahms represented a
monumental ite of passage for him as a composer, just as playing the Waldstein
Sonata had defined him as a performer,

02009 -Jane Vial Jaffe

ANDREAS HAEFLIGER

Pianist Andreas Haefliger is recognized internationally for his-ability to perform the
great works of the Classical and Romantic repertoire with a rare combination of
power, elegance, and poetry. His interpretations spring from a rich musical culture,
and have earned him the status of one of the leading pianists of our time.

Andreas Haefliger is a frequent guest of the world's major orchestras in the U.S.
and in Europe incluaing the New York Philharmonic, the Orchestra of St. Luke’s, the
Chicago Symphony, the Philharmonia Orchestra in London, the London Symphony
Orchestra, the Orchestra of the Bayrischer Rundfunk in Munich, the Munich
Philharmonic, the Salzburg Camerata, Leipzig's Gewandhaus Orchestra, the Royal
Concertgebouw Orchestra in Amsterdam, the Budapest Festival Orchestra and the
BBC Symphony. Andreas Haefliger has performed at such famous venues as the
Hollywood Bowl, Carnegie Hall, the 92nd Street Y, the Berlin Philharmonie, the
Mozarteum, Wigmore Hall and London's Royal Albert Hall.

Festival appearances include concerts with the Chicago Symphony &t Ravinia; the
Montréal Symphony at the Festival International de Lanaudire; the Los Angeles
Philharmonic at the Hollywood Bowl; New York's Mostly Mozart Festival; the
Blossom Festival with the Cleveland Orchestra; the London Proms and the Salzburg
Festival.

A prolific recitalist, Andreas Haefliger performs regularly in major music capitals
throughout Eurape and the United States, and in summer festivals including
Lucerne, Copenhagen, Kuhmo, Tanglewood and Ravinia. He has appeared with the
Takécs String Quartet on tour in the United States. In addition to his other musical
partnerships, he performs with his wife, flutist Marina Piccinini, at various venues
including Washington DC's Kennedy Center.
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Andreas Haefliger grew up in a musical household and by the time he was fifteen
he had lived in several European capitals. He completed his studies at the Juilliard
School where he was twice awarded the Gina Bachauer Memorial Scholarship. He
makes his home between New York and Vienna.

He has recorded works by Schumann, Schubert, Mozart and Sofia Gubaidulina for
Sony Classical; Schubert lieder with Matthias Goerne, and a disc of Schubert's
“Trout” Quintet and the Dvorék Piano Quintet with the Takécs String Quartet for
London/ Decca. His first release on AVIE in 2003 was a disc of the last four Mozart
Piano Sonatas, KV 533/494, KV 545, KV 570 and KV 576 (AV 0025). Perspectives
1 (AV0041) was released in 2004 and featured music by Schubert, Adés, Mozart
and Beethoven. Perspectives 2 (AV 2082) followed in 2006 and featured music by
Beethoven, Bartck and Brahms. In 2008 Perspectives 3 (AV 2148) was released,
with Piano Sonatas by Beethoven and Schubert.

Dans la programmation créative, j'ai toujours vu une
opportunité d'éclairer la spécificité des euvres en les mettant
en relief sur le plan tonal, dramatique et historique,

Ainsi, en fonction de I'ordre d'un programme de récital,
un répertoire qui nous est familier depuis longtemps
se trouve situé dans une perspective nouvelle,

Cette série de CD Perspective est un document tiré
de mes activités de concert qui vise a introduire
I'expérience du récital dans la vie privée.

- Andreas Haefliger 2009
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Les musiciens connaissent une myriade de rites de passage qui apportent une
fascination in-nie aux auditeurs et aux historiens. Pour les interprttes, les
{vdnements ddcisits peuvent tre leurs ddbuts en rcital, | apprentissage de

leur premitre sonate de Beethoven, leurs ddbuts en soliste avec orchestre, leur
premier enregistrement commercial ou | exdcution de | ntdgrale des  vres
dun compositeur cflkbre dans un genre. Pour quelques pianistes privilfids est

I exfioution des trente-deux sonates pour piano de Beethoven est une rialisation
d envergure olympiue. Andreas Hae iger fltve ce quiest dfj undd  unautre
niveal en jouant toutes les sonates de Beethoven aux ¢ tsd - uvres d autres
compositeurs a n de crer un contexte Oclairant.

Pour les compositeurs, les rites de passage peuvent tre leur premitre — uvre
publide, une grande preuve d originalitd, e fait d avoir une ~ uvre joufe hors de
leurville natale, la composition de leur premitre symphonie ou bien une nouvelle
maturitd de leur style. - plusieurs reprises, Beethoven a indiqud des moments
dfterminds avec des mots comme : « C est ma meilleure — uvre jusa ici, derite
 une manitre entitrement nouvelle ». De telles accomplissements difftrent bien
SBr d un compositeur |autre — chacun n intkgre pas avec le mEme bonheur une
fugue dans un plus vaste mouvement, par exemple, ou n incorpare un « code » pour
immortaliser la personne aimPe. Pourtant, beaucoup de compositeurs | ont fait pour
marquer des ftapes personnelles importantes.

Par leur curieuse nature, les rites de passage peuvent Etre ressentis comme
obligatoires ou profonaZment personnels  ou un melange des deux. Considdrons
les prfsentes pit.ces au travers des aspects qui montrent divers degrs de rdussite,
publique ou privde.

i

Et commen ons la. n du prdsent Gventail chronologique avec le cas remarquable
deLeo Jankcek, « dlcouvert» asseztard  dfj sexagfnaire avec son oplra
Jenufa (1916). Mais n a1 pas connu Ses propres rites de passage méme en

| absence d un regard international ? Comme de nombreux compositeurs, il a
fpondu d une manire profonddment personnelle  a tragaiie  tout comme,
plus prts de nous, beaucoup de compositeurs ont fcrit des - vres e Otant les
tragfidies survenues aux - tats-Unis le 11 septembre 2001, Jankcek a composf sa
Sonate 1.X.1905 Z ulice (« De la rue ) en rdaction  [amort du jeune travailleur
Franti ek Pavik qui avait e u des coups de ba onnette dans fa violente rgpression,
par les troupes autrichiennes, d une manifestation pour la cidation d une universitd
destinge aux ftudiants tchtques Brno.

Chose remarquable, Janfcek n a pas reconnu d embide ce dZbordement comme
une phase de son « dveloppement ». Avant la cration de janvier 1906, il a bil0 le
troisime mouvement  jamais rfcupdrd et il a ensuite jetd les deux premiers
mouvements dans [a Vitava (appelde la Moldau en Allemagne). Heureusement pour
[a postoritd, Ludmila Tuckové, la pianiste qui | a crdfe, avait entitrement copi ces
deux mouvements e, vingt ans plus tard, elle les a jouls au compositeur. Alors g0
e soixante:dix ans, Jankcek a pu apprécier | accomplissement que reprisentait sa
musique et a fait publier les deux mouvements  Pressentiment et Mort  comme
une  uvre compltte.

Ce qui rend ces mouvements Si attachants sur le plan musical, ce sont des qualitds
que Jankcek a certainement i par reconna tre comme des phases essentielles de
son style de maturitd. Dans le premier mouvement, par exemple, il rattache toutes
sesidfes  venir au dfbut improvisatoire et au motif strdent qui suit. 12 dB aussi
apprlil ses sections en contre-ythmes complexes et les juger tout fait dignes
du style de sa maturitd. Dans les deux mouvements, il a sRrement aim la texture
ouverte obtenue en doublant fa mPlodie ~ une distance de plusieurs octaves,



