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 Sonata in A minor K310(300d) 
1 I. Allegro maestoso  5.20 
2 II. Andante cantabile con espressione  6.27 
3 III. Presto  2.45

4 Fantasie in C minor K396(385f) arr. Maximilian Stadler  7.51

5 Fantasie in D minor K397(385g)  5.33

6 Kleiner Trauermarsch in C minor K453a  
 ‘Marche funebre del Sig.r Maestro Contrapunto’ (Funeral March)  1.38

7 Fantasie in C minor K475  11.09

 Sonata in C minor K457 
8 I. Molto allegro  5.32 
9 II.  Adagio  7.08 
10 III. Allegro assai  4.32

11 Rondo in A minor K511  8.18

12 Adagio in B minor K540  8.20

13 Allegro in G minor K312(590d)  3.57
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Mozart Solo piano works
Mozart’s piano music in the minor key represents just a fraction of his oeuvre for the instrument. While there are no variations, the subset 
offers a variety of genres: improvisatory and emotionally extreme fantasies, enigmatic works like the Adagio in B minor and Rondo in A 
minor, turbulent sonatas, and the ‘Marche funebre del Sig.r Maestro Contrapunto’, a 16-bar musical anecdote that after just a couple of phrases 
turns terrifyingly serious. Three of the works including the famous D minor Fantasie were left unfinished by Mozart and completed by other 
composers. These minor-key solo piano works are often performed and have been recorded many times, such that listeners may question the 
necessity of a project like this, even with the unusual strategy behind its programme. It’s indeed very hard to justify another Mozart recording, 
but fourth-century-BC philosopher Chuang Tzu puts it aptly: ‘The ordinary view is firmly set on the ground of usefulness.’1

‘– Grieve with me, my friend! This has been the saddest day of my life – I’m writing this at 2 in the morning – but I have to tell you that my 
mother, my dear mother has just passed away! […] – I also commend my sister to you with all my heart – please go and see them at once – 
but don’t tell them that she is dead, just prepare them for it…’ Wolfgang Amadeus Mozart wrote these heartbreaking lines in despair to Joseph 
Bullinger on 3 July 1778, just after the death of his mother, Anna Maria Mozart, in Paris.2 There is next to nothing known about the circumstances 
or compositional process of the Sonata in A minor K310(300d) [1–3], nor does Mozart mention the piece in his letters, but it is the death of 
Mozart’s mother that is most often associated with its genesis. The tragic event in Paris and its possible connection to this sonata’s provenance 
is most touchingly explored by writer Maynard Solomon.3 The Sonata in A minor was written when Mozart was only 22 years old, and it is 
the first of his solo piano works to reflect such a complex emotional state. As Mozart’s most recent biographer, Jan Swafford, insightfully notes: 
he usually had quite neat handwriting, but the manuscript of this sonata reveals urgency, ‘has notes jammed in and overflowing the staves’.4 
In the first movement, Allegro maestoso, one feels the despair and angst visible in Mozart’s letters of that summer. This dramatic atmosphere 
intensifies all the more, transforms and explodes in the second movement’s middle section, despite the serene and ‘accepting’ overall character 
of this Andante cantabile con espressione, written in ‘a minorish F major’.5 It’s interesting to note that the repeat signs originally written in the 
autograph for the second half of the movement were later erased.6 It seems the perennial ‘repeats dilemma’ for performers affected Mozart, too. 
The closing Presto, because of its rhythmically monotonous, obsessive character, is reminiscent of a toccata, one that evaporates ironically at the 
very end as though running out of oxygen. This movement also has a nostalgic middle section written in the key of A major.

The Fantasie in C minor K396(385f) [4], initially only an unfinished fragment for violin and piano, was later arranged for solo piano by 
Maximilian Stadler (and first published in 1802).7 Stadler continued from bar 28, in the spirit of improvisation. His arrangement uses bravado 
octaves in the right hand throughout the work’s turbulent middle section, but with the recapitulation finishes the piece in a peaceful C major.

1 Chuang Tzu, The Book of Chuang Tzu (London: Penguin Books, 2006), 13.
2 Cliff Eisen (ed.), Stewart Spencer (trans.), Mozart: A Life in Letters (London: Penguin Books, 2006), letter 86, 310.
3 Maynard Solomon, Mozart: A Life (New York: Harper Collins, 1995), chapters 11 and 12.
4 Jan Swafford, Mozart: The Reign of Love (London: Faber & Faber, 2020), 272.
5 Jan Swafford, Mozart: The Reign of Love (London: Faber & Faber, 2020), 271.
6 Wolfgang Plath, Wolfgang Rehm (1986), Faye Ferguson (trans.), ‘Preface’ in Mozart: Piano Sonatas, vol. I, (Kassel: Bӓrenreiter, 1986, 9th printing 2018), x.
7 Wolfgang Plath (1982), edited and revised by Wolfgang Rehm (2001), J. Bradford Robinson (trans.), ‘Preface’ in Mozart: Miscellaneous Works for Piano  

(Kassel: Bӓrenreiter, 1982, 3rd printing 2016), xix.
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There is also no evidence of the genesis of the Fantasie in D minor K397(385g) [5]. This piece, too, was left unfinished, and as research 
suggests ‘it can be safely assumed’ it was completed by August Eberhard Müller.8 The usual dating – that the Fantasie was written in 1782 –  
is based purely on musical style and Mozart’s predilection for fantasias at that time. Even Mozart’s sister, in one of her letters to his publisher 
from 30 July 1807, stated she’d had no idea it existed.9 ‘The idea of fantasy or fantasia was a singular genre in the Enlightenment atmosphere 
that wanted to define and codify everything: the point was to present the atmosphere of freedom and improvisation.’10

The truly free arpeggios that introduce the Andante opening call to mind the fortepiano – the predecessor of the modern piano and the 
keyboard instrument for which Mozart actually composed. In the Adagio episode the tearful theme, evocative of the Lacrimosa from his 
Requiem, is interrupted by dogmatic ‘conclusions’ and later with breathless, anxious phrases. The piece finishes though with a light and gracious 
D major episode, as though the past were forgotten.

The Kleiner Trauermarsch in C minor K453a [6], inscribed ‘Marche funebre del Sig.r Maestro Contrapunto’ (Funeral March for Mr Master 
Counterpoint), is a parodic 16-bar piece written in the notebook of Mozart’s student Barbara Ployer (1765–1811). She must have been a very 
fine performer, both musically and technically, as Mozart’s Piano Concertos K449 and K453 were dedicated to her. Mozart and Ployer are known 
to have performed together the Sonata for Two Pianos K448(375a) – just imagine hearing that duet live! It seems this little funeral march was 
a very exciting and ‘merry affair’. Though it begins with comical overstatement, the second part becomes frighteningly serious.11

In October 1784 Mozart wrote the Sonata in C minor K457 [8–10] which, together with the Fantasie in C minor K475 [7] (written the 
following year), was published in December 1785. That the coupling of these two works traces back to Mozart himself is supported by research.12 
It is worth mentioning that Mozart’s output of 1784 included six piano concertos, written in a very short span of time, along with all the other 
works. It was in this year, too, that he began his diary – a catalogue of works – in which he made entries for nearly all of his compositions until 
his death, giving the date, title and a sketch of the opening bars. Swafford writes: ‘The Mozart we all inherit, suffering penury and writing for 
posterity, was an invention of biographers. At the same time, I have to admit that as a biographer I have some sympathy with those mythmakers. 
Who wants to read about a happy man?’13 Thought-provoking. Mozart did start this catalogue–diary while still quite young – as if he consciously 
(of course arguably) understood that his creations might last. Perhaps he really was writing for posterity? It is tempting but dangerous to posit 
causal links – in this case between Mozart’s life events and the genesis or ‘content’ of his masterpieces, or certainly, the music on this album – 
especially for the following works, which reveal a very complex emotional repertoire. These works (and of course many others by Mozart) show 
that the composer had a profound understanding of human nature – we can only wonder whether this stems from his personal experiences.

8 Ibid., xvi.
9 Ullrich Scheideler, ‘Preface’ in Mozart: Fantasy in D minor K. 397 (Munich: G. Henle Verlag, 2006), ii.
10 Jan Swafford, Mozart: The Reign of Love (London: Faber & Faber, 2020), 463.
11 Wolfgang Plath (1982), edited and revised by Wolfgang Rehm (2001), J. Bradford Robinson (trans.), ‘Preface’ in Mozart: Miscellaneous Works for Piano  

(Kassel: Bӓrenreiter, 1982, 3rd printing 2016), xvi.
12 Wolfgang Plath, edited and revised by Wolfgang Rehm (1986, 2004), Faye Ferguson (trans.), ‘Preface’ in Mozart: Piano Sonatas vol. II,  

(Kassel: Bӓrenreiter, 1986, 11 printing 2017), xix.
13 Jan Swafford, Mozart: The Reign of Love (London: Faber & Faber, 2020), x–xi.
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The Fantasie in C minor K475 was dedicated to yet another student, Therese von Trattner (1758–1793). This piece famously has no sharps or 
flats in the key signature most of the time, though the accidentals put it squarely in C minor. Significantly, Mozart did originally write a C minor 
key signature at the start and later erased it.14 This work is undoubtedly Mozart’s most striking solo piano work of this period, foreshadowing 
such works as the Piano Concerto in C minor (1786) or even Don Giovanni (1787). Here we find an inexhaustible range of emotions:  
from mystique to open protest, from calm cantabiles to impassioned passages, from contemplative ‘speaking’ to striking silences.

The theme of the C minor Sonata’s first movement, Molto allegro, also represents conflicting feelings. In the transparent, rather bare second 
subject a laconic dialogue unfolds between soprano and tenor ‘roles’. And this is one of the sonata movements Mozart endowed with a distinct 
and dramatic coda. Surprisingly, this coda ‘runs away’ and ‘hides’ from the listener in the piano dynamics of the final bars. The contemplative 
serenity and tenderness of the second movement, Adagio, written in the warm key of E flat major, soothes the soul. At times, improvised virtuoso 
passages of grace notes in the right hand – like flying seagulls – are liberated from the lilting left hand that navigates almost the whole of the 
movement like a gondola on tranquil waters, evoking Canalleto’s Venice. So many of Mozart’s cantabile themes could have been influenced by 
his experiences in Italy. The third movement, Allegro assai, returns us to anxiety, loneliness and conflicting affairs but ends with a very decisive 
coda. In this Fantasie and Sonata, silence plays a significant role.15

Living in the 21st century, it is impossible for any performer to ignore the rich treasury of recordings. They contribute greatly to the nurturing 
of intuition and are an important part of music studies. It goes without saying that each of the Mozart works on this album is available from 
countless other pianists, but the Rondo in A minor K511 [11] can be heard in arguably some of the most vividly different interpretations. This 
was the very first solo piano piece apart from sonatas or sets of variations to be entered into Mozart’s catalogue and is dated 11 March 1787.16 
The rondo theme’s melancholic character possibly represents acceptance and grief, though at the end of each episode the music ‘slows down’ 
like a music box unwinding. In the F major episode the hopeful search begins, and this Rondo also has a dolce episode written in the key of A 
major. The work is then summarised at its conclusion: all the textures that were presented in the course of the Rondo re-appear on the last page. 
The theme, which for the first time appears in the left hand, sounds like a determined encouragement to end the solemn ceremony. ‘In all of 
Mozart’s supreme expressions of suffering and terror… there is something shockingly voluptuous… The grief and the sensuality strengthen each 
other and end by becoming invisible… In his corruption of sentimental values, Mozart is a subversive artist’, as Charles Rosen so insightfully 
noted.17 A discussion in Solomon’s Mozart: A Life of ‘suffering and terror’, ‘grief and sensuality’ in the composer’s music truly reverberates with 
this enigmatic work and indeed with most of the repertoire on this album.

The Adagio in B minor K540 [12], according to Mozart’s catalogue, was completed on 19 March 1788, when Mozart’s personal and financial 
situation was deteriorating.18 Interestingly, there is another Adagio in  B minor (a fragment of just five and a half bars), also composed in 1788 in 
Vienna, which has striking similarities with K540. This fragment is seen as a preliminary attempt.19 The piece begins with a contemplative theme.  

14 Jan Swafford, Mozart: The Reign of Love (London: Faber & Faber, 2020), 464.
15 Ibid.
16 Ullrich Scheideler, ‘Preface’ in Mozart: Rondo in A Minor, K. 511 (Munich: G. Henle Verlag, 2007), ii.
17 Charles Rosen, Classical Style (London: Faber & Faber, 2005), 324–25. Quoted in Maynard Solomon, Mozart: A Life (New York: Harper Collins, 1995), 380.
18 Ullrich Scheideler, ‘Preface’ in Mozart: Adagio in B Minor, K. 540 (Munich: G. Henle Verlag, 2007), ii.
19 Wolfgang Plath (1982), edited and revised by Wolfgang Rehm (2001), J. Bradford Robinson (trans.), ‘Preface’ in Mozart: Miscellaneous Works for Piano  

(Kassel: Bӓrenreiter, 1982, 3rd printing 2016), xviii.
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The middle section has ‘uncertain’ and ‘searching’ phrases as well as very 
low bass lines – with sublimely low spiritual moments, as well – but Mozart 
concludes this work in a peaceful yet pained B major. This is the only one of 
Mozart’s solo piano works written in B minor.

The Allegro in G minor K312(590d) [13], often called a Sonata Movement, 
is thought to be written in 1790–91 and was completed in an unknown 
hand.20 There is another piece in G minor, the fragmentary Fugue in G 
minor K401(375e), that was completed possibly by Maximilian Stadler.  
It has been often played and recorded by pianists, but it is not included on 
this album as it was originally written for the organ. It is fascinating that 
many of Mozart’s uncompleted fragments – the Fantasie in F minor, Adagio 
in D minor and some fugues  – are in minor keys, and the only solo piano 
works in either G minor (the Sonata Movement) or D minor (the Fantasie) 
were left unfinished. Perhaps there is no conclusion to be drawn from 
these facts, but it’s so tempting to interpret the coincidence! The Allegro in  
G minor begins with a truly dramatic, even ‘Don-Giovannesque’, opening 
theme, and later passages become more playful, light and fleeting. At the end 
of the development section – we are lucky to have these divine couple of bars 
before Mozart’s quill ceases – are heavenly sequences arriving at the provocative 
dominant, just before the expected, but missing, recapitulation is finished in 
the unknown composer’s hand. It might be too cliché to discuss my personal 
inspirations here, but these sequences of pleasure to die for were one of the 
many things that spurred me to embark on this Mozart project.

Indrė Petrauskaitė

20 Wolfgang Plath, edited and revised by Wolfgang Rehm (1986, 2004), Faye Ferguson (trans.), 
‘Preface’ in Mozart: Piano Sonatas vol. II, (Kassel: Bӓrenreiter, 1986, 11 printing 2017), xxvi.



Pianist Indrė Petrauskaitė studied at Kaunas (Lithuania) J. Naujalis Music High School with Birutė Kumpikienė. While still at school, she gave 
solo and chamber music recitals and performed with the Lithuanian National Symphony Orchestra, and in 1993, she won third prize at the 
Stasys Vainiūnas International Piano Competition (Lithuania). In 1994, together with violinist Vilhelmas Čepinskis, Indrė won first prize in the 
national chamber music competition.

In 1995, Indrė entered the Lithuanian Academy of Music and Theatre where she studied with Prof. Veronika Vitaitė. During her studies she 
participated in many international piano competitions with success, earning second prize in the Senigalia International Piano Competition 
(Italy), third prize in the Ludmila-Knezkova Hussey International Piano Competition (Canada), Grand Prix at ‘Alternativa’ (Latvia), and third 
prize at the International M.K. Čiurlionis Piano and Organ Competition (Lithuania). 

Indrė finished her graduate and postgraduate studies at the Lithuanian Academy of Music, obtaining BMus and MMus degrees. In 2000,  
she entered the Royal Academy of Music in London, where she studied with Profs Christopher Elton, Petras Geniušas and Alexander Satz and 
completed her Postgraduate Diploma and Master of Music Degree with a DipRAM. During her studies, she participated in master classes with 
such musicians as Esther Yellin, Peter Frankl, Michael Roll, John O’Conor, Ferenc Rados, Robert Levin, Boris Berman, Emanuel Krasovsky, 
Leif Ove Andsnes and Paul Lewis. 

Indrė has performed with the Lithuanian National Symphony Orchestra, Lithuanian State Symphony, Lithuanian Chamber Orchestra, 
Latvian National Symphony Orchestra, Stuttgart Academy Youth Orchestra, London Soloists Orchestra and Royal Academy of Music 
Symphony Orchestra under the baton of conductors including Juozas Domarkas, Saulius Sondeckis, Gintaras Rinkevičius, Modestas Pitrėnas, 
Mirga Gražinytė-Tyla, Helmuth Rilling, Pier Carlo Orizio and others. She has given many solo and chamber music recitals. Indrė has also 
performed in the Santander Festival (Spain), the Oxford Lieder Festival (UK) and the Pažaislis Festival (Lithuania). Some of her performances 
in Vilnius were broadcast on Lithuanian Radio. Since 2000 she has collaborated regularly with the Vilnius String Quartet and Kaunas String 
Quartet. In 2018, Toccata Classics published Indrė’s recording of Ravel’s solo piano music with an emphasis on something new: a 40-minute 
concert suite for solo piano of the ballet Daphnis et Chloé arranged by Indrė herself with faithful observance of Ravel’s original textures.  
The recording presents core Ravel piano repertoire as well. Indrė is now based in London, where she combines teaching with performing.

Acknowledgements

A word of acknowledgment to several individuals. I offer my heartfelt gratitude to Pauline Almeida and Ramana Ramaswamy, major sponsors 
of this project. Without their generous sponsorship, this recording would not have been possible.

7



Recording: 2, 3 & 17 August 2019, Kaunas State Philharmonic Hall, Kaunas, Lithuania 
Producers: Vilius Keras and Aleksandra Kerienė, Baltic Mobile Recordings, www.bmr.lt

Mapping: Indrė Petrauskaitė
Mastering: Vilius Keras

Cover design: Paul Marc Mitchell for WLP Ltd 
Photography: C Dmitrijus Matvejevas

P 2021 The copyright in this sound recording is owned by Indrė Petrauskaitė
C 2021 Indrė Petrauskaitė

Marketed by Avie Records  avie-records.com

AV2454


