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CD 1
Sonata # 13 in E-fl at major, Op. 27 No. 1 
“Quasi una fantasia”
1. I Andante - Allegro - Andante  4:55
2. II Allegro molto e vivace    1:51
3. III Adagio con espressione  2:36
4. IV  Allegro vivace    5:36

Sonata # 14 in C-sharp minor, Op. 27 No 2 
“Moonlight”
5. I Adagio sostenuto   5:36
6. II Allegretto       2:14
7. III Presto agitato   6:46

Sonata # 15 in D major, Op. 28 “Pastorale”
8. I Allegro    9:01
9. II Andante                      6:51
10. III Scherzo e Trio: Allegro          2:01
          vivace             
11. IV Rondo: Allegro non              4:19
          troppo  

Total  51:47

CD 2
Sonata #. 16 in G major, Op. 31 No. 1
1. I Allegro vivace                    6:25
2. II Adagio grazioso    9:11
3. III Rondo: allegretto – presto   6:17

Sonata # 17 in D minor, Op. 31, No. 2 “Tempest”
4. I Largo – Allegro               8:49 
5. II Adagio       7:59
6. III Allegretto                      5:51

Sonata # 18 in in E-fl at major, Op. 31, No. 3 
7. I Allegro                         7:51       
8. II Scherzo: Allegretto vivace  4:56
9. III Menuetto: moderato              3:01
        e grazioso
10. IV Presto                                  4:18  

Total  64:41



STEWART GOODYEAR
Known for imagination, a graceful, elegant style 
and exquisite technique, Stewart Goodyear is an 
accomplished young artist whose career spans many 
genres - concerto soloist, chamber musician, recitalist 
and composer.

Mr. Goodyear has performed with many of the major 
orchestras of the world - including six separate 
appearances with the Philadelphia Orchestra, 
in addition to performances with the New York 
Philharmonic, Chicago Symphony, Pittsburgh 
Symphony, San Francisco Symphony, Los Angeles 
Philharmonic, Cleveland Orchestra, Academy of St-
Martin-in-the-Fields, Tokyo Philharmonic, Bournemouth 
Symphony, MDR Symphony Orchestra (Leipzig), 
Montreal Symphony, Dallas Symphony, Atlanta 
Symphony, Detroit Symphony, Seattle Symphony and 
the Mostly Mozart Festival Orchestra among others.

An accomplished recitalist, Mr. Goodyear has appeared 
in major concert halls around the world. In July 2010, 
he performed the complete sonatas of Beethoven on 
a three-day marathon at the Ottawa Chamber Music 
Festival to huge critical and audience acclaim.

In addition to his talents as a pianist, Mr. Goodyear is 
a composer whose works have received continuous 
accolades by critics and audiences alike. He has 
performed his Piano Sonata and Variations on “Eleanor 
Rigby” on international recital tours. He has been 
commissioned by orchestras, chamber ensembles and 
choirs.  His fanfare, “Count Up”, was commissioned 
by the Cincinnati Symphony in honor of Paavo Jarvi’s 
last season with the orchestra, and was premiered in 
March 2011. 
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The beginning of the 19th century, when 
Beethoven composed his so-called “middle” 
sonatas, marked a new phase in his 
development as an innovator. Each sonata 
from that period was exploring new and 
unexpected ways of approaching the sonata 
genre when it came to its form. The left 
hand in the piano part, refusing its past role 
as accompanist or secondary role, is more 
involved than ever before. The piano writing 
is more orchestral, expanding the role of the 
sonata from the living room to the concert 
hall. There are improvisatory embellishments 
that would inspire John Field and Hummel in 
their piano music. This was also the period 
where Beethoven composed some of the 
most famous works of this genre, including 
the sonatas that have been nicknamed either 
by the composer, historians or poets, and 
would open the doors to symphonic poems 
because of them. The virtuoso is born and 
the “middle” sonatas nurtured him (her).

The Op. 27 Sonata-Fantasies are a prime 
example of Beethoven’s innovation. His 
combination of the genres provides the 
listener with a tightly structured three or four-
movement sonata in one fantasy, architecture 
and form in a sea of ideas that seem random 
and improvised. The underlying secret for 
this combination are the interwoven themes 
throughout.

What combines the movements in this sonata-fantasy 
are themes in thirds. The fi rst movement’s and last 
movement’s theme begins with a descending minor 
third; the second movement is a series of ascending 
and descending triads; the third movement’s theme 
is inspired by a descending major third. Deceptive 
simplicity marks the fi rst movement. The rhythm is 
basic, the harmony is I-V-I, and phrases are organized 
in 4-bar phrases. The left hand provides atmosphere 
with slinking 16th notes, but otherwise it is unobtrusive. 
There is one moment where C-major comes as a 
surprise, but even then it resolves into the fabric of 
the home key. Everything is nice and neat until the 
sudden intrusion of the fast, on-the-edge syncopated 
middle section, again in the key of C major. It seems 
to almost be a separate section, completely unrelated 
to what has happened before until fi nally it settles 
back into the main theme and the movement ends 
quietly and calmly.The next movement is a series of 
broken chords, simultaneously played in octaves by 
both hands, sometimes unison, sometimes in contrary 
motion. Sudden dynamic changes add to the feeling 
of instability. From accentuated bars to shrill trills, to 
galloping rhythms, to sections where the hands fall 
apart and are unable to stay together, the listener is 
treated to an extravaganza of discomfort. At the end 
where the minor key resolves to major, the hands are 
not even together on the last note. The third movement 
Adagio emerges like a warm blanket. Seemingly dipped 
in twilight, the mid-range sonorities are rich and full, 
and the melody eventually soars with romantic fervor. 
Of course, what keeps the movement from becoming 
simply a lovely ballad is the fact that dynamics never 
stay still, and the melody twists and turns make the 
listener unable to predict the next note or resolution. An 
embellished cadenz bridges this movement and the last. 
Beethoven leaves the sonata-form proper to the 

last movement and the mood is grand and glorious. 
This is the most symphonic of all the movements, and 
the listener is fi nally in a world of the familiar...only 
to be taken by surprise again. The movement halts 
on the dominant, and we are transported back to the 
Adagio. Only this time, the atmosphere is brighter, 
transforming the ballad into almost a hymn. There is 
another embellished cadenza and the sonata ends with a 
presto fl ourish that briefl y eludes to broken hands, and 
yes, thirds.

Ludwig Rellstab, the Berlin poet and critic, gave one 
of the darkest and most tragic works in the piano 
literature its nickname because he pictured the moon 
over Lake Lucerne as he heard the fi rst movement. 
If I were to give this sonata a nickname, it would be 
the “Thunderstorm” sonata: The fi rst movement’s 
quiet intensity evoking images of a dark sky covered 
with black clouds and threatening shades of green, 
unbearably quiet before the storm erupts. In the only 
C-sharp minor sonata of Beethoven, he paints a 
novel canvass that the listener has not heard before. 
Indeed, the pedal is used to great effect, as well as the 
unending triplets in the right hand and the growling low 
octaves in the left. In this sound world, the lamenting 
theme in the top voice announces itself, entering and 
disappearing. By every second, the top voice stays 
longer, its tune more and more painful. Harmonies draw 
farther away from the C-sharp home key until fi nally 
they reach the dominant like an inevitability. Before 
going back to the tonic, the left hand’s G-sharp almost 
chimes over and over, insistent and merciless until 
fi nally it releases the listener’s hold and transports him 
back to C-sharp. The lamenting theme returns and is 
transported to the lower depths of the keyboard before 
the movement closes with two bleak chords which 
resonate until…

Sonata No. 13 in E-fl at major, Op. 27 No. 1

Sonata No. 14 in C-sharp minor, Op. 27 No 2 
“Moonlight”



The second movement, the sun trying to pierce the sky 
dark exterior. The movement is in D-fl at major, but it is 
far from a relief. There is a lilt, but the mood is desperate 
as the sun’s brightness only makes the sky’s darkness 
more threatening. The third movement explodes without 
warning. Each opening arpeggio explodes with a violent 
accent at the end of the bar, and the sudden crescendo 
announces the shrieking winds before the roar of the 
striking demon. The second theme in the right hand 
comes in, desperation again present as it tries to control 
the violent urging of the 16th notes in the left hand. The 
plea is useless, both hands reach to crushing chords, 
and the listener has no choice but to just bear the storm.

A delightful combination of serene and rustic defi nes 
this sonata. The fi rst movement starts with repeated 
D’s in the left hand, almost imitating timpani strokes...
or could it be a drone. What the D’s accompany is a 
theme that is breathtakingly gentle and soaring. It is 
almost a love song to nature, the 3/4 time signature 
encouraging the listener to hum along and dance. Even 
through the symphonic structure of the work, there is 
a lilt to each musical gesture. Beethoven takes on the 
role of an orator, and one can picture a tale of a faun, 
a nymph. As a young boy watching “Fantasia”, I always 
wondered what Walt Disney would have imagined 
in animation if he chose this sonata instead of the 
“Pastorale” Symphony. The second movement, to me, 
is an imitation of a moody folk song accompanied on a 
lute. The right hand sings as the left hand strums gently. 
While the listener is being serenaded by this solemn 
mood, a fl ute comes in, coquettishly changes the mood 
and joins the guitar in a duet. From this interruption, the 
singer decides to include the fl ute in his song but only if 
it complements him by repeating what is already being 
sung. The fl ute more than obeys, and creates such a 
lament that the singer and the listener are overwhelmed. 
The guitar and fl ute try to recapture the coy mood 

from before, but the effort is futile. One has no choice 
but accept that this song is a sad tale, and there is no 
happily-ever-after. From sadness, Beethoven suddenly 
changes to humor in the third movement. This is one 
of the funniest movements Beethoven has wrote, and 
for fear of ruining the jokes within this movement, I will 
not give anything away. I will just leave the listener with 
rhythmic numbers as he listens: 1, 1, 1, 1, 1-2, 1-2, 1-2, 
1-2! The folk dance returns in the last movement, and 
once again it is accompanied by the drone of D. I always 
pictured bagpipes whenever I heard this movement. 
Before the sonata is over, there is a fermata that asks 
the listener whether he is ready to take this dance 
faster, and then we’re off like a whirlwind.

Beethoven shows irreverent humor at its naughtiest in 
this sonata. He pulls all the stops for slapstick, parody, 
and constant joshing with the listener. The beginning 
alone is enough to make one exasperated with 
Beethoven and how mercilessly he is fooling with us. 
The hands are not together for a long time, and then 
suddenly, as if nothing out of the ordinary happened, 
the hands primly and together play a series of three 
chords. The second theme is almost a polka, in a totally 
foreign major key which changes immediately to minor 
in the left hand. Surprises are abundant to the very end. 
You have just left the fi rst movement. When we come 
to the second movement station, we are transported 
to another kind of humor…the parody of the bel canto 
aria. The right hand is the overbearing diva, thrilled to 
show off every vocal acrobatic trick in the book. His 
cadenzas become longer and longer, drama becomes 
melodrama. Basically, this movement is the purist’s 
nightmare. Mozart’s theory of “taste and great feeling” 
is embraced with the middle fi nger. The third movement 
begins abnormal enough. The melody begins in the 
dominant and does not resolve until the fourth bar. 

Otherwise, the fi nale is a comparatively more serious 
endeavor and there is a little comfort…Not! By the end 
of the movement, the theme stops and starts, the left 
hand’s lyricism slows down the pace a little bit, and then 
the theme of the movement is suddenly transformed 
into an impudent scherzo, twice as fast. Where did this 
jocular coda come from? Oh well, welcome to Op. 31 
No. 1.

Anton Schindler claimed that when asked what inspired 
this sonata, Beethoven replied, “Read the Tempest.” 
Many music scholars doubt this claim as well as other 
claims of Mr. Schindler. 

But let’s explore the possibility that Beethoven was 
indeed inspired by Shakespeare’s play. What would the 
listener hear? Does the rolling chord and the dominant 
arpeggio that begin the fi rst movement introduce 
Prospero as he creates a storm to envelope the ship of 
the King of Naples and his party? Can the slurring two-
note fi gure and the suddenly slow ornamented cadence 
depict Prospero controlling his powers? And fi nally, 
could the same arpeggio, now in the growling depths 
of the piano, describe the storm itself, accompanied by 
tremelos and mourning winds? Something to ponder.

The second movement begins again with broken 
chords in the low register, seemingly in duet with a lone 
fl ute. As the movement progresses, there is an achingly 
beautiful mix of warmth, darkness, magic, tenderness, 
and loss. The last bar creates a haunting end as the 
fl ute, alone, rises and falls in expression and intensity, 
only to be answered by a bare B-fl at in the left hand.

Breathless and anxiety-driven, the third movement 
shows no calming down. With sudden extremes of 
crescendos, diminuendos, violent accents, pianissimo 
currents and fortissimo outbursts, the listener claws 
fearfully into the handles of this roller-coaster.

Sonata No. 15 in D major, Op. 28 “Pastorale”
Sonata No. 16 in G major, Op. 31 No. 1

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



The last sonata of the Op. 31 set combines the jocular 
mood of the fi rst and the profound expression of the 
second. What is unusual about the third sonata is that 
there is no slow movement, the minuet is the most 
lyrical, the second movement is a playful scherzo, the 
last movement a rocking tarantella. 

The fi rst movement is a very evocative treatment of 
sonata form, the harmonies at the beginning creating 
anticipation before fi nally landing on the tonic key, 
ritardandos and fermatas abound before fi nally landing 
on the printed Allegro tempo. These novel aspects 
repeat itself throughout the movement, each time more 
unexpected than the last.

The melody of the second movement seems noble, but 
with the added accentuated offbeats and staccatos in 
the left hand, it is the theme of an impish scherzo. Military 
rhythms and fanfares join hands with playful chaos. 
Beethoven is again having fun at the listener’s expense, 
but it is almost as if we are in on the joke this time. 

We take a break from the humorous festivities and melt 
into the minuet, whose melody is tender and graceful. The 
trio calls us back to humor and delightful banter, but we do 
not wish to leave the company of this minuet just yet.

The tarantella arrives like a bat out of hell, the rollicking 
bass permeating the wild dance. The listener is almost 
inspired to clap when this movement is played, and the 
excitement does not fade. At the ending, the fermata 
again appears, but the tarantella comes back like there 
was no interruption. Once more the fermata stomps its 
foot down, and there is a feeling like the dance will lose 
momentum. Not a chance! We are caught up, and no one 
will stop this party. 
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