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bre dont les basses descendent par degrés
chromatiques, et sur le plan formel, une sorte de
ricercare dont Mozart conduit I'aventure harmo-
nique avec une étonnante détermination. Il est
remarquable de constater a quel stade expéri-
mental avancé parvient tout prétexte de musi-
que funébre chez Mozart. Le style est ici sévere
et dramatique. La premiére période conclut au
ton relatif, la seconde a la dominante. C'est
sans doute la carriére héroique du maréchal
Laudon qu'entend rappeler le théme en fanfare
de I'allegro en fa majeur, d'une carrure toute
haendélienne. Avec lui essentiellement, Mozart
va informer un mouvement de sonate assez in-
solite puisque la réexposition, aprés un bref dé-
veloppement monothématique, donne lieu a un
second développement terminal peut-étre en-
core plus intéressant. Le theme de fanfare
conclut en ramenant le ton de fa mineur et
I'adagio, belle variation contrapunctique du pre-
mier volet.

Le manuscrit de la Sonate en fa majeur,
K. 497 est daté «Vienne, ler ao(t 1786». Ce
chef d’osuvre sera publié en décembre de I'an-
née suivante par Artaria, sans nom de dédica-
taire, bien qu'il soit admis qu'il était destiné a la
famille von Jacquin.

Un adagio de vingt-neuf mesures, tissé
d’une polyphonie trés dense, évoque la «Fantai-
sie» en fa mineur, K. 594. Portique solennel aux
enchainements harmoniques audacieux, rendu
intensément expressif par le mouvement ascen-
dant des motifs.

L'allegro di molto rebondit d’emblée sur
deux appogiatures. La quatriéme mesure pré-
sente une suite de quatre noires et d'une
blanche qui va jouer par la suite, dans le déve-
loppement notamment, le réle d’un véritable élé-
ment motivique. Bien qu’il soit toujours arbitraire

de vouloir dégager dans les allegros de Mozart
les deux idées constitutives d'une forme-sonate
selon le critére académigue, nous sommes en
présence, en ce qui concerne cet allegro, de
deux sujets bien définis qui vont soutenir 'ambi-
tion polyphonique du musicien telles que I'an-
noncent les imitations du milieu de I'exposition.
L’élément motivique sert a la conclure et a
amorcer l'un des plus puissants développe-
ments qui aient été écrits par Mozart. Il s’en-
gage en la bémol sur une impressionnante et tu-
multueuse ondulation des basses. L'emprise ry-
thmique exercée par le motif de cing notes ac-
centue le caractere conflictuel amplifié d’autre
part par les progressions chromatiques et les
frottements harmoniques provoqués par le cha-
vauchement tendu des quatre parties. La sono-
rité est superbement orchestrale. Cet épisode
posséde un caractére beethovénien en-dega
duquel Beethoven lui-méme restera dans ses
propres ceuvres pour piano a quatre mains. La
réexposition n’émousse pas le potentiel émotif
du matériau thématique. La coda prend un ton
ironique, presque grimagant, par les nom-
breuses appoggiatures qui apostrophent les
cing notes du motif déja signalé. La conclusion
s'effectue sur un rappel du second theme.
L’andante trés développé qui suit est établi
dans la tonalité de si bémol majeur. Les quatre
premiéres mesures de la phrase mélodique ini-
tiale sont identiques a celles qui constituent la
romance du Concerto n° 4 en mi bémol pour
cor, K. 495, composé également en 1786, mais
la réponse est autrement profonde dans la So-
nate. Une double exposition se termine par la
méme cadence qui servira dans les derniéres
mesures. La seconde proposition mélodique est
I'objet d’imitations entre les deux partenaires.
Ce cantabile donne lieu & un véritable canon. Le
volet central de I'andante est mené dans le ton

dramatique d’ut mineur d’abord sur un dialogue
suspensif. La structure polyphonique met a
contribution, avec une imagination faite de liber-
té et de rigueur, 'aspect complémentaire des
deux thémes qui réapparaissent ornés. L'esprit
de la variation transforme d'abord en grandes
volées de triples croches puis en mouvements
mélodiques de tierces plus animés cette page
qui nous transporte au coeur de l'univers mozar-
tien.

Pour Jean-Victor Hocquard, le finale allegro
est «une récapitulation de beaucoup de choses
du passé». Il en cite pour preuve le rappel litté-
ral qui s’y trouve de la Fantaisie avec fugue en
ut majeur pour piano, K. 394. Ce finale accuse
les tendances symphoniques et concertantes de
I'ceuvre. Le premier pianiste expose seul le
théme insouciant repris avec un accompagne-
ment de doubles croches par le second. Ainsi
que nous 'avons déja rencontré précédemment,
la ritournelle conclusive de I'exposition du se-
cond élément concluera le mouvement. Celui-ci
donne au premier couple du rondo une forme
canonique étroite prenant l'allure d’un véritable
fugato entre les ondulations de la partie grave.
Un contraste est apporté par le second couplet,
en ut majeur, d'un caractére primesautier. Le re-
frain du rondo conclut en ut. Troisi@me épisode,
en ré mineur cette fois, en imitations serrées sur
des traits-fusées ascendants aux désinences
martelées. Ce passage recéle des modulations
hardies. Les éléments thématiques luttent au
milieu des gammes entrechoquées. Aprés les
derniers assauts des dessins ascendants, réap-
parition du second couplet, puis du refrain. La
coda résume la teneur thématique du rondo et
conclut par les gammes de doubles croches. La
force égale ici la grace.

Du printemps de I'année 1782 ou, a la fa-

veur de la rencontre a Vienne du baron van
Swieten, Mozart peut approfondir sa connais-
sance de Jean-Sébastien Bach et de Haendel,
datent plusieurs fugues dont quelques-unes
resteront inachevées. La plus réussie et la plus
connue est celle pour deux pianos en ut mineur
K. 426, transcrite plus tard pour cordes par I'au-
teur lui-méme. Moins connue, mais aussi moins
personnelle est la Fugue pour piano & quatre
mains en sol mineur, K. 401 (375 ¢) — dont
le sujet, constitué de dessins en mouvements
contraires, la place directement sous l'influence

Gottfried, baron van Swieten (1734-1803). Gravure de
J. Axmann, d'aprés P. Fendi. (Société des Amis de la
Musiqgue a Vienne).
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de ceux qui seront désormais les modéles de
Mozart.

En 'année 1786 ol il crée sa Sonate en fa
majeur, K. 497 et 'Andante avec variations, K.
501, il entreprend une autre sonate, en sol
majeur, K. 357 (497 a). Seule, du premier
mouvement, allegro, la splendide exposition, af-
fermie par le rythme initial si volontaire sur le-
quel nous reviendrons, a été entierement rédi-
gée par le compositeur ainsi que neuf mesures
servant a amorcer le développement. L'andante
en sol majeur est presque entierement de la
main de Mozart. En 1800, Constance confiait a
I'éditeur André le manuscrit de cette ceuvre ina-
chevée. C'est lui qui complétera, de fagon trés
succincte le développement de I'allegro, et ajou-
tera le «da capo» de I'andante et les mesures fi-
nales. Einstein a suggéré la relation qui aurait
pu exister, dans I'esprit du musicien entre I'An-
dante K. 501 et celui de cette sonate, en sol ma-
jeur également et varié. Mais ce qu’aucun com-
mentateur 'ne semble avoir relevé, c’est la pa-
renté frappante qui existe entre le premier mou-
vement du Concerto pour piano en ut mineur, K.
491 et l'allegro de cette sonate inachevée, sur le
plan de la conformation thématique et du traite-
ment sonore. Il est fort probable que Mozart tra-
vaillait & la sonate en méme temps qu'au
concerto, en mars. Le début a l'unisson du
concerto et de l'allegro de la sonate fournit une
incise rythmique presque identique qui va étre
traitée exactement de la méme maniére que
dans I'exposition orchestrale du concerto, c’est-
a-dire aux basses, la partie de droite simulant le
tremolo si dramatique des cordes. D’autre part
la conclusion de I'exposition affirme le réle d'un
autre motif appelé a devenir mémorable dans
I'histoire de la musique, une fois qu’'on aura dé-
couvert que dans certaine symphonie a naitre, il

frappe les coups du Destin. Ce motif insistant de
trois croches-noire pointée retentira dans le dé-
veloppement et dans la reprise.

L'andante n'est malheureusement pas
d’'une qualité comparable a I'Andante K. 501,
tant s’en faut. Il fournit peu de substance aux
quatre variations le plus souvent traitées, les
deux premiéres du moins, en dialogue entre les

deux pianistes. La premiére annonce la maniéere-

virtuose de Weber. La troisieme, allegretto, est
plus rapide que les précédentes. Noél Lee a ré-
visé et complété cette sonate inachevée afin
qu’elle paraisse, dans I'ensemble de la produc-
tion pour piano a quatre mains de Wolfgang
Amadeus Mozart, digne de celles qui I'entou-
rent.

En 1772, Mozart entre dans sa seiziéme
année. |l revient d’'un voyage fructueux en Italie.
Le 14 mars, Hieronymus Colloredo devient ar-
chevéque de Salzbourg. On sait combien diffi-
ciles seront les relations du jeune musicien avec
ce prince de I'Eglise. On ne peut déterminer
exactement a quel moment de I'année Mozart a
composé, sans doute pour sa sceur et pour lui-
méme, la Sonate en ré majeur, K. 381 (123
a). Durant I'été, un correspondant de Burney in-
dique qu’il est allé chez Mozart «pour entendre
Wolfgang jouer a quatre mains avec sa soeur»,
«ce qui semble indiquer, note Saint-Foix, que
cette maniére de jouer passait encore, a ce mo-
ment, pour une curiosité peu commune». Sur
cette voie, Jean-Chrétien Bach, on le sait, a
précédé Mozart. C'est un jeu d’alternances en-
tre les deux parties qui régit la structure de cette
sonate ou Saint-Foix reléve, outre une influence
italienne, des «traces singuliéres d’inexpérience
et de gaucherie». Peut-étre. Il n'empéche que,
comme dans nombre d’ceuvres de jeunesse de
Mozart, la simplicité ingénue ne dégage que

mieux l'acuité précoce du sentiment musical.
C’est présentement le cas et cette sonate nous
semble, a tout prendre, plus attachante que
celle en si bémol K. 358, I'adagio excepté. Le
Mozart futur se profile ici avec netteté : les me-
sures 18 et 19 de I'allegro si rempli de pétillante
vivacité, cite note pour note deux mesures du
célébre air «Voi che sapete» du Cherubino des
Nozze di Figaro composées en 1785-86 | C’est
aussi la prestesse euphorique et mystérieuse de
'ouverture que laisse prévoir le charmant alle-
gro molto si bien troussé de cette sonate en ré
majeur. L'andante en sol n'est pas loin d’égaler

- - -

|
|
|

Wolfgang Amadeus Mozart 4gé de huit ans. Portrait a
I'huile, peint a Londres par Jean Zoffany (Musée Mozart
a Salzbourg).

I'adagio de la Sonate K. 358. La deuxiéme idée
mélodique répond a la premiére par un aveu de
tendresse d’'une délicatesse unique, répété par
la basse avec un sens idéal de I'équilibre. Est-
ce la gaucherie, vraiment ?

De I'année 1765, ou le petit Mozart de neuf
ans séjourne a Londres, date son premier essai
pour piano a quatre mains conjointement avec
son début dans la symphonie (K. 16). La So-
nate en ut majeur K. 19 d est écrite sous
I'ascendant de celui qui va devenir pour le petit
prodige un maitre et un ami, Jean-Chrétien
Bach. Wolfgang la termine au mois de mai. Elle
ne sera éditée qu'en 1787 a Paris par I'éditeur
De Roulléde. Saint-Foix, qui I'a découverte, lui
consacre une intéressante étude dans La Revue
Musicale de mai 1921. Il signale ses qualités et
ses défauts : chevauchement des deux parties,
abus de I'homophonie, redites, etc. Toute ga-
lante que soit sa rhétorique avec les roucou-
lades du théme de son allegro sans reprises et
les trottinements de sa basse, elle est déja par-
semée de tours harmoniques trés mozartiens.
La place du mouvement lent est occupée par un
menuetto gracieux, réveur, dont le trio module
en fa majeur. Le rondeau allegretto nous dis-
suade de ne considérer dans cette sonate que
I'ceuvre d’'un enfant, par I'exquis contraste formé
par le troisieme couplet en ut mineur mais sur-
tout par I'arrét subi, en plein vol, de la preste ri-
tournelle du rondo qui laisse la place, aprés un
point d’orgue, & un pénsif adagio de dix-neuf
mesures. Ce passage brusque de la badinerie a
la gravité, de I'apparente certitude a l'interroga-
tion, s'avére étre déja une alternative typique-
ment mozartienne. Mais le retour du joyeux re-
frain conclut comme si de rien n'était.

JOEL-MARIE FAUQUET

13



14

olfgang Amadeus Mozart did not in-
vent the form of the piano duet as
his father had pretended. He was
however the first to make it his own
personal sphere with an authority
such that he established the foundations on
which Schubert, Schumann, Brahms, Debussy
and many others were to build their contribution.

Four staves, four parts, either vocal or in-
strumental, represent the essential structure of
Western music and the summit of its develop-
ment. In this respect, we shall see that purely
musical considerations rapidly took precedence
over social considerations as far as Mozart was
concerned when he was organizing a game for
two players sharing the same keyboard. Ex-
change and sharing were nevertheless at the
root of Mozart's intentions when he was com-
posing for piano duet: the well-known painting
by J.N. de la Croce, to be seen in the Mozart
museum in Salzburg, bears witness to this for
we see Wolfgang and his sister Marianne seated
at the keyboard in a revealing crossing of
hands. Whereas the aforementioned musicians,
with the exception of Debussy, surrendered to
the call of entertainment, Mozart used abstract
forms in his piano duet music: sonata, variation,
fugue (the admirable pieces K. 584 and K. 608,
referred to as «Fantasias», belong to the second
and third forms, There is no dance movement,
with the exception of a menuetto in a very
youthful sonata, no borrowing from «exterior»
music, thus there are no anecdotes.

Most of these works were composed during
the most important creative periods in Mozart's
life, and because they are relatively small in
number, the works for piano duet provide a
short-cut and particularly eloquent summary of

this thinking. The search for an individual poly-
phonic style, free from Bach or Handel, so utter-
ly absorbed by Mozart, from 1782 onwards, was
the main guide to his methods when composing
for piano duet. This search was in no way a con-
servative or reassuring reflex, a deliberate re-
turn to the past and an archaic concern for form
as was to be Mendelssohn'’s case fifty years la-
ter, and to a certain extent, Schumann’s. The
moulding of a contrapuntual language, Mozart
felt it as absolutely necessary to the surge of his
creative spirit, as well as to the broadening of
his technique by which his complex nature was
to be able to find fuller expression. A work which
startles by its maturity in this respect is the
Sonata in F. major, K. 497, companion to the
great string quintets. It forms a link between the
polyphonic period of Bach and Beethoven'’s era;
it is to Mozart that we owe the all-important
change for the future of Western music and this
is not sufficiently emphasized. He was only able
to achieve this by gradually, but categorically,
breaking away from what is known as the «ga-
lant style», that is to say the «style of good
taste», generally accepted by society, where
squareness, symmetry and formulas guaranteed
order by preserving the hierarchy of concept. As
Mozart drew away from this, he isolated himself.
At the same time, so many composers, charm-
ing-though they are, J.C. Bach, Stamitz and the
like, remained stagnant in this style. Mozart, to-
gether with his friend and senior, Joseph Haydn,
resolutely forged ahead. The tag «classical»
which brings to a halt everything to which it is
applied, seems somewhat inadequate in this
case, when we realise the extraordinary pro-
gressiveness of Mozart's music, stimulated by
an ever stronger affirmation of the right to be
free and rebellious.

This attitude can be seen in two ways from
the letter Mozart enclosed with the Sonata in C
major, K. 521, sent to his friend Gottfried von
Jacquin on the day it was completed, 29th May
1787, for him to give to his sister: «She will have
to set about it, for the sonata is difficult». Thus
there was no kindness, no concession to a con-
ventional exchange in the aimiable style. Art
takes priority over any other consideration. The
death of his father Leopold, the previous day, is
only just announced in a post-scriptum to the
same letter! Did Mozart consider later that Fran-
ziska von Jacquin's interest in the work was in-
sufficient? Whatever the case, Hoffmeister pu-
blished it later in the same year under the fol-
lowing title: «Sonate Pour le Forte-piano, ou
Clavecin & quatre Mains composée et Dédiée
aux Demoiselles Nanette et Babette de Natorp».
One of them was to become Gottfried von Jac-
quin’s sister-in-law.

Mozart set to work on his return from a jour-
ney to Prague where he had performed two new
works, in every sense of the word, the Piano
Concerto in C major, K. 503 and the Symphony
in D major known as the «Prague». In his book
entitled «La pensée de Mozart», so rich in con-
tent, Jean-Victor Hocquard wrote: «We were
saying about the Quintet in G minor that is was
awaiting an end : here it is». This remark res-
tores a certain degree of value to this sonata
«more tense than the one in F» which is gener-
ally preferred to it.

With the opening allegro of the Sonata in C
major, K 521, use is made ot the whole key-
board; it begins with an imperious unison pas-
sage, the passion of which becomes almost vio-
lent. The contrapuntal nature of the sonata cer-
tainly comes from a close overlapping of the
thematic elements, but most of all from the rela-

tionship between the different stresses of the
music, the complete mastery of its own personal
logic. Apart from strict writing in counterpoint,
Mozart’s polyphonic style is also a living combi-
nation of sounds, and interlacing of parts in the
midst of an expressive flow that, in this instance,
is most symphonic.

The breadth of the sonata’s Exposition is
remarkable for its melodic and rhythmic wealth,
equally shared between the four parts. A most
important detail: the semi-quaver scale, also
used in the second subject, is to establish itself
as an important structural element of the Deve-
lopment which, however, seems to begin with a
new idea. This is in fact a refinement of material
already heard for its intervals, rhythm and in-
verted melody continue in the same mood. This
highly modulating section is naturally the centre
of the polyphonic writing, far from presenting, in
the opinion of the writer, that «allure mo-
queuse», that «désinvolture devant le travail
contrapunctique» which Saint-Foix remarked
upon.

The recapitulation seems symmetrical; but
the left hand player introduces some most in-
ventive maodifications in the transition.

The andante in F major presents a «rom-
ance» theme typical of Mozart. It is in two sec-
tions, the second being twice as long as the
first. This is the moment for us to notice how
much Mozart's piano duet writing is distinctly
less ornate than in his solo piano sonatas. A
single theme, almost smiling, is however sud-
denly transformed into a dramatic episode,
drawn along by stormy arpeggios in D minor: at
this date, Mozart had begun work in Don Gio-
vanni. The extremely anxious theme in the top
part passes to the second player, modulating to
A minor. The voices of darkness subside, the
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opening melody appears again and the Coda,
with its string of thirds, concludes serenely.

The final allegretto is in the form of a
French rondeau with an episode in the minor.
The refrain, consisting of eight bars, is gently
heard over a tonic pedal (C). The first episode
begins in C with the four hands in unison, a re-
ply to this coming in G major. The section ends
with imitative writing for the right hand player.
The second episode, after the return of the re-
frain, intensifies and condenses the material,
accentuated by the passage in A minor. An
ascending dotted motif in unison recalls the
opening allegro of the sonata. Both players ex-
change rapid arpeggios; a harmonic progres-
sion reminding us already of Beethoven leads to
the return of the refrain. The third episode joins
up with the expressive mood of the first. The
Coda-stretto plays on the opposition between
treble and bass and ends with the rondo theme
and two chromatic scales over triplet-arpeggios
in the second part.

The «organ piece for a clock» «Ein Orgel-
Stiick fiir eine Uhr», otherwise entitled, inde-
pendantly of Mozart, Fantasia K. 608, takes us
to the beginning of 1791, the last year of his life.
It was the second of two pieces commissioned
by count Miiller-Deym for a clock which the lat-
ter wanted to put in his art collection in order to
honour the memory of marshal Laudon who had
died on the 14th July of the previous year. Not
only are these two «Fantasies» in F minor, con-
ceived by Mozart for a clock, among the most
staggering works of the last part of his career,
their extremely contrapuntal nature proves once
again that technical or circumstantial restrictions
can help a creative mind such as his to excel. It
has not been clearly established whether Mozart

composed these pieces for the great organ
when he set out against his will to satisfy Muil-
ler-Deym’s request (They are most often played
on the organ today). The autograph manuscripts
of both have disappeared. Beethoven posses-
sed a copy of the first and he made his own co-
py of the second. The first edition however, pu-
blished by Mozart's friend, Johann Gallus Mede-
ritsch, presented the work in a form suitable for
piano duet.

Completed on 3rd March 1791, the «Fanta-
sia» n° 2, K. 608 marks, together with the An-
dante in F major K. 616, the result of Mozart’s
contrapuntual thought. This stage had already
been reached in another way in the finale of the
«Jupiter» Symphony K. 551. In each of these
pieces, it is difficult to know what to admire the
most, the harmonic daring or contrapuntal we-
alth.

The «Fantasia» K. 608 is divided into three
sections. The first is characterized by block
chords which modulate over a dotted rhythm
flanked by grupetti. A sombre and lively intro-
duction, lasting for twelve bars in a moderate
tempo, leads to the exposition of a four-part fu-
gato with admirably contrived progressions. Its
development is unexpectedly interrupted by mo-
dulations that are both strange and abrupt: they
bring back the introduction with a trill-cadence in
F sharp minor! The final pause establishes C
major. By contrast, the andante in A flat major
offers a caim and simple theme. It is developed
in two closely-knit variations. A broad decorative
figure, crowned by three successions of double
trills (how close we are here to Beethoven'’s last
sonatas) brings back the tempo primo, its intri-
cate modulations, its fugato, the subject of
which is this time heard in the dominant and joi-
ned to a countersubject in semi-quavers (a divi-
sion of the note-values of the first fugato), ma-

king use of the rhythm found in the first variation
of the andante. The grupetti and chords of the

beginning reappear before a final stretto in the
main key.

Of the three rather short movements of the
Sonata in B flat major K. 358 (186 c), the
adagio is the one draws our attention the most.
Saint-Foix has rightly emphasized «the slightly
scholastic nature» of the work. Scanty themes,
formal simplicity, the slightly ready-made bril-
liance of the finale indicate a work «written for
home consumption» according to Brigitte and
Jean Massin. Everything in this sonata yields to
the pleasure of playing together, a pleasure
shared with Nannerl. Mozart composed the work
between April and May 1774 in Salzburg after
performing his first true piano concerto (K. 175)
and several symphonies which show, in spite of
a certain accentuation of the galant style, to
what extent he had already overtaken J.C.
Bach. The sonata does not make us entirely for-
get the latter's influence, so important to Mozart.
Each of the movements contains two repeats
followed by a separate coda. Besides the fre-
quent use of unison, they offer a few examples
of writing in imitation. In addition, the lowest part
is free from any suggestion of a basso continuo.
In this respect the sonata shows a clear advan-
ce over the Sonata K. 381 (123 a) of 1772 which
will be studied later.

Three different thematic ideas can be noti-
ced in the highly symphonic allegro. The se-
cond, exposed by the right hand player, is re-
peated by his partner. The third element is trea-
ted in imitation. An extremely short Development
in fact serves as a bridge-passage between in
and the Recapitulation. The modification to the
third idea results in the seven bars of the Coda.

The theme of the adagio in ternary form (E
flat major) is alone sufficient to show Mozart's
mastery at 18 when writing for four hands. The
melody flows over a double arpeggio accompa-
niment: quavers in the prima, semi-quavers in
the seconda part. Saint-Foix and, before him,
Einstein observed that this adagio, consisting of
two ideas (the second more rhythmical) expo-
sed twice, presents a melodic phrase Mozart
had used in a quartet dated 1773 and Haydn in
his first quartet. Fraternal encounter! In any ca-
se, here is one of Mozart's most poetic melo-
dies.

Saint-Foix qualifies the finale molto presto
«a brisk and noisy pace of quickening step». So
be it. But the two rhythmical subjects of this fina-
le in sonata form are developed and varied with
much spirit and imagination. The role of chords
played against the beat, in particular, is quite re-
markable.

Twelve years separated the Sonata K. 358
(186 ¢) from what Mozart described as being
(translated) «Five variations for the piano four
hands on an Andante». This Andante and Va-
riations K. 501, completed in Vienna on 4th
November 1786, was probably the result of a
commission from Hoffmeister who published it in
the following year under the title in most curious
French «Variations pour le Forte-piano, ou Cla-
vecin a quatres (sic).Mains...». A study of the
manuscript informs us that Mozart first all con-
ceived the movement for two keyboards. The
mention «Cembalo 1°» and «Cembalo 2°» have
been crossed out and replaced by «mano dritta»
and «mano sinistra». By pointing out that the
manuscript of this fine piece once belonged to
the singer Pauline Viardot, we recall that it was
this great interpreter of Mozart who offered the
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au‘tograph score of Don Giovanni to the Biblio-
théque of the Paris Conservatoire.

The actual theme in G major consists of two
sections of eight and eleven bars, the second
being in imitation. The richness of the orna-
ments and its poetic beauty greatly appealed to
Mozart's imagination. Each variation retains the
two-section plan of the original theme. The first
is completely hemmed with semi-quavers in the
upper part and several chromatic inflexions whi-
le the three others provide harmonic support.
Variation Il unfurls the semi-quavers in the third
part, the upper part adding elegant ornaments.
Variation Ill is treated in imitation over conti-
nuously modulating demi-semi-quavers. Varia-
tion IV in G minor, with a chromatism natural to
this key, is treated in considerably more com-
pact counterpoint. Saint-Foix noted: «The musi-
cal writing seems intended for a real quartet».
Variation V is a lively march with invigorating
harmonies. The theme is echoed in all the parts
except the fourth. The Coda suddenly modula-
tes to E flat major returning to G for the restate-

ment of the principal theme, somewhat exten- °

ded.

It has already been said how Mozart came
to compose these two pieces, while on the sub-
ject of the «Fantasia» K. 608. Their interest is
equal to the worry their composition caused him.
He began to write down the first while on a jour-
ney to Frankfurt. On 3rd October 1790, he wrote
to his wife: «Every day, | write something of it...
and every day | must stop, for this bores me so
much! ... But at last | hope, little by little, like
that, to triumph... Ah! if only it was a big clock
with a mechanism that gave organ sounds, that
would amuse me; but the instrument is only a lit-
tle pipe... the high sounds of which are chil-

dish...». In reality, as has been said, Mozart
went much further.

The Fantasia K. 594, like the second, was
first published as a piano duet. The relation bet-
ween its funereal atmosphere and the event it is
supposed to recall is perhaps more obvious.

Under Mozart's title «Ein Stiick fiir ein Or-
gelwerk in einer Uhr», it presents an inverted
plan when compared to the second piece. It be-
gins here with an adagio in F minor expressing a
mournful lament with the bass descending chro-
matically; formally, it is a kind of ricercar and
Mozart gives it resolute and astonishing harmo-
nic interest. It is interesting to notice the experi-
mental heights to which Mozart climbed in his
funereal music. The style here is stern and dra-
matic. The first section ends in the relative key,
the second in the dominant. There is no doubt a
hint at marshal Laudon's heroic career with the
fanfare theme of the allegro in F major of most
Handelian firmness. Here is a rather unusual so-
nata movement since the Recapitulation, after a
short monothematic Development, gives rise to
a second working-out that is perhaps even more
interesting. The fanfare theme concludes, brin-
ging the return of F minor and the adagio with a
fine contrapuntal variation of the first section.

The autograph of the Sonata in F major K.
497 is dated «Vienna, 1st August 1786». This
masterpiece was published in December of the
following year by Artaria, without a dedication,
although it is accepted that the work was inten-
ded for the von Jacquin family.

An adagio lasting twenty-nine bars, inten-
sely polyphonic, recalls the «Fantasia » in F mi-
nor, K. 594. It provides a solemn introduction
with daring harmonic progressions, made most
expressive by the ascending motifs.

The allegro di molto immediately rebounds
from two appogiaturas. The fourth bar presents
four crotchets followed by a minim; this element
is to be most important in the Development. Al-
though in Mozart’s allegros, it is always conven-
tional to try to extricate two sonata form themes
according to academic rules, as far as this alle-
gro is concerned, we are in possession of two
well-defined subjects which are to respond to
the composer's polyphonic desires, the imitation
in the middle of the Exposition providing a fore-
taste. The crotchet-minim motif ends the Expo-
sition and begins one of Mozart’s most powerful
Development sections. This starts off in A flat
over impressive flowing figures in the bass. The
hold exerted by the five-note motif strengthens
the feeling of a struggle, made greater by chro-
matic progressions and harmonic clashes pro-
voked by a tense interlocking of the four parts.
The sound is superbly orchestral. This passage
possesses an atmosphere which Beethoven
himself did not overstep in his works for piano
duet. The Recapitulation does not weaken the
emotional power of the thematic material. An
ironic tone is adopted in the coda, almost wry,
with appoggiaturas on each note of the afore-

mentioned crotchet motif. The conclusion recalls -

the second subject.

The highly developed andante which fol-
lows begins in B flat. The first four bars of the
theme are identical to those of the romance
from the Horn Concerto n° 4 in E flat K. 495, also
composed in 1786, but the reply to this is much
more searching in the sonata. A double exposi-
tion ends with the same cadence which is to be
used in the final bars. Imitation between both
players characterizes the second subject. This
cantabile gives rise to a real canon. The central
section of the andante takes place in the drama-
tic key of C minor, first of all with a hesitating

dialogue. The complementary nature of the two
themes which reappear decorated is brought
out partly be the polyphonic structure, with in-
vention consisting of freedom and rigour. First of
all ‘using broad demi-semi-quaver runs, then
with a more lively melodic movement in thirds,
the spirit of variation transforms this page which
takes us into the heart of Mozart's world.

According to Jean-Victor Hocquard, the fi-
nale allegro «is a recapitulation of many things
from the past». As proof of this, he quotes lite-
rally from the Fantasia and Fugue in C major for
piano, K. 394. This movement reveals the sym-
phonic and concerto tendencies of the work.

The first pianist alone exposes the carefree the-
me; it is repeated, this time with a semi-quaver
accompaniment from the second player. Just as
we have already seen, the motif which ends the
exposition of the second subject is to be used
later to conclude the movement. This gives a
tight canon form to the first episode of the rondo
taking the shape of a true fugato between flo-
wing motifs in the second part. A contrast is pro-
vided by the second episode, in C major, of a
sprightly character. The rondo refrain concludes
in C. A third episode, in D minor this time, con-
sists of close-knit imitation and rapid ascending
scales followed by three insistant quavers. This
passage is full of daring modulations. The the-
matic elements struggle to be herad in the midst
of clashing scales. After a final assault by these
scales, the second episode reappears and then
the refrain. First of all, the Coda takes up the
thematic idea of the refrain and concludes with
the semi-quaver scales. Its strength is equal to
its grace.

From the spring of the year 1782, because
of a favourable meeting in Vienna with baron

19



von Swieten, Mozart was able to develop his
knowledge of Bach and Handel. Several fugues
date from this period, some of which have re-
mained incomplete. The most successful and
best-known is the one for two pianos in C minor
K. 426, which Mozart later transcribed for
strings. Less well-known, but equally personal,
is the Fugue for piano duet in G. minor, K. 401
(375 c) the subject of which, consisting of motifs
in contrary motion, is placed immediately under
the influence of the men who were henceforth
Mozart's models.

In the year 1786, during which he compo-
sed his Sonata in F major K. 497 and the An-
dante with variations K. 501, Mozart undertook
another sonata, in G minor, K. 357 (497a). Only
the splendid Exposition, allegro strengthened by
the opening highly deliberate rhythm (about
which more will be said), was entirely the com-
poser’s work, together with 9 bars serving to in-
troduce the Development. The andante in G ma-
jor is almost entirely by Mozart. In 1800, Con-
stanza entrusted the manuscript of this incom-
plete work to the publisher André. It was he who
completed it, in a most brief manner: finishing
the Development of the allegro, adding the «da
capo» to the andante together with the final
bars. Einstein has suggested the relationship
which could have existed in the composer's
mind between the Andante K. 501 and that of
this sonata also in G major and with variations.
But what nobody sems to have revealed is that
there is a striking resemblance between the alle-
gro of this unfinished sonata and the Piano Con-
certo in C minor, K. 491 with regard to the struc-
ture of the themes and the general sound. It is
most likely that, in March, Mozart worked on
both compositions at the same time. The unison
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opening to the allegro of both is rhythmically al-
most identical. Here, it is treated in exactly the
same manner as for the orchestral exposifion of
the concerto, that is to say, in the bass, the first
player sketching the tremolo string writing. The
conclusion to the Exposition strengthens the ro-
le of another motif, due to become memorable in
musical history since, at this time, a certain
symphony which was to ring the call of Destiny,
had not yet been born. This motif, three quavers
and a dotted crotchet, is to echo in the Develop-
ment and repeat.

The andante is unfortunately not of a quality
to be compared to the Andante K. 501, so great
is the difference. There is little substance for the
four variations which are most often treated, the
first two at least, as a dialogue between both
pianists. The first announces Weber's virtuoso
manner. The third, in C major, rolls along over
arpeggios in the left hand. The fourth, allegretto,
is quicker than the preceding variation, Noél Lee
has revised and completed this unfinished sona-
ta so that it may appear, alongside the rest of
Mozart's output for piano duet, worthy of those
that surround it here.

In 1772, Mozart entered his sixteenth year.
He had returned from a profitable journey to Ita-
ly. On the 14th March, Hieronymus Colloredo
became archbishop of Salzburg. We know how
difficult relations were between the young musi-
cian and this prince of the Church. It is not
known exactly at what time of the year Mozart
composed the Sonata in D major, K. 381 (123
a). No doubt it was for himself and his sister.
During the summer, one of Birney’s correspon-
dants mentioned that he went to Mozart's home
«to hear Wolfgang playing a piano duet with his
sister», «which seems to indicate that this man-

ner of playing still passed, at that time, for an
unusual curiosity», Saint-Foix noted. We know
that J.C. Bach preceded Mozart in this field. It
was a game rotating from one part to the other
which determined the structure of this sonata.
Speaking of it, Saint-Foix detected, besides the
Italian influence, «singular traces of inexperien-
ce and clumsiness». Perhaps. But, as in many
of Mozart’'s youthful works, innocent simplicity
reveals the forward impact of the musical senti-
ment even better. Such is the case in this exam-
ple, and the sonata appears, on the whole, more
endearing than the one in B flat K. 358, except
for the adagio. We can clearly see the shape of
the future Mozart: bars 18 and 19 of the allegro,
so full of bubbling energy, quote, note for note,
lwo bars from Cherubino’s famous aria «Voi che
sapete» from Nozze di Figaro composed in
1785-86. In addition, there is already something
of the relaxed and mysterious agility of the over-
ture which can be seen in the charming and be-
autifully turned-out finale allegro moito of this
sonata in D major. The andante in G is not far
from being on the same level as the adagio of
the B flat Sonata (K. 358). The second melodic
idea replies to the first and allows a tender fee-
ling of unique delicacy; this is repeated by the
bass with an ideal sense of balance. Is this real-
ly clumsiness?

Mozart’s first attempt at writing for piano
duet came during his stay in London at the age
of 9 in 1765. It took place at the same time as
his first symphony (K. 16). The Sonata in C ma-
jor K. 19 d was written under the guidance of he
who was to become a teacher and friend: Jo-
hann Christian Bach. Wolfgang finished it in
May. It was not published until 1787 in Paris by
De Roulléde. Saint-Foix, who discovered it, wro-

te an interesting study of the subject in the Re-
vue musicale of May 1921. He pointed out its
qualities and faults: the overlapping of both pia-
no parts, the abuse of homophonic writing, re-
petition etc. As galant as the music may be with
the cooing theme of the allegro (without repeats)
and the jogging bass, the work is already sprin-
kled with highly Mozartian harmonic feats. A
graceful, dreamy menuetto takes the place of a
slow movement. The trio is in F major. The ron-
deau allegretto persuades us not to consider
this work merely as the product of a child. There
is exquisite contrast provided by the third episo-
de in C minor but most of all, there is the sudden
halt, in full flight, of the hurried theme of the ron-
deau which leaves room, after a pause, for a
thoughtful adagio lasting nineteen bars. This
short passage ranges from a joke to seriou-
sness, from apparent certainty to interrogation;
these changes show themselves already typical
of Mozart. But the return of the joyful refrain
concludes as if nothing had happened.

JOEL-MARIE FAUQUET
translated by Charles Whitfield
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CHRISTIAN IVALDI

Depuis ses études au Conservatoire de Pa-
ris, ol il obtient 5 premiers prix, trente ans d’ac-
tivité ont conduit ce pianiste dans tous les pays
d’Europe, et a maintes reprises aux Etats-Unis,
Canada, Japon et URSS.

Sa carriére est marquée du sceau d'une
extréme diversité, avec une prédilection pour la
musique de chambre, dont il joue tout le grand
répertoire, et une curiosité pour les littératures
rares, qualités qui font de lui l'invité permanent
de festivals tels que Dubrovnik, Kita-Kyushu,
Kuhmo, Korsholm, Moscou, Naples et Newport.
Il a également participé aux festivals d’Aix-en-
Provence, Avignon, Berlin, Divonne, Istambul,
Montreux, Persépolis, Prades, Stavelot, Tours,
Varsovie et Venise.

Peu d'artistes ont eu autant de partenaires
prestigieux; de Rita Streich et Régine Crespin a
Shirley Verrett et Teresa Zylis-Gara, de Chris-
tian Ferras et Salvatore Accardo a Mstislav Ro-
stropovitch et Yuri Bashmet, les plus grands in-
terprétes ont recherché sa collaboration.

Concerné par la musique de son temps, il a
créé des ceuvres de nombreux compositeurs.

Sa trés abondante discographie a été sa-
luée a plusieurs reprises par de hautes récom-
penses: grand prix des Disquaires de France, 3
prix Charles Cros, 2 prix de 'Académie du Dis-
que, 3 diapasons d'or.

En 1969, il est nommé professeur de lectu-
re & vue au Conservatoire de Paris, ol il ensei-
gne la musique de chambre depuis 1986.

NOEL LEE

Pianiste et compositeur américain, Noél
Lee réside a Paris depuis 1948. Ses composi-
tions — embrassant tous les genres, de l'orato-
rio, du ballet, du concerto, a la musique vocale,
de chambre et particulierement de clavier — lui
ont valu de nombreuses distinctions dont un prix
de I'Académie Américaine des Arts et Lettres
pour 'ensemble de son ceuvre, et plus récem-
ment, un prix du Concours Arthur Honegger de
la Fondation de France. Claude Rostand a pu
écrire: «... des ouvrages dont la qualité fait re-
gretter que I'activité pianistique du musicien soit
au detriment de son activiteé creatrice».

Cette activité pianistique, poursuivie depuis
son jeune &ge, I'a mené sur les six continents.
Parmi ses 160 microsillons et disques compacts
— de piano, de musique de chambre ou vocale,
dont 9 couronnés de prix — citons l'intégrale
des Sonates de Schubert (la premiére a avoir
été enregistrée), toute I'ceuvre de piano de De-
bussy et de Ravel, ainsi que plus de 20 disques
a quatre mains et a deux pianos en collabora-
tion avec Christian Ivaldi.

Nadia Boulanger a écrit sur lui: «Noé/ Lee
est un des plus beaux musiciens que jaie ren-
contrés. Compositeur d’'une réelle personnalite,
il a la délicatesse et la force, la perception algué
des ressources de son instrument, le sens de la
hiérarchie des valeurs et une compréhension
totale des ceuvres».

CHRISTIAN IVALDI

Since finishing his studies at the Paris Con-
servatory, where he received five first prizes,
this pianist has been active in every country in

Europe — and frequently in the U.S., Canada,
Japan and USSR — for the last thirty years.

His career is stamped with the seal of ex-
treme diversity, with a predilection for chamber
music, as he plays every important work in this
repertoire.

This diversity as well as his curiosity for ra-
re music make him a permanent guest in such
Festivals as Dubrovnik, Kita-Kyushu, Kuhmo,
Korsholm, Moscow, Naples and Newport, and
also those of Aix-en-Provence, Avignon, Berlin,
Divonne, Istambul, Montreux, Persepolis, Pra-
des, Stavelot, Tours, Warsaw and Venice.

Few artists have had so many prestigious
partners: Rita Streich, Régine Crespin, Shirley
Verrett, Teresa Zylis-Gara, or Christian Ferras,
Salvatore Accardo, Mstislav Rostropovitch, You-
ri Bashmet — the greatest performers have re-
quested his collaboration.

Concerned by the music of his own time, he
has created works by numerous composers.

His very extensive discography has been
hailed several times by high awards: grand prix
of French Record Dealers, grand prix Charles
Cros, three times, grand prix from the National
Record Academy twice, and three «diapasons
d'or».

He was named professor of Sight Reading
at the Paris Conservatory in 1969, and since
1986 is teaching Chamber Music there.

NOEL LEE

Noél Lee, American composer and pianist,
has been living in Paris since 1948. His compo-
sitions — covering every domain from oratorio,
ballet, and concerto, to vocal, chamber, and
particularly keyboard music — have won him
numerous awards, including one from the Ame-
rican Academy of Arts and Letters for his creati-
ve work in general, and, more recently, a prize
from the Arthur Honegger Composition Contest.
The critic Claude Rostand has commented: « ...
compositions the quality of which makes one re-
gret that the musician’s pianistic activity is at the
expense of his creative activity».

This pianistic activity, followed since his
youth, has taken him on tour on six continents.
Among his 160 recordings — long-playing and
compact discs — of piano, chamber and vocal
music, 9 of which have had prizes — mention
should be made of the first recordings ever re-
leased of all the Schubert Piano Sonatas, the
complete solo works of Debussy and Ravel, as
well as over 20 records of four-hand and two-
piano music in collaboration with Christian Ivaldi.

Nadia Boulanger has written: «Noé! Lee is
one of the finest musicians | have ever met.
Composer with a real personality, he has refine-
ment and strength, an acute perception of the
resources of his instrument, a sense of the hie-
rarchy of values and a total understanding of the
WOrks».



