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Francois-Frédéric Guy piano

| wish to dedicate this concert to two great pianists, Nicholas Angelich and Lars Vogt, who both sadly passed
away much too soon this year at the age of 51. They were very close friends of mine and their demise is an
enormous loss. | had known Nicholas since he was 13 years old and we played dozens of piano duet concerts
together. He and Lars Vogt were immense artists, both great Brahms players. We will never forget them as
both friends and artists.

- Frangois-Frédéric Guy

Fryderyk Chopin (1810-1849) Nocturne in C minor Op. 48 No. 1 (1841)
Ballade No.1in G minor Op. 23 (c.1835)

Piano Sonata No. 3 in B minor Op. 58 (1844)
. Allegro maestoso « Il. Scherzo. Molto vivace e
Il Largo « V. Finale. Presto non tanto

Interval
Tristan Murail (b.1947) Impression, soleil levant (2022)

Ludwig van Beethoven (1770-1827)  Piano Sonata No. 32 in C minor Op. 111 (1821-2)
. Maestoso - Allegro con brio ed appassionato e
/. Arietta. Adagio molto semplice cantabile

CLASSIC M Wigmore Hall £5 tickets for Under 35s supported by Media Partner Classic FM

Friends of Wigmore Hall - celebrating 30 years of friendship FRIENDS OF
WIGMORE HALL

Over the past 30 years, Friends have been providing transformational support for the Hall, ensuring this historic
building remains a home for great music making. Enjoy the benefits of friendship by joining as a Friend today, and
be a part of the Wigmore story. Visit: wigmore-hall.org.uk/friends | Call: 020 7258 8230

Wigmore Hall is a no smoking venue. No recording or photographic equipment may be taken into the auditorium nor used in any other part of the Hall without the prior

written permission of the management.

In accordance with the requirements of City of Westminster persons shall not be permitted to stand or sit in any of the gangways intersecting the seating, or to sitin any
other gangways. If standing is permitted in the gangways at the sides and rear of the seating, it shall be limited to the number indicated in the notices exhibited in those

positions.

Disabled Access and Facilities - full details from 020 7935 2141.

Wigmore Hall is equipped with a ‘Loop’ to help hearing aid users receive clear sound without background noise. Patrons can use this facility by switching hearing aids to

(&) (S & [ (2] rd (&

Please ensure that watch alarms, mobile phones and any other electrical devices which can become audible are switched off. Phones on a vibrate setting can still be heard,
please switch off.

The Wigmore Hall Trust Registered Charity No. 1024838 ] $ “’"4, Supported using public funding by Registered with

36 Wigmore Street, London W1U 2BP « Wigmore-hall.org.uk « John Gilhooly Director Department ARTS COUNCIL FUNDRAISING
for Culture

Wigmore Hall Royal Patron HRH The Duke of Kent, KG Media & Sport | LOTTERY FUNDED ENGLAND REGULATOR

Honorary Patrons Aubrey Adams OBE; André and Rosalie Hoffmann; Louise Kaye; Kohn
Foundation; Mr and Mrs Paul Morgan



The programme has been changed slightly since the
programme notes were written.

Chopin used the term ‘ballade’ to indicate a sonata
movement that was too unruly, and too self-sufficient,
to be part of a sonata. He completed the first of his
four such works in 1835, on the basis of sketches he
had made four years before. A short but momentous
introduction leads into a first theme whose 6/4 time
signature represents double bars of waltz time. An
eruption, however, overpowers the dance and clears
the way for a second theme in E flat. Development
tumbles into a reprise of the second theme and then,
more steadily, of the first, until the mighty coda,
Presto con fuoco, leads in another direction.

The B minor sonata takes us on nine years, but also
takes us back in history, to face the composer we will
encounter at the end of this programme: Beethoven.
Among Beethoven’s sonatas, Chopin’s taste seems to
have been for the A flat major Op. 26 (whose pattern,
with scherzo second, he followed here, as in his
preceding B flat minor sonata), though the more
heroic Beethoven also features in the dialogue set up
in this work, and certainly holds sway in its thoroughly
motivic passages. The opening gesture, a falling - or,
rather, downward hurtling — arpeggio, resurfaces in
multiple transformations throughout the dynamic
first part of the exposition, and then it is as if, at once
summoned by and struggling against this Beethoven-
Chopin, there arrives the Chopin-Chopin of the very
characteristically moonlit second subject, which
starts in the relative major, D. The melody here leads
into more public music, but then the theme that
arrives to close the exposition is intimate again. The
development fixes largely on music of the forward-
moving kind, except in one rippling sequence, and
ends by debouching into the latter part of the
exposition, from the nocturnal song to the end, whose
reworking of the movement’s initiating arpeggio is
enough reminder of what has not been thoroughly
recapitulated.

The shimmering Scherzois in the distant key —
though one foreshadowed in the oasis within the
Allegros development - of E flat, and is the frame for
atrioin B major that can reflect, and reflect on, the
enigmas that the first movement presented and set
aside for later. Coming almost to a standstill at times
on a three-note motif, this trio also seems to be
hearing echoes of a military march.

Next comes a slow movement that, while telling its
own elegant story, is also in B major and so again can
gloss the work’s opening Allegro. Where the slow
movement of Chopin’s previous, B flat minor sonata
was a funeral march, this one may be understood as a
funeral song, with a melodic poignancy that justifies
and even necessitates some extraordinary harmonic
progressions.

The triumphant return of B minor, at the start of the
last movement, is a decisive acceptance that the
sonata’s initial material, never properly recapitulated,
remains on the agenda. This strenuous and majestic
closing movement wraps up Chopin’s most powerful
contribution to a discourse that also engaged
Schumann at the time: that of how to create a multi-
movement form that would be singular in its force
and being. So much greater is the achievement when
it comes by way of a Finalethat seems to be galloping
as much away from the inevitable end as towards it.

Frangois-Frédéric Guy opens his second half with a
piece Tristan Murail wrote for him at the beginning of
this year. /Impression, soleil levant (lmpression,
sunrise') is an impression of an impression - of the
canvas Monet painted in 1872, showing the orange
sun, dimmed by mist but still reflected in the clouds
and in the water at Le Havre, the port where both
Monet and Murail were born. Buildings and most of
the boats are lost in shadow, and it is with a striking
effect of shadow that Murail’s piece starts out. But of
course there is much more light, flecked as it is in the
painting.

That Chopin kept his sketches with him through his
travels may have been because he had a great
example. Beethoven in 1821 found the prompt for
what would be his last sonata in one of his
sketchbooks: an idea he made the main theme of his
opening movement. Before this there is a stormy
introduction, and the tension is by no means then
relaxed. Rather the 20-year-old theme bounds like an
animal. It pauses, then bounds again, on to a passage
of colossal right-hand leaps across the keyboard,
alleviated by the second subject, in A flat. Before the
exposition is over, the principal theme is back, to
become the subject of a fugue in the development.
The theme comes vigorously back in double octaves
to initiate the recapitulation, where everything
appears in a new light, and there is a coda that brings
the music not so much home as to a resting place
from which it can go somewhere else. Its immediate
destination proves to be a set of variations on a song
in C major. The third variation is a ‘boogie-woogie’
(Mitsuko Uchida), ‘like looking back on life before
leaving it’ (Claudio Arrau). That departure then takes
place through a progressive diminution of note values
into trills that take the music into the high treble,
before it falls as a shadow falls. Thomas Mann, in
Doktor Faustus, has one of his characters averring
that Beethoven is not only concluding his final sonata
here but also the whole history of the sonata as a
genre. Perhaps the last word, however, should be
Alfred Brendel’s: ‘Perhaps nowhere else in piano
literature does mystical experience feel so
immediately close at hand.’
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