
1

11.10. 19:00
Helsinki Music Centre

 

 

My Black-and-white Love

Seong-Jin Cho
p i a n o 

W. A. Mozart: Fantasy in D Minor K. 397
5 min 

W. A. Mozart: Sonata No. 3 in B Flat Major K. 281
18 min
I Allegro

II Andante amoroso
III Rondeau (Allegro)

 
Franz Schubert: Wanderer Fantasy in C Major D. 760

20 min
I Allegro con fuoco ma non troppo

II Adagio
III Presto
IV Allegro

INTERVAL 20 min

Alban Berg: Sonata Op. 1
11 min

 
Franz Liszt: Sonata in B Minor S. 178

31 min
 

Interval at about 19:50. The concert will end at about 21:00. Broadcast live on Yle Radio 
1 and Yle Areena. The concert will be shown in two parts in the programme “RSO Musiik-
kitalossa” (“The FRSO at the Helsinki Music Centre”) on 17.11. and 24. 11. with repeats on 

Yle TV 1 on 23.11. and 30.11.

R S O - F E S T I V A l

MAGNUS LINDBERG
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PLEASE MAKE SURE THAT YOUR MOBILE PHONE IS SWITCHED OFF!

Photographing, video and sound recording are prohibited during the concert.
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Wolfgang 
Amadeus Mozart 

(1756-1791): 
Fantasy in D Minor 
K. 397; Sonata in B 
Flat Major K. 281

“An admirable quickness (that one could 
call unique, especially with regard to the 
left hand or the bass), refinement and 
delicacy, the most beautiful, eloquent ex-
pression and a sentiment of which only 
Mozart was capable, were the merits of 
his playing, which, combined with his 
wealth of ideas and command of com-
position, naturally thrilled every listener 
and elevated Mozart to the greatest pi-
ano-player of his time.” 

These words by Franz Xaver 
Niemetschek in the first real biography 
of Mozart (1798) leave the reader in no 
doubt about the spell-binding nature of 
Mozart’s playing. His supreme command 
of the keyboard was but a tool in the ser-
vice of his delicate, eloquent expression. 
Of all his works for the piano, the concer-
tos were designed for public venues, the 
solo ones for intimate, private salons. 

The Fantasy in D Minor composed in 
1782, soon after Mozart moved to Vienna, 
is one of the best-known and most enig-
matic in the Mozart canon. Technically, it 
is not particularly difficult, so that most 
aspiring pianists have come across it at 
some point in their studies, and its emo-
tional charge has made it popular for re-
citals.

Here, though, is a work veiled in mys-
tery. We know that Mozart never fin-
ished it, and when it was first published 

in 1804, it stopped on a dominant chord 
in bar 97; this contravened every rule in 
the book and cried out to be resolved. 
The ten last bars in the next, Breitkopf 
& Härtel, edition of 1806 are thought to 
have been provided by August Eberhard 
Müller, a composer and trusted friend of 
Gottfried Härtel. Many pianists in recent 
times have invented an ending of their 
own. 

Did Mozart intend the Fantasy to be a 
work in its own right; was he planning to 
add a fugue maybe, or to make it part of 
a full sonata? Who knows? 

For Mozart, D Minor was a key for pro-
found and powerful emotions – it was 
the key of Don Giovanni, the Requiem, 
the String Quartet K. 421 and the Piano 
Concerto K. 466. The Fantasy reflects the 
influence of Carl Philipp Emanuel Bach, 
and its varying moods and textures, its 
dramatic runs, maybe give it the air of an 
improvisation such as might have been 
heard in the aristocratic salons of Vienna. 

Mozart completed the Sonata in B Flat 
Major in Munich in early 1775, while pre-
paring for a performance of his opera La 
finta giardiniera. He wrote his early sona-
tas as virtuoso numbers for himself, to 
display to the full his sovereign keyboard 
mastery.

The sonata is in three movements. The 
first is light and elegant, making effective 
use of the fortepiano’s potential for con-
trasting dynamics not previously afford-
ed by the slender-toned clavichord. The 
slow second movement, marked Andante 
amoroso, shows Mozart in more ardent 
mood, and the final Rondeau is noth-
ing short of playful while still hinting at 
the depths of sentiment “of which only 
Mozart was capable”, as Niemetschek put 
it.
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Franz Schubert 
(1797-1828): 
Wanderer
 Fantasy in 

C Major D. 760 
Unlike Mozart, Franz Schubert was not a 
star performer, being content to accom-
pany his Lieder on the piano and then 
preferably in the company of friends. 
This was reflected in his music for the 
piano, where traditional virtuosity occu-
pies only a secondary role. An exception 
is his Wanderer Fantasy thus named be-
cause it draws on motifs from his Lied 
Der Wanderer of 1816. This was not the 
only time he used one of his songs as ma-
terial for a large-scale instrumental work; 
other examples are the Trout Quintet, the 
Dried Flowers variations for flute and pi-
ano, and the Death and the Maiden string 
quartet. 

The heading “Fantasy” could suggest 
something in the nature of a free improv-
isation, but Schubert’s Wanderer comes 
close to a sonata. The normal four move-
ments are, however, welded together as a 
single unit in which some of the materi-
al is shared by each. The result was a new 
type of format and one greatly admired 
by Liszt, who also drew inspiration from 
it in his great B Minor Sonata. 

Der Wanderer, the Lied, was a setting 
of a poem by Georg Philipp Schmidt von 
Lübeck and one of many by Schubert on 
the wanderer theme. The theme of “wan-
dering” and being a stranger occupied a 
central place in the Romantic ethos and 
was often manifest in the eternal fate of 
the artist. “Ich bin ein Fremdling über-
all” (I am a stranger everywhere) says the 

wanderer in the poem, and the unbroken 
flow of the Fantasy well expresses the in-
ner compulsion to wander, endlessly wan-
der. 

The rhythm established in the very first 
bars is a recurring element that binds the 
work together. Schubert paints his piano 
texture with a broad, thick brush, as if he 
is compressing a whole orchestra into 
two hands: octaves, rich chords, tremo-
los, arpeggios cascading across the key-
board, and running scales. The second 
movement, beginning in a major key be-
fore assuming minor-key hues is a set of 
variations on the theme of the song. Next 
come a scherzo, a fugue and lastly an im-
posing finale.

Alban Berg 
(1885-1935): 
Sonata Op. 1 

When Sibelius, half in jest, said that Berg 
was the best thing Schönberg ever achie-
ved, he was referring both to Berg’s ear-
ly period as a pupil of Schönberg’s and to 
his later status as the most popular com-
poser of the Second Viennese School 
headed by Schönberg. Berg studied mu-
sic privately for five years from 1904 and 
during that period (1908–1909) compo-
sed the Piano Sonata, but Schönberg de-
clared it was already so mature that, at 
his proposal, it was published as Berg’s 
Opus 1. 

Berg began his career as a full-blood-
ed Late Romantic but, following in 
Schönberg’s footsteps, proceeded first 
to atonal Expressionism and in the 1920s 
to 12-tone technique (dodecaphony, also 
known as serialism). The roots of the 
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Piano Sonata still lie in Romantic soil, 
and the key signature would appear to 
suggest B minor, but the staves are so 
packed with accidentals (sharps, flats and 
natural signs) that the traditional sense of 
key is seriously undermined. 

The exercise set by Schönberg was for 
a sonata in the traditional three-move-
ment format, but having composed the 
first movement, Berg complained to 
Schönberg that he was stumped for fur-
ther ideas. “In that case, you have said 
everything there was to be said,” his 
teacher replied, and one movement was 
all the sonata got. 

Despite its new-for-the-times harmo-
nies, the sonata is still cast in the tradi-
tional sonata form with two main themes, 
an exposition and its repeat, a develop-
ment and recapitulation. The dense ex-
pression may blur the character of the 
themes, but each has its own melodic 
and rhythmic motifs. In the background, 
as part of the deep structure, as it were, 
the work follows Schönberg’s “develop-
ing variation” technique in which varia-
tions are produced through the develop-
ment of certain core motifs stated at the 
beginning. 

The development begins calmly before 
building up to a storm. The recapitula-
tion is varied and slightly expanded; may-
be Berg was remembering Schönberg’s 
instruction: “Don’t write what a copyist 
could write in your place”. And however 
uncertain the tonality might be, the sona-
ta ends in an unequivocal B Minor.
 

Franz Liszt 
(1811-1886): 
Sonata in 

B Minor S. 178
In 1836, Franz Liszt registered himself at 
a hotel in Chamonix as “A musician phi-
losopher, born in Parnassus, coming from 
Doubt and journeying towards Truth.” 
Whether he ever reached his destination 
and whether he really believed in an abso-
lute Truth is open to conjecture. He was 
the Romantic artist par excellence, the 
restless doubter and seeker who carried 
the heavy mantle of the creative genius 
and was both spiritually and physically al-
ways a wanderer. 

No wonder, therefore, Liszt simply loved 
Schubert’s Wanderer Fantasy, frequently 
played it on his tours and in 1851 made a 
transcription of it for piano and orchestra 
that he further arranged for two pianos. 
Something of the magic of the Wanderer 
Fantasy must also have etched itself on 
Liszt’s innermost composer being, and 
only a few years after his Schubert tran-
scription he completed his monumental 
Piano Sonata in B Minor (1853). He had 
been working on it for some time in fact, 
for an earlier version exists from 1849. 

The Sonata in B Minor is the supreme 
monument to Liszt’s works for the piano 
and his greatest keyboard achievement. 
Its brilliant piano texture assumes orches-
tral proportions and its extravagant vir-
tuosity incorporates a blend of moods 
ranging from Mephistophelean edge to 
poetic lyricism. It divided contemporary 
listeners into two clear camps. Eduard 
Hanslick, an upholder of more tradition-
al ideals, exclaimed that “anyone who has 
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heard it and finds it beautiful is beyond 
help”, whereas Richard Wagner, supreme 
master of the “New German” school of 
composition, was full of admiration. 

With his B Minor Sonata, Liszt took the 
most radical step forwards in the history 
of piano sonata form since Beethoven. He 
did it using Schubert’s Wanderer Fantasy 
as an intermediate step, but took it fur-
ther along the road of form by sort of su-
perimposing a one-movement format on 
a four-movement one.

The opening movement corresponds to 
the weighty first of a four-movement so-
nata, but it could also be interpreted as 
the exposition section of a broader enti-
ty. Its Faustian mania is evident straight 
after the mysterious introductory bars 
as four-scale octaves announce the first 
theme, to which the bass replies. From 
these tension-fraught elements Liszt 
constructs much of the sonata’s thematic 
material. An orchestral-sounding grandio-
so motif heralds in a second-theme group 
that also has a more lyrical dimension. 

The slow movement recalls materi-
al from the first and is the emotional 
heart of the sonata. A fugato on the main 
motifs serves as the scherzo of a mul-
ti-movement sonata. 

The sonata ends with a condensed re-
capitulation such as would be the finale 
of a four-movement format. While com-
posing the sonata, Liszt debated wheth-
er to give it a showy climax, and the coda 
begins as if this is what will happen, but 
instead it dies serenely away on a chord 
shot through with B Major. 

Programme notes by Kimmo Korhonen 
translated (abridged) by Susan Sinisalo
 

SEONG-JIN CHO 
Seong-Jin Cho was brought to the 
world’s attention in 2015 when he was 
the first South Korean to win the Chopin 
International Competition in Warsaw. It 
caused quite a stir, and prompted the 
magazine Pianist for February 2016 to 
say, “…this latest Chopin Competition 
winner can stand proud next to the likes 
of such illustrious past winners as Pollini, 
Argerich and Zimerman.”

Thoughtful and poetic, assertive and 
tender are words used to describe the 
playing of Seong-Jin Cho. He has al-
ready appeared on many of the world’s 
most prestigious concert platforms, 
and with top orchestras and conduc-
tors. Also an active recitalist, he can be 
heard at Carnegie Hall, New York, at the 
Amsterdam Concertgebouw and at the 
Vienna Konzerthaus. 

In late 2015, even before he had 
signed an exclusive contract, Deutsche 
Grammophon had released a highly-ac-
claimed Chopin disc by Seong-Jin Cho. 
This was followed by a second Chopin disc 
in 2016 (Piano Concerto no. 1 and Four 
Ballades), a CD of works by Debussy for 
solo piano in 2017, and a Mozart disc (the 
Piano Concerto in D Minor and Sonatas 
in B Flat Major K. 281 and F Major K. 332) 
in 2018. 

Born in Seoul in 1994, Seong-Jin Cho 
started learning the piano at the age of 
six and gave his first public recital when he 
was 11. After graduating from the Seoul 
Arts High School, he moved to Paris in 
2012, continued with Michel Béroff at the 
Paris Conservatoire and graduated there 
in 2015. He is now based in Berlin.

Before winning the Chopin 
Competition, Seong-Jin Cho had won priz-
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es in many other piano competitions. In 
2009, he became the youngest-ever win-
ner of Japan’s Hamamatsu International 
Piano Competition. Two years later he 
won the third prize at the Tchaikovsky 
Competition in Moscow and in 2014 
likewise the third prize in the Arthur 
Rubinstein Competition in Tel Aviv.


