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Sonata No. 8 in C minor, Op. 13 ‘Pathétique’        [19:21]
1   I. Grave – Allegro di molto e con brio                                    [8:54]
2        II. Adagio cantabile                                                                   [5:45]  

3        III. Rondo: Allegro                                                                                                            [4:39]

3 Sonatas, Op. 10
Piano Sonata No. 5 in C minor, Op. 10, No. 1         [17:51]

4        I. Allegro molto e con brio                                                       [5:32] 
5        II. Adagio molto                                                                                                        [8:24] 

6        III. Finale: Prestissimo                                                                                                [3:50]

Piano Sonata No. 6 in F major, Op. 10, No. 2         [15:54]
7       I. Allegro                                                                                            [8:09]
8        II. Allegretto                                                                               [3:43] 

9        III. Presto                                                                                                                                      [4:01]

Piano Sonata No. 7 in D major, Op. 10, No. 3         [23:16]
A       I. Presto                                                                                             [7:00]
B        II. Largo e mesto                                                                       [9:32] 

C        III. Menuet: Allegro                                                                      [2:39]
D        IV. Rondo: Allegro                                                                              [4:00]

Total time:                                                                                     [76:34]
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Beethoven was not known as a child prodigy and was not 
dragged around Europe as Mozart, Liszt and Anton Rubinstein 
were. He was sure of his talent as a composer and was careful 
when publishing his first compositions not to rush anything 
into print that was not fully formed and as perfect as he could 
make it.  

He began with 3 Trios for Piano, Violin and Cello, Op. 1, which 
he published at the comparatively late age of 24. Each has a 
different character and mood dependent on the key chosen 
by the composer. The last is in C minor, a key he would use 
throughout his life to represent struggle, turmoil and drama.

His Op. 2 is a set of three piano sonatas again with differing 
characters, all pushing the standard of piano technique based 
on his own virtuoso capabilities. Beethoven dedicated these 
works to his teacher Franz Joseph Haydn. Some experiments 
with groups of strings and two cellos sonatas came next and 
with Op. 9 we find three string trios. As with the Trios, Op. 1, 
the last is in C minor. The lone Piano Sonata in E flat, Op. 7 
appeared before his next group of three piano sonatas Op. 
10. Written in the late 1790s when approaching 30 years 
of age, Beethoven really flexes his compositional muscles 
in these three sonatas. As is often the case, the works are 
dedicated to a member of the nobility or of high standing in 
the community, in this case Countess von Browne, the wife of 
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a Russian diplomat living in Vienna.  

The first is in the key of C minor. It begins in triple time with 
an upward thrusting motif of dotted (jagged) nature. While 
Beethoven was fond of the affirmation of tonic-dominant 
relationships such as appear at the end of the Fifth Symphony, 
at the opening of this sonata he uses the more piquant 
diminished chord instead of the dominant, creating more 
harmonic tension. Already, Beethoven has found his own voice 
– the mood, character and style could not be mistaken for his 
teacher Haydn, whose last sonatas were written ten years 
earlier. However, with the Adagio molto we find a decorated 
aria in the style of Mozart. The wide intervals found in Mozart 
are filled by Beethoven with arpeggios and the return of the 
theme is decorated further as if it is an improvisation with a 
developed accompaniment. The Finale is marked Prestissimo 
but the mood of this movement is not ‘angry’ Beethoven, but 
one of exuberance particularly when we reach the material in 
the relative major. There are pre-echoes of the first movement of 
the Pathétique Sonata, Op. 13 in the left hand accompaniment 
figure to the opening melody at the upper octave. Beethoven 
surprises us at the end with a coda of striking originality: he 
takes us on a detour into D flat major, reduces the level of 
drama and unexpectedly ends quietly.

The geniality of the opening of the F major Sonata tells us we 
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are in an altogether different mood from the preceding sonata, 
the opening bars giving a sense of expectation. The themes 
rise with a confidence and develop from each other, one being 
split between the registers by the use of crossed hands. For 
the slow movement, Beethoven decides to be as different 
from the previous example as possible. Whereas in Op. 10, 
No. 1 he wrote a beautiful adagio melody supported by an 
accompaniment, here this Allegretto in the tonic minor begins 
with the hands in unison in the lower register of the piano. 
The trio section is in D flat major, providing some welcome 
warmth in contrast to the murky depths of the first section. 
The Presto finale is more like a vocal round than a fugue as it 
is sometimes described.  Beethoven was already using abrupt, 
unprepared key changes as he did in the commencement of 
the second section of the first movement of this sonata.  Here, 
we plunge straight from the dominant C major to A flat major 
with no warning. Another device Beethoven experiments with 
here is the constant rhythmic drive achieved by the feeling of 
four quavers in almost every bar.  

With the last of the 3 Sonatas, Op. 10 Beethoven pushes the 
boundaries even further – he has four movements instead of 
three and widens the emotional range from the exuberance of 
the first movement to the deep pathos of the second. Again, the 
opening Presto statement shoots upward, this time in bravura 
bare octaves brimming with optimism. It is not really a melody, 
but Beethoven uses it to construct a movement of great interest 
and excitement. In the slow movements of the previous two 
sonatas we have witnessed the serene beauty of Op. 10, No. 

1 and the darker, more ambiguous mood of No. 2. In the third 
sonata’s Largo e mesto Beethoven created one of his most 
heartfelt movements. As in the previous sonata he chooses 
the tonic minor as his key and, as before, the melody is really a 
short device using the leading note and augmented harmony 
to create tension and resolve. A moment of relief comes when 
we move to F major, a section of pure nobility, but it is a brief 
respite from the anguish. Two defined characters appear – one 
stern in the lower register incorporating diminished harmony, 
the other a high breathless pleading. Beethoven’s use of part 
writing and timbre makes one wonder if he conceived the 
movement orchestrally: it is possible, but he knew that the full 
force of the emotional impact could be better generated by 
one person in control of his instrument. The sun comes out 
with the next movement; the Menuet opens with an innocent 
pastoral quality while the short trio of only 32 bars gives a lively 
rustic contrast. The Rondo finale certainly has its gestation in 
improvisation. The opening figure tries to implant the sub 
dominant of G major as the initial key, but a short cadenza 
brings us to rest firmly on the dominant. The movement sets 
off with D major firmly established and a rising octave figure 
recalling the opening of the first movement supported by 
a busy left hand accompaniment. The movement is full of 
energy and humour with Beethoven delighting in his harmonic 
discoveries. It is an example of Beethoven taking a short idea, 
three quavers, and using it almost incessantly with a wealth of 
invention to create one of his masterpieces. As with the first 
sonata of this set, he decides to end quietly, the coda a rising 
and falling chromatic scale over a tonic pedal with the main 
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rhythmic idea in the bass – a final surprise in a movement full 
of surprises.

The Pathétique Sonata, Op. 13 was the first of Beethoven’s Piano 
Sonatas to register and remain in the public consciousness. 
This is probably due to the fact that all three movements are 
strong and fully confident compositions. It was written in 1798 
at the same time as the Op. 10 works and published in 1799. 
Beethoven dedicated the work to his friend and a supporter 
of Mozart, Prince Karl von Lichnowsky, (1761–1814) who, the 
following year, gave Beethoven an annual stipend until 1806 
when they quarrelled and the friendship ended.  Beethoven had 
dedicated his first published compositions, the Piano Trios, Op. 
1 to Lichnowsky.  The rather original opening, marked Grave, 
sets a solemn mood of pathos and dynamic contrast in the 
home key of C minor. This leads to a fast and dramatic Allegro 
di molto e con brio which has a real sense of urgency created by 
broken octaves in the left hand and fast changes of sequential 
harmony. One of the innovations Beethoven incorporates is 
the return of the opening Grave (in the dominant). It acts as 
a dramatic pause before the development section sets off. He 
uses it again near the end of the movement, again as a device 
to heighten the drama of the return of the Allegro which ends 
the movement. It has been noted that this work was influenced 
by Mozart’s Piano Sonata in C minor, K. 457. Certainly there 
are traits that Beethoven could have taken and developed in 
his own way – the broken octave accompaniment figure for 
example – and there is a melody in A flat major in Mozart’s 
slow movement, the first three notes of which are identical in 

Beethoven’s slow movement melody. One of his most popular 
compositions, this Adagio cantabile, has a beautiful melody in 
the tenor register supported by an accompaniment figure also 
played by the right hand with the left being used as bass support. 
We move to the tonic minor for the second section where 
Beethoven provides variety by changing the accompaniment 
figure to triplets which he then continues during the return of 
the main melody. The swift two-in-a-bar Rondo: Allegro has 
an inventive theme with contrasting sections including ideas 
in triplets which are developed throughout. The work was a 
success on its publication and helped in securing Beethoven’s 
reputation as a composer and pianist. It was an important 
work, the style of which he continued to develop in the years 
to come.

© 2020 Jonathan Summers
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Nikolai Medtner, c.1920

Three: A Fascinating Number
There are three sonatas in Op. 10: two are major, one is 
minor. Two are smaller in scale, one is grander. Two have slow 
movements, one does not. In examining any of the possible 
pairings, there are agreements and disagreements among 
the three, majorities and minorities, friends and outsiders. 

It’s always fascinating to record with my two great friends 
Michael Brown and Roman Rabinovich. I can think of infinite 
scenarios in our friendships where two of us agree on 
something and the other remains alienated. I remember 
standing in a liquor store in Absorkee, Montana, stocking up in 
case of difficult recording days ahead, and drawing straws for 
which of us would get to stay in the two luxury cabins nearest 
the Olivier Music Barn at Tippet Rise. I was the ‘unlucky’ one: I 
would only have a Steinway upright in my smaller-sized cabin, 
instead of a private concert grand, and I would live in isolation 
one whole mile away from the hall. My additional punishment 
would be having to drive our rental car through a sublime 
landscape between sessions and waking up to the most 
glorious view of the Beartooth Mountains. It turned out it was 
absolutely blissful to be so secluded, and, by the way, I even 
had a laundry machine, which they didn’t have. Sometimes 
you think you lose, but you actually win.

And then there’s a whole podcast devoted to our process 
of choosing pianos. You may listen to it on the Tippet Rise 
website, at your own risk. It doesn’t reveal all the conniving 
and manipulation and honest language we used to try to 

strong-arm each other, but it gives some idea. We knew it 
would only be possible to use one piano for all three albums, 
given our tight schedule. 

Even the three piano beauties had their had their own 
dynamic living arrangement: two New York Steinways against 
one Hamburg, two modern instruments versus one ornately-
carved 19th-century instrument, and two girls, ‘Serafina’ and 
‘Vera,’ in the company of the more standoffish ‘CD18,’ our 
winner. 

The beauty of three cooks in the kitchen is that there is always 
potential for both a back-up and a shake-up. It was important 
to have a fresh set of ears or somebody to take over producing 
when we needed an emergency nap. Of course, it also meant 
that one person could easily become the difficult one who 
alienated himself or the middle-guy in an awkward conflict. 
But let’s not underestimate the perk of having someone to 
complain to about your other friend. 

Each producer had a different set of priorities in January 2019. 
To drastically oversimplify it, I think Roman listened for sound 
and color, Michael listened for flow and character, while I 
was a stickler for detail and doing things ‘right,’ God help me. 
 
At the piano, Michael is always admirably receptive to 
criticism. Roman is in a sense, too: he rarely takes anything 
personally. In contrast to Michael, however, when he’s not 
interested in your opinion, you will know. Your role becomes 



Nikolai Medtner, c.1920
 ̶  8  ̶



inconsequential until heʼs in the mood to talk to you again. 
You should have seen the look on our faces when he repeated 
a Haydn exposition 7 times in a row, unannounced, as we 
desperately tried to take notes. 

Recording for me is probably the most emotionally-complex 
among the gentlemen. Playing for microphones in an empty 
room messes with my head and I need a cheerleader in the 
booth. On a bad day, I might even attack the complimenter 
for their undiscerning compliments, so let’s say the job of 
producing me is not easy. 

The conflicts I had with Roman were very interesting. We 
spontaneously changed the schedule one day and he decided 
to have me produce a Haydn sonata which I had never heard 
him play.  We are always in the habit of assigning producers 
to pieces and hashing out our interpretive disagreements well 
ahead of sessions, but in this case we took a risk to accommodate 
some unexpected scheduling concerns. It didn’t go well. It 
happened to be a sonata I had played myself and I was not 
able to remain objective or helpful to him. I got into Roman‘s 
head with my ruthless insistence on certain details and he was 
not at all happy. Michael took over that piece the next day. 

The next day the roles were reversed. Roman felt my approach 
to the Presto of my F Major was much too hurried and anxious. 
I was overexcited that evening and I became very stubborn 
about my position. He was ready to fight me to the death on 
it; who knows, maybe the previous day’s Haydn disagreement 

had its karmic tax. 

The moment I remember reaching a climax of annoyance 
was when I called out Roman’s name and heard no response 
through the speaker. I was incredulous that he had been telling 
me to take walks as I was pleading for new takes and, finally, 
he just ignored me entirely for several minutes. After this 
tense pause, the speaker came on and I heard no words but 
only a Rossini overture which Roman was obviously streaming 
from his iPhone. He was trying to get me into a lighter mood, 
a more humorous mindset. 

It was admittedly brilliant, but I was not having it. I was in a 
rage about this little boxing match we were having during my 
session. So we took a break, exchanged emotional words, and 
sat together in frustration. I eventually decided to acquiesce a 
little and tried following his suggestions, which Michael urged 
me to do. Some months later, when I heard the takes, I used 
exclusively the ones following Roman’s advice. I apologised to 
him and I’m grateful I listened. 

Now about Michael: one of my obsessions was the Largo e 
mesto from the D major Sonata. I was panicked over it since 
it was one of my most beloved movements and I didn’t have 
a satisfactory take by the last night of recording. I begged 
Michael for three minutes from his final session to let me try 
the opening phrase one last time. From the first chord we both 
realised the universe was being kind to me and he let me play 
the whole long movement instead of using the precious final 

 ̶  8  ̶



 ̶  9  ̶

minutes for himself. Just so you know, Michael was the child 
who gave away all his cookies to the other children at school.

Our little reality TV show in the setting of the most  
raw nature, otherworldly landscape and sublime sculptures 
remains one of the most astonishing experiences of my life 
so far. We had the greatest possible resources at our disposal: 
not only unfathomable technology, but a crew which provided 
both professionalism and person-to-person generosity. Beyond 
energy and expertise, Monte Nickles joined me in making mean 
jokes to Michael, which Michael always loves. Jim Ruberto 
took a metronome mark for every take we made just in case 
we were unconsciously deviating course, and he even came 
up to me and gave me a hug at the end of the tense F major 
Presto session. (Michael and Roman had had enough by then.) 

Michael Toia cared so much about the tuning of ‘CD18’ that we 
had to beg him to stop a few times. We were over the moon 
with his splendid work, but it wasn’t until the last evening 
of tuning that Mike smiled and said, ‘finally, now, she’s a 
real beauty.’ By the way, ‘CD 18’ has a perfectly regulated 
Hamburg action and also a New York action which we could 
switch between. I used the deeper, chewier New York action, 
but I did borrow the more brittle, spicy Hamburg mechanism 
for the famous F major Presto. What an insane luxury. 

Zachary Patten not only helped us with every detail of 
daily life but also probed the meaning of life with us during 
meals. Emily Rund filmed us at and away from the piano and 

drove us around sculptures. Incredible catering was provided 
by local chefs Nick and Wendy, who even had me eating tuna 
salad, which I usually despise. We saw no other human beings 
for eight frigid days in the middle of nowhere. 

A few other people require kind mention: Jeanne Reid 
was our delightful e-mail bud for many months 
leading up to the session, and she, as well Pete 
and Lindsey Hinmon, patiently masterminded our 
schedule and managed many impossible requests. 

Most importantly, though: none of this strange dream would 
have been possible without the astonishing imagination of 
Peter and Cathy Halstead. My visits to the Tippet Rise Art 
Center have expanded the way my mind works, and, to a 
certain degree, the place’s very existence remains a puzzle 
to me. Obviously one valid explanation is Peter and Cathy’s 
unparalleled generosity, but somehow that’s not sufficient 
explanation. I think they have figured out how to turn real life 
into poetry and poetry into real life. I am humbled and deeply 
grateful to have been welcomed there. 

I would like to dedicate these humbly-played notes, and 
especially the silences in between them, to the loving memory 
of Leon Fleisher (1928–2020), who taught me so much 
about Beethoven’s Sonatas between 2007 and 2012. He 
always reminded me to listen, to really listen. Thank you. 

Adam Golka
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Since first self-presenting and performing Beethoven’s 32 Piano 
Sonatas at the age of 18, Adam Golka has immersed himself in 
studying the master’s works. He has studied Beethoven under 
the guidance of masters such as Leon Fleisher, Alfred Brendel, 
Sir András Schiff, Murray Perahia, and Ferenc Rados. In 2011, 
Adam performed a cycle of all five Beethoven Piano Concertos 
with the Lubbock Symphony, with his brother Tomasz at the 
baton, and last summer, he made his San Francisco Symphony 
début at the Stern Grove Festival in Beethoven’s Fourth Piano 
Concerto. He is celebrating Beethoven’s 250th birthday in 2020 
by playing the whole cycle of Beethoven’s 32 Piano Sonatas in 
multiple cities, which includes a self-produced video series 
named 32@32, made in collaboration with filmmaker Zac 
Nicholson and designed to be part of the concert experience. 
 
Golka was selected by Sir András Schiff to perform recitals at 
the Klavier-Festival Ruhr in Germany, the Tonhalle Zürich, as 
well as in Berlin and New York (organized by the 92nd Street 
Y). Golka has been regularly on the concert stage since the age 
of sixteen, when he won first prize at the 2nd China Shanghai 
International Piano Competition. He has also received the 
Gilmore Young Artist Award and the Max I. Allen Classical 
Fellowship Award from the American Pianists Association.

Golka’s solo appearances with orchestra have included the BBC 
Scottish, Atlanta, Houston, Dallas, Indianapolis, New Jersey, 
Milwaukee, Phoenix, San Diego, San Francisco, Fort Worth, 
Vancouver, Seattle, and Jacksonville Symphonies, the Grand 
Teton Festival Orchestra, the National Arts Centre Orchestra 

of Ottawa, the Sinfonia Varsovia, the Shanghai Philharmonic, 
the Warsaw Philharmonic, and the Teresa Carreño Youth 
Orchestra of Venezuela. He made his Carnegie Hall Isaac Stern 
Auditorium début in 2010, performing Rachmaninov’s Third 
Concerto with the New York Youth Symphony.

Golka’s past appearances as a chamber musician included 
festivals such as Marlboro, Caramoor, Ravinia, Prussia Cove, 
and Music@Menlo, the Frankly Music series in Milwaukee, 
and he is also a member of the Manhattan Chamber Players. 
He has been presented by the Musicians Emergency Fund in 
Alice Tully Hall on multiple occassions, and he has performed 
recitals in the Concertgebouw’s Kleine Zaal, Musashino Civic 
Cultural Hall in Tokyo, and at festivals such as Mostly Mozart, 
the Gilmore Keyboard Festival, the Ravinia Festival, the New 
York City International Keyboard Festival, the Newport Music 
Festival, the Hornby Island Festival in British Columbia, and the 
Duszniki Chopin festival. Golka recently performed a recital of 
Schubert, Liszt and Brahms at the extraordinary Tippet Rise 
Arts Center in Fishtail, Montana, and he is also a frequent guest 
at the Krzyżowa-Music Festival in Poland, where he premièred 
his own two-piano arrangement of Debussy’s La Mer in 2018 
and also narrated his original poetry for Saint-Saëns’ Carnival 
of the Animals, created especially for the opening concert of 
the festival. 

Golka has premièred solo works written for him by Richard 
Danielpour, Michael Brown and Jarosław Gołembiowski. His 
début album, featuring the First Sonata of Brahms and the 
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Hammerklavier Sonata of Beethoven, was released in 2014 by 
First Hand Records [FHR33]. In 2017, he released his Schumann 
album for the same label [FHR62], not only playing solo works 
but also partneringw with soprano Lauren Eberwein. This 
album was produced by his friends Michael Brown and Roman 
Rabinovich, whose FHR albums Adam in turn produced. 
 
Adam Golka is greatly indebted to the late José Feghali, with 
whom he studied throughout all his teenage years and young 
adulthood, as well as to his insightful studies with Leon Fleisher 
at the Peabody Conservatory. He is Artist-in-Residence at the 
College of the Holy Cross in Worcester, Massachusetts, USA.

Recorded at Olivier Music Barn, Tippet Rise
Arts Center, Fishtail, Montana, USA, 2–10 January 2019 

Produced by Michael Brown and Roman Rabinovich 
Engineered, edited and mastered by Monte Nickles

assisted by Jim Ruberto  
DXD 24bit, 352.8kHz hi-resolution recording,

editing and mastering
 

Piano: Steinway Model D, New York, CD-18, serial #300124,
using Steinway New York hammers (1 – 8, A – C)

and Renner hammers (9)
Piano tuned and voiced by Michael Toia 

Booklet notes by Jonathan Summers and Adam Golka

Artwork by David Murphy (FHR)
Album cover photo by Jürgen Frank © 2020 

All other photos by Emily Rund 
taken at Tippet Rise Arts Center

 
FHR thanks Peter Bromley, Adam Golka, and Monte Nickles



 ̶  12  ̶  ̶  13  ̶



 ̶  11  ̶

Benjamin Nabarro, Hannah Dawson, Matthew Hunt, Ruth Gibson, Gemma Rosefield

SCHUMANN: Piano Sonata No. 1 in F sharp minor

An Anna II • Des Abends • Der schwere Abend • Abendlied 

with Lauren Eberwein soprano

‘These are performances of poetry and sensitivity, with the reading of the  
piano sonata rivalling some of the great discs of the past.’  (Classic CD Choice)

Adam Golka
on FHR

[FHR62]


