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PROGRAM

    Piano Sonata in C Major
       Allegro
       Adagio
       Allegro molto

   Fantasy in C Major, Opus 17
       Durchaus phantastisch und leidenschaftlich vorzutragen
       Mässig:  Durchaus energisch
       Langsam getragen:  Durchweg leise zu halten

— INTERMISSION —

   Sonata for Piano        
   Allegro moderato
   Sostenuto e pesante
   Allegro molto

   Instants d’un opera de Pekin

   L’oiseau de feu   (arr. Agosti)
   Danse infernale
   Berceuse
   Finale

Program subject to change.

Please turn down or turn off all hearing aides.

Although heard as one work of art, many musical works have three or more 
movements or sections. A short pause often follows each movement, and 

during these pauses silence is needed to preserve the flow of the piece. But 
applause is truly music to a musician’s ear at the end of a work, so we hope 

you will clap to your heart’s content after the final movement.

HAYDN

R. SCHUMANN

BARTÓK

QIGANG CHEN

STRAVINSKY

Ying Li appears by special arrangement with Young Concert Artists, Inc.



Piano Sonata in C Major, Hob.XVI:50
FRANZ JOSEPH HAYDN
Born March 31, 1732, Rohrau
Died May 31, 1809, Vienna

Haydn’s approximately sixty keyboard sonatas are almost unknown to general 
audiences, who are daunted by their sheer number and more readily drawn 
to the famous nineteenth-century piano sonatas that followed.  Yet there is 
some very fine music here indeed.  Haydn’s Sonata in C Major is one of a set 
of three he composed in London in 1794 and dedicated to pianist Therese 
Jansen, presumably with her talents in mind.  Everyone notes the full sonority 
of these sonatas, and this has been explained in different ways.  Some believe 
that these sonatas consciously echo the sound of the series of grand 
symphonies Haydn was then writing for London orchestras.  Others have felt 
that the brilliance of these sonatas is the best evidence of Therese Jansen’s 
abilities, while still others explain it as a sign that the English fortepianos were 
much more powerful than the instruments Haydn was used to in Vienna.

Whatever the reason, Haydn’s Sonata in C Major rings with a splendid sound.  
The opening Allegro is full of forthright energy.  The initial pattern of three 
notes repeats throughout: it is sounded tentatively at first, then quickly 
repeated in full chords.  Haydn plays this pattern out with great energy and 
brilliance across the span of a fairly lengthy movement (more than half the 
length of the entire sonata).

The central movement is an expressive Adagio in abbreviated sonata form 
whose main subject is built around the rolled chords heard at the very 
beginning.  The concluding Allegro molto, barely two minutes long, is full of 
high comedy.  It feels like a very fast waltz that starts and stops and modulates 
throughout, as if the composer cannot quite make up his mind how he wants 
it to go.  Haydn of course knows exactly how he wants it to go, and this 
lurching, stumbling dance should leave us all laughing.

Fantasy in C Major, Opus 17
ROBERT SCHUMANN
Born June 8, 1810, Zwickau
Died July 29, 1856, Endenich

In 1835, the 25-year-old Robert Schumann learned of plans to create a 
Beethoven monument in Bonn and—fired with enthusiasm for the project—
resolved to compose a piano sonata and donate all receipts from it to support 
the monument.  He wrote to his publisher, suggesting an elaborate 
publication in which the score would be bound in black and trimmed with 
gold, and he proposed a monumental inscription for that cover: 

Ruins.  Trophies.  Palms.
Grand Piano Sonata

For Beethoven’s Monument

Yet when Schumann began composing this music the following year, his 
plans had changed considerably.  He had fallen in love with the young piano 



virtuosa Clara Wieck, and her father had exploded: Friedrich Wieck did 
everything in his power to keep the lovers apart, forbidding them to see each 
other and forcing them to return each other’s letters.  The dejected Schumann 
composed a three-movement sonata-like piece that was clearly fired by his 
thwarted love: he later told Clara that the first movement was “the most 
passionate thing I have ever composed—a deep lament for you.”  Yet the 
score, published under the neutral title Fantasy in 1839, contains enough 
references to Beethoven (quotations from the song cycle An die ferne Geliebte 
at the end of the first movement and from the Seventh Symphony in the last) 
to suggest that some of Schumann’s original plans for a Beethoven 
sonata remained in this music.  And finally, to complicate matters even 
further, Schumann dedicated the score not to Clara but to Franz Liszt, who 
would become one of its great champions.

If the inspiration for this music is in doubt, its greatness is not: the Fantasy in C 
Major is one of Schumann’s finest compositions, wholly original in form, 
extremely difficult to perform, and haunting in its emotional effect.  
Schumann was right to call this music a Fantasy—it may seem like a piano 
sonata on first appearance, but it refuses to conform exactly to the rules of 
sonata form.  The first movement, marked “Fantastic and passionate 
throughout,” begins with an impassioned falling figure that Schumann 
associated with Clara.  In the quiet middle section, which Schumann marks 
“In the manner of a legend,” the music moves to C minor; yet the conclusion 
does not recapitulate the opening material in the correct key—the music 
returns to C major only after the reference to Beethoven’s song from An die 
ferne Geliebte.

The second movement is a vigorous march full of dotted rhythms; Schumann 
marks it “Energetic throughout.”  Curiously, Clara—the inspiration for the first 
movement—liked this movement the best; she wrote to Schumann: “The 
march strikes me as a victory march of warriors returning from battle, and in 
the Ab section I think of the young girls from the village, all dressed in white, 
each with a garland in her hand crowning the warriors kneeling before them.” 
Schumann concludes with a surprise: the last movement is at a slow tempo—
it unfolds expressively, and not until the final bars does Schumann allow this 
music to arrive—gently and magically—in the home key of C major.

The Fantasy in C Major is one of Schumann’s finest works, yet within years of its 
composition, Schumann himself was hard on this music, calling it “immature 
and unfinished . . . mostly reflections of my turbulent earlier life.”  By this time, 
he was happily married to Clara and may have identified the Fantasy with a 
painful period in his life, yet it is precisely for its turbulence, its pain, and its 
longing that we value this music today.

Sonata for Piano
BÉLA BARTÓK
Born March 25, 1881, Nagyszentmiklos, Hungary
Died September 26, 1945, New York City



In 1926, at age 45, Bartók decided to resume his career as a virtuoso pianist.  He 
needed more of his own music to include on his programs, and in June 1926 he 
began to write music for the piano.  Over the next several months he completed 
his Piano Sonata, First Piano Concerto, Nine Little Piano Pieces, and a suite of five 
movements that he titled Out of Doors.  These pieces would form the core of his 
programs over the next few seasons, and Bartók gave the first public performance 
of the Piano Sonata at a recital in Budapest on December 8, 1926.

In these years Bartók had become interested in the piano as a percussion 
instrument—one that produces its sound as a hammer strikes a key—and his 
Piano Sonata is remarkable for its percussive, pounding sonority.  This can be 
difficult music for audiences, and it demands fresh ears from those audiences, 
for Bartók challenges our standard notions of a piano sonata.  Throughout, the 
writing is almost consciously aggressive, and the harmonic language can be quite 
dissonant—many of the chords here are built on the abrasive intervals of seconds 
and ninths.  Further, Bartók refuses to write themes built on melodies, choosing 
instead to create thematic material made up of fragments, repeated notes, and 
repeated intervals.  Even the slow movement, where we might expect lyrical ideas 
to emerge, remains resolutely unsentimental. All of this makes Bartók’s Piano So-
nata sound formidable, and in many ways it is.  But it is also exhilarating music—
powerful, exciting, and extremely concentrated.

The Allegro moderato leaps to life with a swagger, pounding along its steady 
chordal writing—this pulse of eighth-notes will continue almost without pause 
throughout the movement, though Bartók enlivens its progress with powerful 
chords, shifting meters, and off-the-beat accents.  This movement is in traditional 
sonata form, with two other distinct theme-groups.  A long recapitulation leads to 
a Più mosso coda that accelerates to the movement’s sudden close on a brusque 
upward glissando.

The middle movement is marked Sostenuto e pesante—even at a slower pace, 
a percussive pulse continues here.  The dissonance level is high here, as well–in 
the opening measure, an E in the left hand is flat, natural in the right.  The middle 
section of this ternary-form movement is muted at first but then rises to a climax 
before falling away to the quiet close.

The finale, Allegro molto, is once again in traditional forms, though Bartók 
adroitly combines rondo and variation-form here.  The jaunty main theme, built 
on constantly-shifting meters, seems to have its roots in folk material.  As we 
expect in rondo form, this theme returns constantly, but what we do not expect 
is that Bartók will vary the theme on each reappearance.  The writing here is 
extremely difficult—not only is the pace very fast, but much of the writing is in 
octaves.  A Vivacissimo coda hurls the sonata to its powerful ending.

Instants d’un opera de Pekin
QIGANG CHEN
Born August 28, 1951, Shanghai

Qigang Chen was born in Shanghai to a cultivated family.  His father, who was 
head of the Academy of Arts in Beijing, was a visual artist (a painter and 



calligrapher), and Chen studied the clarinet as a boy.  But the Cultural Revolution 
violently intruded on the life of this family, as it did on so many others in China: 
Chen’s father was imprisoned, and the boy spent three years in a “re-education” 
program.  Once the Revolution had waned and a more normal life was 
possible, Chen studied at the Central Conservatory in Beijing, and in 1984 he won 
a scholarship that allowed Chinese music students to study abroad.  Chen chose 
Paris, where he studied from 1984 until 1988 with Olivier Messiaen (he was in fact 
Messiaen’s final composition student).  Deciding to make Paris his home, Chen 
became a French citizen in 1992, and he now divides his time between Paris and 
China.  Chen—who has composed prolifically in such forms as orchestral music, 
ballet, and chamber music—was the official composer and music director of the 
2008 Beijing Olympic Games.

In 2000 Chen was commissioned to compose a test-piece for the International 
Messiaen Piano Competition,  The commission stipulated that the test-piece 
should be reminiscent of Messiaen but should also incorporate some of the 
composer’s own individual style.  Chen responded with Instants d’un opera de 
Pekin, which takes the form of a theme-and-variation movement based on two 
themes derived from aria shapes from the traditional Pekin Opera.  After a slow 
and very quiet introduction that hints at these shapes, Chen introduces both 
themes simultaneously—a falling melodic figure in the right hand and a rising 
figure in the left—and then offers seven variations on those themes, sometimes 
treating them simultaneously.  With passages sometimes written across four 
staves Instants d’un opera de Pekin demands a virtuoso performer, one who can 
master its perpetual-motion brilliance and still generate the huge 
washes of sound of its widely-spaced chords (listeners who know the piano music 
of Debussy may recognize a kinship here with the great tolling chords of that 
composer’s The Engulfed Cathedral).  Gradually Chen reins in all this energy, and 
Instants d’un opera de Pekin concludes on the same fragmentary hints of themes 
with which it began.

L’oiseau de feu: Danse infernale, Berceuse et Finale  (arr. Agosti)
IGOR STRAVINSKY
Born June 17, 1882, Oranienbaum
Died April 6, 1971, New York City

Igor Stravinsky burst to international fame—and changed the course of music—
with his three great “Russian” ballets: The Firebird (1910), Petrushka (1911), and The 
Rite of Spring (1913).  These are spectacular compositions for orchestra, 
remarkable for their sheet sonic impact, range of instrumental color, and 
Stravinsky’s incredible rhythmic imagination.  Not surprisingly, they have become 
three of the most popular orchestral works ever written.

Pianists have, of course, been attracted to these scores, and there are some 
notable arrangements of these ballets for keyboard.  The composer himself 
contributed several of them.  Stravinsky originally composed The Rite of Spring 
for two pianos and orchestrated it only after it was complete in this version for 
keyboard; his two-piano version is often performed.  And at the request of Arthur 
Rubinstein, Stravinsky made a piano arrangement of a large portion of 
Petrushka, which he titled Three Movements from Petrushka.  But the



composer did not make a keyboard arrangement of The Firebird, and the most 
famous keyboard version of music from that ballet was made by the Italian pianist 
and pedagogue Guido Agosti.

Agosti (1901-1989) studied with Ferruccio Busoni and then taught for many years 
in Venice and Rome; among his students were such distinguished pianists as 
Leslie Howard, Raymond Lewenthal, and Daniel Pollack.  Though he is almost 
remembered more as a teacher than as a performer, he did record music by 
Debussy, Beethoven, Janáček, and others.  In 1934, Agosti made an arrangement 
of three movements from The Firebird, and it may be useful to place them in 
context by recalling the story of the ballet.
  
The Firebird tells of a young prince, Ivan Tsarevich, who unknowingly pursues the 
magic Firebird—part woman, part bird—into the garden of the green-taloned 
Kastchei, most horrible of all ogres: Kastchei captures and imprisons maidens 
within the castle and turns all knights who come to rescue them to stone.  Ivan 
captures the Firebird, but she begs to be released, and when he agrees she gives 
him a magic feather and vanishes.  The prince sees a group of thirteen 
princesses playing with golden apples, and when dawn breaks and they have 
to return to Kastchei’s castle, he follows them.  Instantly he is confronted by the 
hideous fiends who inhabit the castle and is about to be turned to stone 
himself when he remembers the feather.  He waves it, and the Firebird returns, 
puts all the ogres—including Kastchei—to sleep, and shows him where a magic 
egg is hidden in a casket.  When Ivan smashes the egg, Kastchei and his fiends 
disappear, the petrified knights return to life, the maidens are freed, Kastchei’s 
castle is transformed into a cathedral, and Ivan marries the most beautiful of the 
thirteen princesses.

Agosti chose to arrange three movements from the climax of the ballet, and these 
are in fact the final three movements of the orchestral suite Stravinsky drew from 
the ballet in 1919: the famous Infernal Dance, with its barbaric snorts and growls 
as Kastchei’s fiends attempt to resist the Firebird’s spell; the Berceuse, which is the 
music the Firebird uses to lull Kastchei and his followers to sleep; and the Finale, 
based on the old Russian folk song “By the Gate,” which drives the ballet to a 
magnificent conclusion on music of general rejoicing. Agosti’s arrangement 
remains faithful to Stravinsky’s original score, but it makes fiendish demands 
of its own on the pianist, who must master complicated textures (much of this 
transcription is written on three staves) and still be able to generate the powerful 
sonority that is so much a part of this music.

  — Program notes by Eric Bromberger



Described as “graceful, lyrical”  by Cleveland Classical, Ying Li is an avid chamber 
musician who has appeared at prestigious festivals around the world including 
the Verbier Festival Academy, ClassicheFORME International Chamber Music 
Festival in Lecce,  Ravinia’s Steans Institute, La Jolla Music Society, Great Lakes 
Chamber Music Festival, Norfolk Chamber Music Festival, the Artists Series 
Concerts in Sarasota, and the Bridgehampton Chamber Music Festival.
Ying has performed with many leading orchestras such as The Philadelphia 
Orchestra, New Jersey Symphony, Brevard Music Festival Orchestra, L’Accademia 
Orchestra del La Scala, and the NWD-Philharmoniker, and with conductors such as 
Lina Gonzalez-Granados, Xian Zhang, Eric Jacobsen, and Jonathon Heyward.

Ying Li is the First Prize winner of the 2021 Young Concert Artists Susan 
Wadsworth International Auditions, as well as the recipient of The Bridgehampton 
Chamber Music Festival Prize and the Tri-I Noon Recitals Prize. She has received 
top awards in numerous national and international competitions including the 
inaugural Antonio Mormone International Prize, Sarasota Artist Series Piano 
Competition, Brevard Music Festival, International Liszt Piano Competition for 
Young Pianists, and was a fi nalist at Concours musical international de Montréal.



The repertoire for the January 29 recital includes Franz Joseph Haydn’s Piano 
Sonata in C Major, Robert Schumann’s Fantasy in C Major, Béla Bartók’s Sonata for 
Piano, Qigang Chen’s Instants d’un opera de Pekin, and Igor Stravinsky’s L’oiseau de 
feu (arr. Agosti).

“The theatrical element of this program stimulates my curiosity to the extreme. 
The sensational fusion of East and West in QiGang Chen’s homage to Peking 
opera brings me back to childhood theaters, while Stravinsky’s Firebird Suite and 
Haydn’s sonata are full of narrative intensities. For the heart of my debut program, 
I chose to feature Robert Schumann’s Fantasie, the most heartfelt and 
impassioned love story I can imagine,” said Ying Li.

https://yca.org/artist/li-ying/
Facebook: @Ying Li, pianist 
Instagram: @yinglipianist



The Recital Series at Pepperdine University has delighted 
audiences with new and emerging classical musicians since 1993. With 
intimate Sunday afternoon performances in Raitt Recital Hall, the series 
is nationally known for the high quality of its performances, the stunning 
location, the beautiful and acoustically superior venues, and the engage-
ment and loyalty of its audience.  Many of the featured artists have gone 
on to signifi cant critical and professional acclaim, including cellist Jo-
hannes Moser, pianist Haochen Zhang, soprano Jessica Rivera, and cellist 
Alisa Weilerstein. The Recital Series is made possible by the generous 
support of funders to the Lisa Smith Wengler Center for the Arts. For more 
information or to purchase tickets, please visit arts.pepperdine.edu.

The Lisa Smith Wengler Center for the Arts is a member of Concert Artists 
Guild’s Performance Prize Presenter Network, a growing community of 
presenters who partner with CAG to engage its Competition Winners on 
an ongoing basis.

STAY CONNECTED!
Use this link to stay up-to-date 
with all of the shows coming 
to the Center for the Arts this 
season. It is an honor to share 

these artists with you as we 
announce our 2022–2023 

season of performances and 
museum exhibitions.



Adam Sadberry, fl ute
Memphis Symphony Orchestra acting principal fl utist Adam Sadberry is known 
for his radiant, lyrical playing. He’s committed to expanding the Black diaspora 
in the classical music world through promoting equity, representation, music 
education, and commissioning music that tells stories of the Black experience. 
Sadberry’s work is further motivated by his desire to continue the legacy of his 
late grandfather L. Alex Wilson, an important journalist and unsung hero of the 
civil rights movement. adamsadberry.com
Sunday, March 5, 2023 • 2 PM
$28 • RAITT RECITAL HALL

Coming up Next at the Center for the Arts:

arts.pepperdine.edu @PepperdineCFA

ARE YOU ON OUR EMAIL LIST?
Sign up to receive special off ers and 

advance notice of more great fall 
2022 performances. 

LISTEN TO OUR PODCAST
Hear interviews and behind-the-
scenes insights from the artists 

and Center for the Arts staff about 
our season programming. 



We gratefully acknowledge the support of our Annual Donors to 
the Lisa Smith Wengler Center for the Arts:

BECOME A SPONSOR TODAY
Center for the Arts members provide free 

performances to thousands of schoolchildren each 
year. Members also enjoy unique benefi ts, including 

free parking and special backstage tours. 
Scan the QR code for more information. 

This list includes all donors at the $100-and-above level as of December 1, 2022. To learn more about sponsorship 
opportunities at the Lisa Smith Wengler Center for the Arts, please call 310.506.4594 or pick up a brochure in the lobby.
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