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J.S. BACH - C.F. GOUNOD - arr. W. Vleminckx: Ave Maria (2:48)

R. SCHUMANN - ar. . Liszt: Widmung, S566 / R253 (3:31)

R. SCHUMANN - ar. F. Liszt: Frihlingsnacht, S568 / R256 (2:40)

W.A. MOZART - arr. K. Fukuma: Serenade No. 13 in G Major, K. 525, "Eine kleine Nachtmusik"
1. Allegro (5:38)

Il. Romance: Andante (5:42)

. Menuetto: Allegretto (1:52)

IV. Rondo: Allegro (4:01)

e N

(S R

A. PONCHIELLI - arr. W. Vleminckx (rev. K. Fukuma): La Gioconda, Act Il - Danza delle ore (9:56)
@1 R. WAGNER - arr. K. Fukuma: Tristan und Isolde, Act | - Prelude (7:52)

R. WAGNER - arr. Liszt: Tristan und Isolde, Act Ill - Isoldes Liebestod, S447 /| R280 (6:3¢)
C. DEBUSSY -arr. L. Borwick: Prélude a I’aprés-midi d’un faune (8:53)

B

P.I. TCHAIKOVSKY - arr. S. Taneyev (rev. K. Fukuma): The Nutcracker, Op. 71, Act Il - Waltz of the flowers (6:18)

=

L. HOWARD: Réminiscences de I'opéra Turandot de Puccini Op. 39 (2:56)
K. FUKUMA: Chanson Medley (8:11)

L'amour est bleu - La Vie en Rose - La mer - La romance de Paris - Padam padam... -
Sous le Ciel de Paris - La foule - Les feuilles mortes - Comme d'habitude - Hymne a l'amour

=]

[BONUS TRACK 1] W.A. MOZART - arr. F. Liszt: Ave verum corpus, S461a (2:59)

[BONUS TRACK 2] F. SCHUBERT - arr. F. Liszt: Schwanengesang, S560/R245 — Stdndchen (5:51)

[BONUS TRACK 3] J. STRAUSS Il —arr. W. Vieminckx: Champagner-Polka, Op. 211 (4 Hands piano version) (2:40)*
[BONUS TRACK 4] J. STRAUSS Il - arr. W. Vieminckx: Neue Pizzicato-Polka Op. 449 (4 Hands piano version) (3:28)*

*Kotaro Fukuma(Primo) and Kaoru Jitsukawa(Secondo)
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This album explores the diverse and fascinating world
of piano transcriptions. Rather than focusing on histori-
cal backgrounds or structural analysis of original pieces,
these notes highlight the unique characteristics of each
arrangement—specifically the creative techniques em-
ployed and the distinctive musical moments that define
these works.

Johann Sebastian Bach -
Charles Francois Gounod

» arr. W. Vleminckx

Ave Maria

While the original Bach-Gounod piece is setin
pure C major, Walter Vleminckx’s transcrip-
tion shifts to G major, imbuing the work with a
refreshing, breezy atmosphere.

The accompaniment, characterized by its cy-
cling pattern of eight sixteenth notes, is nota-
bly thickened here; after the initial two single
notes of each cycle, the remaining notes are
played as dyads providing a rich harmonic
depth (specifically at 2:21, for two measures,
these expand further into three-note chords).
Where the melody is traditionally entrusted to a
soprano voice or violin, Vleminckx makes the
intriguing choice of placing the theme in the ten-
or register during the opening section (0:15-).
This evolves into a beautiful duet between the

soprano and tenor in the latter half (1:26-). The
true highlight, however, is the ornamentation
during the climax (2:07-2:16, 2:31-2:40). While it
echoes the virtuosity of Liszt, it maintains a re-
fined elegance, avoiding excessive brilliance in
favor of sophisticated poise.

Robert Schumann

» arr. Franz Liszt

Widmung, S566/R253

While maintaining the original key of A-flat
major, this transcription immediately offers a
surprise to those familiar with the original
Lied. Whereas the vocal version introduces
the melody after a single measure of undulat-
ing introduction, Liszt added extra two-mea-
sures. While such an extension might allow
the singer more time to settle into the phrase,
its purpose in a piano transcription seems
purely expressive—perhaps, to create a sub-
tle “diminuendo” in the third measure (0:05-
0:08), thereby making the entry of the main
theme more poignant.

Following the initial long phrase, the original
song moves directly into the E major middle
section (“Du bist die Ruh”). Liszt, however,
chose to repeat the theme, transforming the
accompaniment into a more "pianistic" tex-
ture (0:41-). This involves the melody being
carried by the left thumb while the right hand
executes a challenging series of dyads inter-
vals, such as sixths and fifths, requiring a con-
stant, wide hand span. Interestingly, Liszt also
brings the musical flow to a temporary halt
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before the middle section (1:22-1:25), creating
a distinct sense of cadence.

In the transition back from E major to the main
theme, there is a masterful build-up of emo-
tional intensity. Liszt employs shimmering bro-
ken-chord waves in the inner voices while add-
ing brilliant arpeggiated chords on the second
beats of the high register (2:00-2:13). The main
theme then returns amidst grand, surging
waves of these broken chords (2:13-2:33). True
to his signature style, Liszt adds one final, ma-
jestic statement of the theme before the music
subsides into a tranquil coda (2:39-).

Legend has it that when Clara Schumann
heard Liszt perform this flamboyant arrange-
ment, she was incensed, and was unhappy
about him further transcribing her husband’s
songs. Clara eventually published her own
transcription of “Widmung”, which, unlike
Liszt’s virtuosic version, remains strictly faith-
ful to the intimacy of Robert’s original work.

R. Schumann

» arr. F. Liszt

Frihlingsnacht, S568/R256

In this transcription, Liszt once again extends
the introduction by two measures. Given the
brisk tempo of this song, these extra bars
would have been a welcome breath for the
singer; however, Liszt’s intent here is also har-
monic. While the original Lied begins on the
tonic chord of F-sharp major, Liszt adds a
twist by starting on a dominant chord with an
upwardly displaced fifth (0:00).

The theme bears a striking resemblance to
the famous chanson “Hymne a I'amour”. Liszt
accentuates this by adding a "leading" G*-F*
motif when transitioning to the next phrase
(0:11), making the similarity even more pro-
nounced (though chronologically, one should
say the chanson echoes this arrangement).
Whereas the original song follows an A-B-A-
Coda structure, Liszt expands it into A-B-A
(interlude) A-B-A-Coda. Each of the four ap-
pearances of the 'A’ section is uniquely varied,
growing in brilliance with every repetition
(0:46-, 1:14-, 2:08-). The work concludes with
a characteristically Lisztian flourish—a spec-
tacular and virtuosic finale (2:25-).

Wolfgang Amadeus Mozart

» arr. Kotaro Fukuma

Serenade No. 13 in G Major,
K. 525, "Eine kleine Nachtmusik"

In creating this arrangement, as I'm a bit rest-
less by nature, | used Otto Singer’s transcrip-
tion as a foundation, upon which | layered
additional textures. While Singer’s version is a
reduction accessible to intermediate-to-ad-
vanced players, my own rendition incorpo-
rates original ideas that elevate the difficulty to
an advanced—or even virtuoso—level. Al-
though the original work is most frequently
performed by a string quintet including dou-
ble bass, | envisioned the sonic weight of a
chamber orchestra.

In the famous opening phrase of the first move-
ment, | set the entire theme in octaves; in con-



trast, Singer’s version uses octaves only at the
start and end. To achieve a bright, resonant
effect, | lowered certain downbeats by an oc-
tave and enriched the chordal voicings (0:07-).
To maintain voice-leading consistency, | trans-
posed the bass in the parallel third passages
down an octave to create tenths (0:19-).

It was common practice in the Classical era
for performers to introduce unwritten notes
when the theme reprises. Following this tradi-
tion, | have added original ornamentations
during the recapitulation (3:50, 3:57, 4:10,
4:45, 4:58). Similarly, in the second move-
ment, which features frequent thematic repe-
titions, | introduced variants beneath the mel-
ody line toward the end (2:55-, 4:10-, 4:57). |
would also like to draw your attention to the
original mini-cadenza | inserted just before
the final return of the theme (4:48-4:57).

For the third movement, | kept the arrangement
subtle to preserve the simple elegance of the
Minuet. However, | did incorporate some dis-
creet modifications, such as shifting the register
and adding an extra inner voice when the sec-
ond half of the 'A' theme returns (0:31-, 1:36-).
The fourth movement is where | focused most
of my efforts, transforming it into a display of
transcendental technique. In the original, the
accompaniment to the 'A' theme consists of
two players alternating single notes to create
moving dyads—a task that would be easier on
strings by rapid repeated notes. Executing
this with one hand on the piano is formidable.
As a compromise, | utilized single notes in cer-
tain spots, which | believe results in a surpris-
ingly natural sound (0:01-0:08). Near the end of

the exposition, the left hand leaps across the
keyboard to play the bass melody, reminiscent
of the right-hand leaps in the opening of “La
Campanella” (0:57-1:03)—a "devilishly" difficult
passage. In the development, where the right
hand descends with light repeated notes, the
original does not sound the bass on the first
beat; here, | added octaves on the bass for ev-
ery harmonic change to emphasize the rhyth-
mic pulse (2:16-2:22).

Finally, just before the coda, | couldn’t resist a
bit of musical mischief: when the motif "C-C-
C-C-D" appears, | added a high-register re-
sponse of "C-C-C-C-F*" (3:19-3:22)—uitiliz-
ing a high range that did not even exist on the
keyboards of Mozart’s time. Since this music
was originally composed as a “divertimento”
for pure entertainment, | sincerely hope the
genius Mozart is looking down from heaven
with a knowing smile at my little prank.

Amilcare Ponchielli

» arr. W. Vleminckx / rev. K. Fukuma

La Gioconda,
Act Il - Danza delle ore

The "Dance of the Hours", a ballet scene from
Act lll of the opera “La Gioconda”, has gained
immense popularity as a standalone concert
piece. Its high-tempo finale is so ubiquitous
that it is frequently used as background music
for athletic events (at least in Japan).

The charming introduction—originally scored
for strings, flute, and glockenspiel to evoke flit-
ting fairies—is transcribed here with fidelity to
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the original notes. However, Mr. Vleminckx has
lowered the bass register starting from (0:38) to
provide aricher sonic depth. To adapt the violin
tremolos for the piano, he has transformed
them into delicate broken chords (0:59-).
Following the serene E major theme, the ar-
rangement remains faithful to the original until
the E minor section, where the accompaniment
chords shift registers on every beat (4:03-). He
eventually transitions these into octaves to
heighten the passion of the melody (4:41-). In the
somber A minor section that follows, Mr.
Vieminckx ingeniously inverted the original ac-
companiment patterns to avoid melodic inter-
ference. However, finding that this created
awkward leaps and an excessive gap between
registers, | opted to slightly modify the patterns
for a more natural flow (6:17-).

Additionally, | have introduced several brilliant
arpeggiated flourishes throughout the piece
(6:51-6:54, 7:05-7:33). For the evocative "clock
chime" passage, | experimented with various
approaches before deciding on a “pianissi-
mo” tremolo to capture a fluttering, ethereal
quality (7:42-7:50).

In the final "French Cancan" section, while
some inner voices were inevitably omitted,
the arrangement loses none of its orchestral
grandeur. The variations introduced during
the thematic repetitions are highly effective
and quintessentially pianistic (8:15). With the
same goal of maximizing the piano’s impact, |
slightly altered the rhythm and figuration of
the concluding chordal sequence (9:43-).

Richard Wagner

» arr. K. Fukuma

Tristan und Isolde,
Act | - Prelude

This prelude evokes the sweeping drama and
the intensely turbulent emotions of a music
drama that can last nearly five hours in the
theater. While several piano solo versions al-
ready exist, | created this arrangement specif-
ically to lead into Liszt’s “Isoldes Liebestod”,
adopting a distinctly Lisztian approach. Con-
sequently, this version is more richly textured
and virtuosic than others.

A particular detail | would like to highlight oc-
curs from 0:46 to 1:36 | depress the middle
sostenuto pedal on a low B octave without
sounding it. As subsequent notes are played
(1:07-), this low B remains as a haunting, sym-
pathetic resonance—an "afterglow" of sound.
Although this note is not in the original score,
the piano’s inability to change timbre during a
sustained note can sometimes make these
passages feel static. This resonance helps
build the necessary tension leading toward
the “forte” E at 1:36.

From 1:36 onwards, | employed the sweeping,
expansive arpeggios favored by Liszt to cap-
ture the orchestral weight and the imagery of
a vast, nocturnal sea. At 4:04-4:20, | intro-
duced a reminiscence of the delicate variation
of the second theme from Liszt’s Sonata in B
minor. As the waves grow increasingly tumul-
tuous, | reinforce the ascending scales with
dyads culminating at the shift to C major with



a grand, two-octave glissando in sixths (5:53).
For the final climax (6:45-6:55), | added one
measure to the original structure, allowing the
music to once descend and then soar to the
peak at an octave higher before cascading
down, enhancing the sense of scale.

Finally, with all due respect to Wagner and his
devoted followers, | have taken the liberty of
cutting eighteen measures from the recapitu-
lation of the introduction. This is not a dis-
missal of the original score; rather, it is a re-
sponse to the piano’s physical limitations. An
orchestra can weave this long phrase with
sustained, shifting timbres of strings and
winds. On the piano, this is far more challeng-
ing—and given that the subsequent “Li-
ebestod” also begins “pianissimo” and takes
a full minute to reach a “forte”, | thought the
transition was too long. | hope for your kind
understanding of this artistic choice.

R. Wagner

» arr. F. Liszt

Tristan und Isolde, Act Il -
Isoldes Liebestod, S447/R280

While Liszt’s transcription includes an original
four-measure introduction, | have omitted it
for this recording to ensure a seamless transi-
tion from the preceding “Prelude”.

In this masterpiece, Liszt respects the overar-
ching melodic line while subtly modifying fig-
urations and rhythms to achieve a more har-
monious balance between voices.
Interestingly, he often prioritizes orchestral

melodies over the soprano’s vocal line - likely
to prevent the texture from becoming so
dense that the primary melody is obscured (it
is, therefore, clear that this was intended as a
concert piece rather than a rehearsal aid for
singers.)

The delicate harp passages, which can some-
times be lost in an orchestral performance,
are brought into effective relief through shim-
mering arpeggios (2:30-2:55). In the climax,
Liszt uses driving, reiterated chords to create
a surge akin to a subterranean tremor (4:48-
5:05). While the original ends with a single
sustained D* before the final B major chord,
the piano version employs a full sustained
chord (6:11-6:17) to compensate for the in-
strument's natural decay.

Claude Debussy

» arr. Leonard Borwick

Prélude a I’apres-midi
d’un faune

One of my priorities for this album’s track order
was the transition from Wagner to Debussy.
Though the musical universe they evoke is
vastly different, it is well-known that the young
Debussy was deeply infatuated with Wagner’s
music; his experience watching “Tristan und
Isolde” in Bayreuth left a profound impression
on him. One can sense this influence in the har-
monic language of this Prelude, particularly in
the unresolved progressions.

Leonard Borwick’s transcription remains re-
markably faithful to the original score. To
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compensate for the piano’s natural decay, in-
ner-voice tremolos are utilized. In sections
where | must strike low octaves while sustain-
ing these tremolos (1:27-1:42), | intentionally
play the bass as an acciaccatura (grace note)
just before the beat. This softens the vertical
rigidity of the pulse and increases the music's
fluidity. In fact, Borwick writes these bass
notes as acciaccaturas even where there is no
physical necessity, likely to maintain this
sense of suppleness (0:58).

In the harp passages where nymphs seem to
frolic—leaping up an octave every eighth
note—the second dyad of each leap is omitted
as a necessary compromise (2:58-3:02, 3:08-
3:12). During the grand, sweeping phrases, the
triplets are performed an octave lower than the
original to avoid register overlap (4:53) before
crossing over to the upper register (5:05-5:18).
The piece concludes with a delicate balance
(8:30-8:43), where the primary melody is sus-
tained through finger works and the sostenuto
pedal while the high and low ornaments are
played with a crisp, detached touch.

Peter llyich Tchaikovsky

> arr. Sergel Taneyev / rev. K. Fukuma

The Nutcracker, Op. 71,
Act Il - Waltz of the flowers

The more familiar an orchestral work is, the
more challenging it becomes to transcribe.
Listeners instantly notice if a single note feels
out of place or if the texture lacks its original
richness. While many intermediate-level ar-

rangements of this "Waltz" exist, Sergey
Taneyev’s version is a resounding success—
aided, perhaps, by the additional layers | have
incorporated.

| did make a few stylistic adjustments: in the
harp introduction, Taneyev omitted arpeggio
markings for the final two chords, but | have
restored them to match the original orchestral
color (0:42-0:49). The technical hurdles of this
piece lie in the rapid trills and repeated notes.
The ornaments in the recurring refrain, often
simplified to triplets in easier versions, are re-
stored here to the original quintuplets (1:27,
1:31, etc.). Furthermore, managing multiple
voices interwoven within the same register
requires exquisite control (2:01-2:08, 2:53-
3:50).

My own contributions to the score include
adding eighth-note inner-voice pulsations
during the final refrain (4:42-5:08) and thicken-
ing the bass with octaves to emphasize key
modulations (5:11-5:25, 5:29-5:59). For the
driving triplets at the finale, Taneyev remains
in the upper register, but | chose to drop the
register momentarily (6:05-6:08) before soar-
ing back up to maximize the sense of exhilara-
tion. The result is a virtuosic transcription
characterized by wide leaps and a truly ad-
vanced level of difficulty.

Leslie Howard

Réminiscences de I'opéra
Turandot de Puccini Op. 39

While "Nessun Dorma" is one of the world’s



most famous operatic arias, its piano transcrip-
tion is surprisingly rare. | am deeply honored
that this recording marks the world premiere of
Leslie Howard’s arrangement on CD.

From the outset, the melody is placed in the
middle register, evoking a duet between so-
prano and tenor voices in octaves (0:05-). The
first half is a refined transcription that adds
the vocal line to a piano reduction; however,
as the chorus enters, the texture thickens sig-
nificantly, with gentle ripples growing into
surging waves (1:45-). The climax is rendered
with a Lisztian grandeur through sonorous ar-
peggios (2:22-).

The most striking departure from the original
is the ending. Rather than a conventional tri-
umphant finish, the piece culminates in sharp,
fortissimo octaves in the bass—a "da-da-
dan" motif played with both hands. According
to Mr. Howard, this choice reflects the fact
that the opera is not a simple happy ending.
Borrowing a gesture from the final bars of
Schubert’s String Quintet, he uses this motif
to represent the inexorable hand of fate hang-
ing over Turandot.

K. Fukuma

Chanson Medley

This medley weaves together ten celebrated
chansons. In the opening, L'amour est bleu,
the right hand plays a single-note melody
while the left hand silently depresses the keys
of the chord. This creates a haunting "after-
glow" of sympathetic resonance that evokes a
sense of nostalgia (0:03-0:29). In La Vie en

Rose, | introduced fluid motion by incorporat-
ing delicate broken chords and scales into the
accompaniment (0:51-0:57, 1:03-1:27).

In La mer, please note the countermelody
that floats above the main theme from the
very beginning (1:31-2:14). One of my favorite
moments is the postlude, where these two
voices move in parallel like a graceful duet
(2:15-2:25). Similarly, in La romance de Par-
is, a simple countermelody responds to the
main theme. | also highlighted a "chic" har-
monic shift in the second statement of the
theme (2:52), a beautiful detail from the origi-
nal song.

| perform Padam padam at a brisker tempo
than usual (3:09-) to facilitate a seamless tran-
sition into Sous le Ciel de Paris (3:40-). After
a brief pause and a modulation up a half-step
from B-flat minor to B minor, | weave the mo-
tifs of Padam Padam into the texture simulta-
neously (3:53-). For La foule, since the re-
peated notes of the vocal line can sound
monotonous on the piano without lyrics, |
"smuggled" in a chromatic counter-line to add
interest (4:19-4:22, 4:34-4:37).

In Les Feuilles mortes, | inserted an improvi-
sational section before the main theme (4:55-
5:35), mimicking the spoken, rubato introduc-
tions often performed by Yves Montand. This
is followed by a countermelody above the
main theme that eventually converges into
double stops (6:19-6:22).

The medley continues with Comme d'habi-
tude (widely known as My Way). Here, | rein-
troduce the theme of La Vie en Rose in the
high register as a reminiscence (6:28-6:52). As
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the music builds, Comme d'habitude stands
alone, capturing a moment of looking back at
the past before finding the strength to move
forward (6:53-7:13). The finale is the quintes-
sential Hymne a I'amour. While the original
melody does not modulate, | have added a
late modulation and increased the virtuosic
density (7:34-). The ending is undeniably flam-
boyant—perhaps "Lisztian" in its exuberance.
However, given that Liszt himself was a man
of great passion who composed his own Can-
tique d'amour (S. 173/10), | feel this bravura
finish is a fitting tribute to the spirit of love.
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English translation: Naxos Japan
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