IIIIII

SORES DNIENNE

SCHUBERT » LISZT « GRUNEHD - STRAU




SOIREES DE VIENNE

Franz Schubert (1797-1828)

Four Impromptus, opus posth. 142 (D935) 36:03
H Impromptu No. 1in F minor 11:25
Impromptu No. 2 in A flat major 6:29
Impromptu No. 3 in B flat major 11:30
B Impromptu No. 4 in F minor 6:33

Franz Liszt (1811-1886)

H Soirées de Vienne - Valse-Caprice d’aprés Schubert (5427 No. 6) 7:10
A soirées de Vienne - Valse-Caprice d’aprés Schubert (5427 No. 7) 6:09
Valse-Impromptu (5213) 6:53

Alfred Griinfeld (1852-1924)

B Soirée de Vienne - Concert paraphrase on Johann Strauss’ Waltz-motives 5:47

Total time: 62:16
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Franz Schubert was not what we would
call a virtuoso pianist, but there are many
recollections about his refined piano play-
ing full of soul and feeling, about his beau-
tiful and clear piano sound. According
to his friend Albert Stadler, he was one of
the excellent performers of the old piano
school, 'whose fingers do not attack the
keys as the falcon seizes meat’. He did not
follow a career as a performer (perhaps
this was why he had to struggle so to win
the favour of audiences and publishers),
but like his contemporaries he was an out-
standing improviser, a hero at the piano at
gatherings of friends, middle-class music
salons, and meetings in beerhouses. He
loved dance, and several accounts tell of
how at times he would improvise minuets,
landlers, waltzes for hours at a time with
such verve and vivacity, that those present
were inspired to get up and dance. We do
not know whether he liked to dance him-
self, or whether he simply rolled out the
music...

The name impromptu refers to a brief mu-
sical sigh improvised on the spur of the
moment, though it was chosen for the title
page of the first piece of his Op. 90 not by

the composer, but by the publisher Tobi-
as Haslinger. The very first impromptus
in music history were written by Czech
composer V. ]. Tomatschek in 1822, and
were compositions in the vein of the noc-
turne-fantasia-album leaf. By contrast, the
four pieces in each of Schubert’s Op. 90
and Op. 142 series toy with a kind of cyclic
structure, that of the sonata, in which the
movements are loosely related, but with no
obligation to formal rigour.

Schubert’s two series of impromptus date
from 1827, and are separated by only a
few months. The Op. 142 (D935) on this re-
cording begins with an extensive piece in
F minor, which in place of the apparent-
ly customary ternary form of the Op. 90
pieces turns out to be a five-part sonata
rondo. The second piece, in A flat major, is
a brief, nostalgic lull, again in ternary form,
with a trio in D flat major. This is followed
by another impromptu of considerable
length in B flat major, which is actually not
a true impromptu but a series of variations
on a theme from the incidental music (and
quartet movement) for Rosamunde. The
F minor impromptu that closes the series
is perhaps one of Schubert’s most unusual



pieces, with a scherzo character, and con-
ceivably Hungarian-style stomping in the
main section. It is a virtuoso composition
of almost Lisztian heights, with thunder-
ing scales, and modulations into distant
realms.

In the Vienna of Schubert’s and Beetho-
ven’s time, though dancing and merry-
making was strictly forbidden in Advent
and Lent, in other seasons of the year
dance as a form of entertainment enjoyed
a popularity inconceivable nowadays. If
today the most important social event
of the winter season is the Opera Ball, in
those days it was the ball of the Society
of Retired Artists in the dance hall of the
Hofburg. It was a mark of respect for a
composer to be invited to compose dance
music for such celebrations. This is how
many of Haydn’s series of ball dances, or
Beethoven’s Modlinger Tanze were writ-
ten. Schubert composed dance music for
what were known as ‘sausage balls’, in the
difficult-to-classify peripheral genre known
as the German dance or waltz, or as the
‘Schleifer’ or ‘Léandler’ by the older genera-
tion.

His waltzes written for piano enjoyed spe-
cial popularity, these pieces in a cheerily
moderate tempo, with a Biedermeier feel,
of which, following publisher’s guidelines,
he issued many series. Most of them are in
bipartite form consisting of 8-bar periods,
but some are more complex, presaging the
world of Lanner and Johann Strauss, with
waltzes in a standard trio form.

The concert repertoire of the virtuoso
Franz Liszt always gave a significant role
to improvisation, the magic of music born
in the moment, in which the soul of the
Romantic artist could express itself in the
most direct manner. His imagination was
sparked by a wide variety of contempo-
rary and historical musical themes, from
Wagner to Verdi, Bach to Berlioz, and his
arrangements ranged from sweeping op-
era paraphrases to concentrated ‘arrange-
ments’. His most popular and successful
arrangements were transcriptions of
Schubert’s music, which received thun-
derous applause, and not just in Vienna.
These consist partly of piano transcriptions
of famous Lieder (Erlkonig, Winterreise),
and partly of arrangements of Schubert’s
piano dances, of which Liszt was par-



ticularly fond. He arranged thirty-five
Schubert dance movements, and in c. 1852
he published them in nine cycles entitled
Soirées de Vienne - Valses caprices d’aprés
Schubert (S427). In this recording we hear
cycles 6 and 7, which are arrangements of
pieces from Schubert Valses Nobles (D 969),
Valses Sentimentales (D779), and a number
of German and Scottish dances selected
from D783.

Improvisation and waltz in one: a pecu-
liarly Lisztian waltz, the Valse-Impromptu
(S213), a successful piece from Liszt’s early
years as a concert pianist, complements
the ‘Viennese soirées’ atmosphere, this
light, witty, refinedly decadent, brilliant
virtuosic work in A flat major.

The closing composition on this recording
is a waltz paraphrase to melodies from Jo-
hann Strauss II's Die Fledermaus and oth-
er compositions, by Austrian pianist and
composer Alfred Griinfeld (1852-1924),
the Soirée de Vienne (Op. 56), published
posthumously. Griinfeld was the dedicatee
of the famous Friihlingstimmen waltz, and
this gave rise to another virtuoso para-
phrase, which he often played as an encore

piece in his concerts. In his day, Grinfeld
was a popular virtuoso in exclusive Vien-
nese salons and large concert halls, and
in 1889 he became the first pianist whose
playing was recorded on wax cylinders.

Gabor Farkas

The artist received his MA and doctorate
at the Liszt Academy of Music in Budapest.
Zoltan Kocsis was his master-teacher. After
the academy he studied at the Internation-
al Piano Academy, Lake Como, Italy, with
William Grant Naboré. In 2015 he won the
Grand Prix of the competition announced
by the New York Concert Artist & Associ-
ates, as a result of which he could debut in
Carnegie Hall in 2016.

In 2009 he won first prize at the 6th Inter-
national Franz Liszt Piano Competition
in Weimar (at the same time he won the
audience prize and the award for the best
Haydn interpretation). In 2003 he won the
Piano Competition of the Hungarian Ra-
dio, and in 2000 the Baden bei Wien Béla
Bartok Piano Competition. In 2012 he was
awarded the Liszt Prize, in 2009 the Gun-
del Art Prize, in 2008 the Junior Prima Prize
and the March Youth Award. On 23rd Octo-



ber 2015 he became an Honorary Citizen of
the town of Ozd.

Gébor Farkas has played in the great-
est concert halls of the world: Teatro la
Fenice (Venice), BOZAR (Brussels), Konzert-
haus Berlin, Auditorio Nacional de Musi-
ca (Madrid), NCPA Concert Hall (Beijing),
Seoul Arts Center, Oriental Art Center
(Shanghai), and Tokyo Bunka Kaikan. He
performed at the Budapest Spring Festi-
val, Kaposfest, the G6dolld Liszt Festival,
the Berlin International Piano Forum, the
Zwickau Schumann Festival, the Thuringia

Bach Festival, the “Pélerinages” Weimar
Art Festival, the Beijing Musicathlon and
the Vilnius Piano Festival. He has partnered
conductors of world-wide renown such as
Zoltan Kocsis, Adam Fischer, Olli Mustonen,
Philippe Bender, George Tchitchinadze,
Olaf Henzold, Ken-Ichiro Kobayashi and
Tamas Vasary.

In 2017 he became an official Steinway art-
ist, and in 2019 he won the Aoyama Music
Award in Japan for the best concert of the
year.



Franz Schubert nem volt Un. virtuéz zon-
gorista, de szamos visszaemlékezés szol ar-
rol, hogy milyen gyonyéru billentéssel, tisz-
ta, kifinomult zongorahangon, lélekkel és
érzéssel telve zongordzott. Baratja, Albert
Stadler szerint a zongora kival6 eléadoinak
régi iskoldjahoz tartozott, ,akiknek ujjai
nem Ugy tdmadnak a billentylikre, mint
ahogy solyom csap le a hisra.” Nem futott
be el6éadémiuvészi palyat — talan ezért is
kellett olyan keservesen megkiizdenie a
kozonség és a kottakiadok kegyeiért — de
kortarsaihoz hasonloan kivélé improvizalo
volt, barati Osszejovetelek, polgari szalon-
zenélések, kocsmai talalkozasok zongorazo
hése. Imadta a tancot, tobb feljegyzésben
olvashatjuk, hogy alkalmanként sok 6ran
at volt képes mentietteket, ldndlereket,
valcereket improvizalni olyan vérpezsditd
lendiilettel, hogy a tarsasag tagjai felvilla-
nyozva tancra perdiiltek. Azt nem tudjuk,
hogy maga is szeretett-e tancolt, vagy csak
a talpalavalorol gondoskodott...

Rovid és a pillanat hevében régténzott ze-
nei szosszenetre utal az impromptu elne-
vezés is, amely nem a zeneszerzé, hanem
Tobias Haslinger kiado otleteként kerilt
az op. 90 elsé darabjanak cimoldalara. A

zenetorténet legels6 impromptu-it V. J. To-
matschek cseh zeneszerz6 irta 1822-ben,
noktiirn-fantazia-albumblatt jellegi kom-
pozicidikat. Ezzel szemben Schubert op.
90 és 142 sorozatainak négy-négy darabja
egyfajta ciklikus felépitéssel kacérkodik, a
szonatadéval, amelyben a tételek laza kap-
csolatban allnak egymassal, am a formai
szigor kotelezettsége nélkil.

Schubert két impromptu-sorozata egyként
1827-bél szarmazik, alig néhany honap va-
lasztja el 6ket. A felvételinkén megszolalo
op. 142 (D935) terjedelmes f-moll darabbal
kezdédik, amely az op. 90-ben megszo-
kottnak tiiné haromtagu forma helyett egy
Otrészes szonata-rondd szabalyai szerint
alakul.

A 2. Asz-dur darab révid, nosztalgikus pihe-
né, ismét haromtagu forméban, Desz-dur
trioval. Ezt Ujabb jelentékeny terjedelmi
impromptu koéveti B-durban, amely tulaj-
donképpen nem is impromptu, hanem
variaci6-sorozat a Rosamunde szinpadi ki-
sérézene (és kvartett-tétel) témajara. A so-
rozatot lezaré f-moll impromptu Schubert
talan egyik legszokatlanabb darabja, scher-
zo karakterrel, férészében akar magyaros-



nak érzett dobbantasokkal. Szinte liszti
magassagokat idézéen virtuéz kompozicio,
diiboérg6 skalamenetekkel, a tavoli semmi-
be tart6 modulaciokkal.

A Schubert és Beethoven-korabeli Bécsben
az adventi és bojti idészakban szigoru ti-
lalom o&vezte ugyan a tancos mulatsago-
kat, az év tobbi részében azonban ma mar
elképzelhetetleniil népszert
forménak szamitottak. Ha ma az Operabal
jelenti a téli idészak legfontosabb tarsadal-
mi eseményét, akkoriban ez a Nyugdijas
Képzémuvészek Tarsasaganak bdlja volt a
Hofburg tanctermében. A zeneszerzé meg-
becsiilését jelezte, ha megbizast kapott
tdnczene komponalasara ezekre az tinnep-
ségekre. Igy keletkezett szamos Haydn bali
tancsorozat vagy Beethoven Mdédlingi tan-
cai. Schubert inkabb un. ,kolbasz-balokra”
komponalt tanczenét, méghozza abban a
nehezen megnevezhetd vegyes vagy pe-
remmiuifajban, amelyet
vagy valcernek — vagy az idésebbek Schlei-
fernek vagy Landlernek — neveztek.

szorakozasi

német tancnak

Kiilon népszeriiségnek érvendtek zongora-
ra komponalt valcerei, ezek a kedélyesen
mérsékelt tempoju, Biedermeier-érziileti

darabok, amelyeket kiad6i szempontokat
is kovetve szdmos sorozatban adott kozre.
Legtobbje szabalyos 8-litemes periodusok-
bol allo kétrészes dalformaban irédott, de
vannak bonyolultabb, Lanner és Johann
Strauss vildgat megelélegezo, szabalyos tri-
6s format 61t6 valcerek is.

A virtuoz Liszt Ferenc koncert-repertori-
umaban mindig nagy szerepet kapott az
improvizacio, az adott pillanatban szile-
té zene buvolete, amelyben a romantikus
muvész lelke a legkozvetlenebbiil kifeje-
rabeli és torténelmi zenei témak mozgattak
meg, Wagnertd6l Verdiig, Bachtol Berliozig,
feldolgozasainak spektruma az elsopré
operaparafrazistél a koncentralt ,atirasig”
terjedt. Legnépszertibb és legsikeresebb
feldolgozasai Schubert-atiratai voltak, ame-
lyekkel nemcsak Bécsben valtott ki freneti-
kus tapsot. Egyrészt a hires dalok (Erlkénig,
Winterreise) zongoradtirataibol, masrészt
a Liszt altal kidlonosen kedvelt Schubert
zongoratanc-feldolgozésaibol &llnak. Har-
mincét Schubert-tanctételt dolgozott fel,
1852 kortil ezeket egy kilenc ciklusban adta
kozre Soirées de Vienne - Valses caprices
d’apres Schubert (S427) cimmel. Felvéte-



linkdn a 6. és 7. ciklust hallhatjuk, ezek
Schubert Valses Nobles (D 969), Valses sen-
timentales (D779) egyes darabjainak, illetve
a D783-bol valogatott német és skot tancok
feldolgozasai.

Rogtonzés és keringd egyben: egy saja-
tosan liszti kering6, a Valse-Impromptu
(S213), Liszt korai koncertel6adéi éveinek
sikeres darabja egésziti ki a ,bécsi estek”
hangulatat, ez a konnyed és szellemes, fi-
noman dekadens, csillogoan virtu6z Asz-
dur alkotas.

A felvételiinket lezar6 kompozicié Alfred
Griinfeld osztrak zongoramiivész, zeneszer-
26 (1852-1924) Soirée de Vienne (op. 56) ci-
men posztumusz kiadott kering6éparafrazisa
ifj. Johann Strauss A denevér c. operettjének
és egyéb miiveinek motivumaira. Grin-
feldnek szol a hires Tavaszi hangok keringé
ajanléasa, ebbdl keletkezett masik népszer
virtuéz parafrazisa, amelyet gyakran jat-
szott hangversenyeinek raadasszamaként.
A maga kordban Griinfeld a bécsi el6keld
szalonok és nagy koncerttermek népszert
virtuéza volt, az els6 zongoramiivész, akinek
jatékat 1889-ben viaszhengeren rogzitették.

Gyenge Eniké

Farkas Gabor

A zongoramuvész a budapesti Liszt Ferenc
Zeneakadémian szerzett diplomat és dokto-
ri fokozatot, mentora a mesteriskolaban Ko-
csis Zoltan volt. A Zeneakadémia elvégzése
utan William Grant Naboré névendéke lett
a Como-i Nemzetkozi Zongora Akadémian,
Olaszorszdgban 2015-ben megnyerte a New
York Concert Artist & Associates altal kiirt
verseny fédijat, melynek eredményeképpen
2016-ban lehetdsége volt bemutatkozni a
New York-i Carnegie Hallban.

2009-ben a Weimar-ban megrendezett
63. Nemzetkozi Liszt Zongoraverseny elsé
helyezettje, (ugyanitt elnyerte a verseny
kozonségdijat és a Haydn-szonéta legjobb
eléadasaért jar6 dijat is), 2003-ban meg-
nyerte a Magyar Radi6 Zongoraversenyét,
2000-ben a Baden bei Wien-ben rendezett
Bartok Béla zongoraversenyt. 2012 mar-
ciusdban Liszt-dijjal tuntették ki, 2009
majusaban Gundel Muvészeti dijat, 2008
novemberében Prima Junior dijat, 2008
marciusaban Marciusi Ifjak kitiintetést ka-
pott. 2015. oktéber 23-an Ozd véros diszpol-
gérava valasztotta.



Farkas Gabor a vilag leghiresebb koncert-
termeiben jatszott: a velencei Teatro la
Fenice, a briisszeli BOZAR, a berlini Kon-
zerthaus, a madridi Auditorio National
de Musica, a pekingi NCPA Concert Hall, a
szouli Seoul Art Center, a shanghaji Orien-
tal Art Center és a tokioi Tokyo Bunka Kai-
kan. Fellépett a Budapesti Tavaszi Fesztiva-
lon, a Kaposfesten, a godolléi Liszt Ferenc
fesztivéalon, tovabba a berlini International
Piano Forum, a zwickaui Schumann Feszti-
val, a thiringiai Bach Fesztival, a weimari

Pélerinages Fesztival, a pekingi Musicath-
lon, a vilniusi Piano Festival rendezvényein.
Korunk legjelentésebb muvészeivel dolgo-
zott egyltt: fellépett Kocsis Zoltan, Fischer
Adam, Olli Mustonen, Philippe Bender,
George Tchitchinadze, Olaf Henzold, Ko-
bayashi Ken-Ichiro és Vasary Tamas partne-
reként.

2017-ben a Steinway hivatalos miivésze lett,
2019-ben pedig Japanban elnyerte az Aoya-
ma Music Awardot az év legjobb hangver-
senyéért.






