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Akdeniz Opera ve Bale Kuliibiniin yaymladigi AKOB Kiiltiir

ve Sanat Dergisinin 6zel ekleri Portekizli piyanist José Carlos
Sequeira Costa ile devam ediyor. 13. sayimizla verdigimiz ilk Idil
Biret Ozel Eki'nden sonra, 18. sayimizla verdigimiz bu 2. 6zel
ekimizin yazar1 da yine {inlii elestirmen Bill Newman.

Sequeira Costa 18 Temmuz 1929da Angolanin Luanda sehrinde
dogdu. Sekiz yasindayken Lizbon’a gelen Costa orada Franz
Liszt'in son 6grencisi José Vianna da Motta ile calismaya bagladi.
Birlikte ¢aligmalar1 1948 yilinda Vianna da Motta dliinceye kadar
devam etti. Da Mottanin 6liimiinden sonra Mark Hambourg

ile Londrada, Jacques Février ve Marguerite Long ile Paris’te ve
Edwin Fischer ile Isvigrede calist1.

Costa, 22 yasinda Marguerite Long Piyano Yarismasi'nda biiyiik
odiilii kazandi. Bundan 5 yil sonra Lizbonda Vianna da Motta
Uluslararasi Miizik Yarismasrni kurdu. 1958 yilinda Dmitri
Sostakovig tarafindan Moskovadaki Caykovski Yarigmasrnin
acilisina Jiiri tiyesi olarak davet edildi ve 6 yil siireyle buna
devam etti. Sanat¢1 hakkinda boliik porgiik bilgiler internet
kaynaklarinda yer aliyor. Bu 6zel ekimizde yer alan Newman'in
soylesisi icinde ise ¢ok 6zel bilgiler var.

Sanat¢inin erken kayitlar1 maalesef pek fazla degil. Burada yer
alan 32 Beethoven Sonat: kayd: hakkindaki Bill Newman'in
miizikal degerlendirmeleri ilk defa yayinlaniyor. AKOB olarak,
bu tinlii piyanisti bizlere tanittig1 ve klasik miizik camiasina
tekrar hatirlattig1 icin ve yazilarinin yaymlanmasi icin AKOB’u
sectigi icin Newmana miitesekkiriz.

Uzun siiredir tizerinde ¢alistigimiz bu gergekten ¢ok “OZEL’
EKin basimi, Portekiz Biiyiikel¢iligimin katkilar: sayesinde
hayata gegcirilebildi. Bu kiiltiirel isbirligi projesine en bagindan
beri sicak bakan ve destekleyen Sayin Biiyiikel¢i Jorge Carball’a
ve Camoes Enstitiisi'rnden Mario Tiago Paixdoya tesekkiirii bir
borg biliriz.

Ayrica, bize kisisel albiimiinden bazi fotograflarini génderen
Sequeira Costaya da ¢ok tesekkiir ediyoruz.

32 Beethoven Sonatrnin elestirisini Ingilizceden Tiirkge'ye
ceviren Omer Egeciogluna da tesekkiirler.
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Bu ek, daha 6nceki ekimizin de oldugu gibi, ¢ok “6zel”. Ciinkii
“cok ozel” bir sanat¢1 hakkinda, “cok 6zel” bir miizik elestirmeni
tarafindan yazild1.

Bu ek “cok 6zel’, ¢iinkii Tiirkiyede, Anadoluda/Mersinde bir sivil
toplum kurulusu olan Akdeniz Opera ve Bale Kuliibii “AKOB”
tarafindan basildi.

Dileriz AKOB'un - 1dil Biret Ozel Eki ile baslayan ve iki
dilde yayinlanan bu yayinlari, Tiirkiye profesyonel miizik
dergiciliginde yeni bir trendin baglamasina dnciiliik eder.

Dileriz tiim diinyada 6zlenen baris, evrensel miizigin
kanatlarinda gelir...
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The Special Supplements of the Mediterranean Opera
And Ballet Club’s AKOB Magazine continue with the
Portuquese Pianist José Carlos Sequeira Costa. Our
first Special Supplement given with AKOB's 13" issue
was about Turkish Pianist Idil Biret. This second
supplement also bears the same signature; famous
Classical Music critic Bill Newman.

Born on 18th July 1929 at Luanda in Angola, Sequeira
Costa came to Lisbon at the age o eight and started
working with Franz Liszt’s last pupil José Vianna da
Motta. They worked together till the death of da Motta
in 1948. After the death of da Motta, Sequeira Costa
worked with Mark Hambourg in London, Jacques
Février and Marguerite Long in Paris and Edwin Fis-
cher in Switzerland.

At the age of 22, Costa won the Grand Prix at the
Marguerite Long International Piano Competition. Five
years later, he founded the Vianna da Motta Interna-
tional Music Competition in Lisbon. He was invited to
sit on the inaugural International Tchaikovsky Com-
petition in Moscow in 1958 by Dmitri Shostakovich, to
which he returned six times, Scrappy information about
him is scattered on the Internet. You will find more
exclusive information about Costa in the interview of
Bill Newman, featured in this supplement.

Unfortunately, early recordings of the artist are not
plentiful. The in depth reviews of his 32 Beethoven
Sonatas’ recordings are being published for the first
time here, in these pages. We, the AKOB Team, are
immensely thankful to Newman for his re-introduction
and reminiscence of this great pianist to us, and
indepted for his generosity for selecting and allowing
AKOB to publish his valuable essays.

The printing of this very “special” supplement, on
which we have worked quite a long time, is made pos-
sible with the generous donation we received from the
“Embaixada de Portugal em Ancara” and “Camdes-
Instituto da Cooperacao e da Lingua, IP". Our due
thanks go personally to the Honorable Ambassador
Jorge Carball and to Mr. Mario Tiago Paixao for taking
interest and supportive stand in this cultural collabo-
ration project from the very beginning.

We also thank to Mr. Sequeira Costa, who shared with
us some photos from his personal album.
This Supplement is very “SPECIAL”
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It is “very special” because; it is about a “very special” artist
and it is writen by a “very special” music critic.

It is “very special” because; it is published in Turkey, Asia
Minor, in Mersin city, by a tiny NGO viz. Mediterranean Opera
and Ballet Club "AKOB".

We heartily wish that, AKOB's bilingual Special Supplement
publications - started first with the Turkish pianist Idil Biret,
may pave the way to a new trend in the Music Magazine publi-
cation sector in Turkey.

It is also our wish that, the long awaited global peace comes
about on the wings of the Universal Music.

T—
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It is for us great news that AKOB Special Supplement is this time
dedicated to the prestigious Portuguese pianist Sequeira Costa
and it is with that utmost pleasure that I accepted the invitation
which was addressed to me to write some words as introductory
remarks.

This is an artist who has achieved high international reputation,
a distinguished career and who has performed at the greatest
concert Halls around the world, as the Salle Gaveau and the Salle
Pleyel in Paris, the Great Hall of the Tchaikovsky Conservatory
in Moscow, Leningrad’s Philharmonic Hall, the Musikverein of
Vienna, Tokyos Suntory Hall, New York’s Carnegie Hall, the Ken-
nedy Center in Washington, D.C., just to mention some of them,
playing together with the world’s best orchestras such as the
Royal Philharmonic Orchestra, the London Symphony Orches-
tra, all BBC Orchestras, the Prague Symphony, the Moscow Phil-
harmonic, the Bamberg Symphony, the Tokyo Metropolitan, the
Japan Philharmonic, the Sydney Symphony, among many others.

Besides his career as an interpreter, he has served, since 1976,

as a Distinguished Professor of Piano in the United States, thus,
having taught and influenced many generations of disciples. He
continues to appear regularly on the panels of some of the world’s
most prestigious music competitions, including the Portuguese
Vianna da Motta competition founded and chaired by him,
while also delivering numerous master classes and giving regular
tours. In that capacity, he has often come to the fore, stressing
the need for countries like Portugal to implement an education
system which fosters, since an early age, the knowledge of and
the sensibility to arts, in general, and to music in particular, with
its unique quality as a universal language which can be spoken
across cultures of all latitudes, thus bringing diverse peoples
closer to each other.

6 AKOB / MAYIS 2013

Sequeira Costa’s inspirational talent has rendered him a

true “ambassador” of Portugal around the world, reflecting,
through his accomplished records of the greatest composers
of the classical western canon (Beethoven, Chopin, Rach-
maninov...) our country’s openness to the larger world of
beauty created by music, that art which, as writer Victor Hugo
said, “expresses that which cannot be put into words and that
which cannot remain silent”

Although unfortunately yet relatively unknown to Turkey,
Portugal is a country with a great history and a solid and
unique culture, strengthened trough the universal adventure
of the Portuguese Discoveries, the true first globalization
experience ever. In the last decades, we became a modern and
democratic country where a new generation of talented and
devoted people builds up through its work and contribution a
vital and creative society. Our language plays no doubt a very
important role that shouldn’t be undervalued. Portuguese is
spoken by 250 million people spread throughout 4 different
continents. It is the official language of eight independent
countries; besides, it is also the 3rd most spoken European
language in the world. At the same time, our national song
“Fado” (recognized by UNESCO, since 2011, as intangible
cultural heritage), so popular among the ones who are ac-
quainted with, including in Turkey, also deserves to be better
known and spread for its universal and unique character.

On this occasion, I would like once more to express my grati-
tude to the Mediterranean Opera and Ballet Club Association,
for the opportunity given to us to share through this magazine
with the Turkish public a presentation of such a Portuguese
prominent cultural figure.

Let’s leave to the experts the challenge of analyzing and judg-
ing the work of artist Sequeira Costa. What we can say is
that we are no doubt in the presence of a virtuoso who truly
deserves our respect and admiration.

Tesekkiir ederim! Kolay gelsin!

Jorge Cabral
Ambassador of Portugal, Ankara
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Uluslararasi iin kazanmuig bir sanatci olan Costa, seckin kari-
yeri ile; Paris Salle Gaveau ve Salle Pleyel, Moskova Caykovski
Konservatuar1 Konser Salonu, Leningrad Filarmoni Salonu,
Viyana Musikverein, Tokyo Suntory Konser Salonu, New York
Carnegie Hall ve Washington Kennedy Merkezi gibi diinyanin en
onemli konser salonlarinda, Royal Filarmoni Orkestrasi, Londra
Senfoni Orkestrasi, BBC Orkestralari, Prag Senfoni Orkestrast,
Moskova Filarmoni Orkestrasi, Bamberg Senfoni Orkestrasi,
Tokyo Metropolitan Orkestrasi, Japon Filarmoni Orkestrast,
Sidney Senfoni Orkestrasi gibi diinyanin en iyi orkestralari ile
calmugtir.

Yorumculuk kariyerinin yani sira, Costa, 1976 dan beri ABDde
Piyano alaninda Ordinaryus Profesor olarak gérev yapmaktadir
ve bir ¢ok kusak 6grenciyi egitip, etkilemistir. Kendisi tarafindan
kurulan ve bagkanligini yaptig1 Portekiz Vianna da Motta
Yarigmasrnin da i¢inde bulundugu diinyanin en prestijli mizik
yarismalarinda diizenli olarak juri heyetinde yer almaya de-

vam etmesinin yaninda Costa, birgok yiiksek lisans dersleri ve
egitim turlar1 vermektedir. Bu kapsamda Costa, Portekiz gibi
tilkelerin, kiigiik yaslardan itibaren, genel anlamda sanat bilgisini
ve duyarliligini, bilhassa biitiin cografyalarda kiiltiirler arasi
evrensel bir dil olma 6zelligine sahip olmasiyla insanlar1 birbirine
yaklagtiran miizik alaninda gelistirecek bir egitim sistemini uygu-
lamaya koymanin gerekliliginin altini gizerek sik sik giindeme
gelmektedir.

Sequeria Costanin ilham verici yetenegi, tiim diinyada Klasik
Bat1 kanonunun (Beethoven, Chopin, Rachmaninov gibi) en
onemli bestecilerinin eserlerini icra ettigi basarili kayitlari ile,
tilkemizin miizikle yaratilan giizellikler diinyasina agiliminda,
gergek bir kiiltiir elgisi olarak taninmasina neden olmustur. Vic-
tor Hugonun da dedigi gibi [“miizik’, sozlere dokiilemeyeni disa
vurur ve asla sessiz kalmaz.]

Her ne kadar - maalesef, Tiirkiyede nispeten az taninsa da Por-
tekiz, gergek anlamda ilk kiiresellesme deneyimi sayilan Portekiz
Kesiflerinin evrensel seriiveni ile giiclenmis, egsiz bir kiiltiire ve
tarihe sahip bir tilkedir. Son on yillarda, yetenekli ve 6zverili bir
neslin eserleri ve katkilariyla olusan canli ve yaratici bir toplum,
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demokratik ve modern bir tilke haline geldik. Dilimiz siiphesiz
hafife alinmayacak derecede 6nemli bir role sahip. Portekizce,
dort kitaya dagilmis, 250 milyon insan tarafindan konusulmakta.
Sekiz bagimsiz iilkenin resmi dili olmasinin yanisira, diinyada
en ¢ok konusulan ti¢iinciit Avrupa dili. Bununla birlikte, Tirkiye’
de de oldugu gibi, yakindan bilenler arasinda ¢ok popiiler olan
ulusal miizigimiz “Fado” (UNESCO tarafindan 2011den beri
Somut Olmayan Kiiltiirel Miras olarak kabul ediliyor), daha iyi

taninmay1 ve evrensel ozelliklerinin yayginlastirilmasini hak
ediyor.

Bu vesileyle, bu dergi aracilifiyla Portekiz’'in boylesine 6nemli
kiltiir sahsiyetlerinden birini tanitma gansini verdikleri igin,
Akdeniz Opera ve Bale Kuliibii Dernegine bir kere daha
stikranlarimi sunmak istiyorum.

Geliniz sanat¢1 Sequeira Costanin eserlerini inceleme ve
degerlendirme gorevini uzmanlara birakalim. Bizlerin
soyleyebilecegi, siiphesiz saygimizi ve hayranligimizi gercekten
hakeden bir virtii6ziin huzurunda bulundugumuzdur.

Tesekkiir ederim! Kolay gelsin!

Jorge Cabral
Portekiz Biiyiikel¢isi, Ankara
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Bill Newman
billnewman(@mvdaily.com

Sequeira Costa was born in Africa (1929) of Portuguese par-
entage. That is how he is listed in Wilson Lyle's ‘A Dictionary
of Pianists’, Robert Hale, London, 1985. Mr. Lyle goes on to
provide information on his teachers - which requires clarifica-
tion, then his Debut in 1937, at the age of 8. ‘A Pupil of the pupil
of Liszt” denotes the Legacy of the Master. The young Sequeira
was taught by Vianna da Motta, the great pianist- teacher and
pupil of Liszt and Hans von Bulow. He also studied with Mark
Hambourg, Marguerite Long and Jacques Fevrier, but when his
Master, da Motta died, he sent a reminder to the great Edwin
Fischer who summoned him to ‘Come at Once!’

Since then, he has performed extensively and began recording
for ‘Supraphon’ | pricked up my ears at this point, wondering if
I had missed out on the earlier recording of Gaspard de la nuit
by Ravel, but it has reappeared with Schumann’s Carnaval as
a reissue by the Vianna da Motta International Music Founda-
tion.The Ravel featured again in a Wigmore Hall Coffee Concert
in 1988 along with Chopin’s Nocturne in B major, Op.62 and
Sonata in B minor, Op.58. That was the very first occasion |
heard Sequeira play, and it knocked me sideways. Never had |
heard the Ravel played with such authority at the time, except
by the Swiss pianist Klaus Schilde, teacher of my close friend,
the pianist Annette Servadei.

I have to thank his UK Agent, Audrey Ellison for providing me
with details of both this and another previous programme. At
his next Wigmore recital on April 27, 2007, he performed Kaba-
levsky; Sonata 3, Op. 46, Skryabin; 3 Etudes Op.42, Lyapounov;
Lesghinka in B minor, Op.11, No.10, a group of Rachmaninov
Preludes: G major, 0p.32 No.5, and from Opus 23 - E flat major,
No.6, E flat minor, No.9 and G minor, No.5. He concluded with
Prokofiev's Sonata No.3 in A minor, Op.28.

This shows the pianist’s obvious allegiances towards Russian
Music. Before its commencement, he was down on his knees
to adjust the soft pedal, a familiar final check deemed impor-
tant for each occasion. He was already firmly in the competi-
tion fixture list awards: Queen Elizabeth of Belgium, and so on.
At the time of the first Tchaikovsky Competition in Russia, he
had been invited to become an Honorary Member of the Jury.
He is still very proud of the fact.

For discophiles interested in his current CD catalogue, details
are as follows:
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First, the Solo recordings:
Chopin: The 4 Ballades and Sonata No.3 in B minor.
Rachmaninov: The Complete Transcriptions.

Ravel: Gaspard de la nuit / Schumann: Carnaval. Reissued on
Vianna da Motta International Music Foundation.

Beethoven: The 32 Piano Sonatas, Vianna da Motta Interna-
tional Music Foundation.

Musique d’espagne - Works for Two Pianos: Albeniz, Cassado,
Infante, Falla, Granados. w/Artur Pizzarro. Reissued on Bril-
liant Classics

The Concerto recordings are devoted to Rachmaninov:
Concerto No.1. Op.1; Suite No.1, Fantaisie Tableaux w/Pizzarro.

Concertos 2 & 4.
Theme of Paganini.
All w/Royal Philharmonic Orchestra. Conductor: Christopher
Seaman.

Sequeira Costa : Early Years

; Concerto 3; Rhapsody on a

At 22, he won the “Grand Prix de la Ville de Paris” at the Mar-
guerite Long International Piano Competition in Paris. At 27,
he founded the Vianna da Motta Piano Competition in Lisbon.
Ayear later, he toured mainland China as Cultural Ambassa-
dor of Portugal. Apart from the Chopin and Tchaikovsky Com-
petitions listed in the context of this interview, he has appeared
as Juror at Leeds, Marguerite Long, Montreal and Rubinstein
Competitions.

Teaching at Masterclasses worldwide, in 1976 he held the
position of “Cordelia Brown Murphy Distinguished Professor of
Piano” at the University of Kansas. Amongst his prizewinning
students was Artur Pizzarro, his pupil for 17 years and a dis-
tinguished first prizewinner at Vianna da Motta, Greater Palm
Beach Symphony Invitational and Harvey Leeds International
Pianoforte Competitions.

Inheriting his Master’'s method of teaching with 6 hours prac-

tise per day - he has always remained serious but honest, and
this was instilled into students. The original Urtext edition was

SPECIAL SUPPLEMENT, MAY 2013
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Bill Newman Ceviri: ihsan Toksoz
billnewman(@mvdaily.com toksoz.akob@gmail.com

Wilson Lylenin ‘Piyanistler Sozligiinde (Robert Hale, London,
1985,) 1929 yilinda Afrikada dogan Sequeira Costanin anne ve
babasinin Portekizli oldugu yazili. Lyle, Sequeiranin hocalar:
hakkinda (agikliga kavugturulmas: gereken) bilgiler verirken,
1937 yilinda, 8 yasindayken verdigi ilk konser hakkinda da
bilgiler veriyor. ‘Liszt'in Ogrencisinin Ogrencisi’ bu usta piyanis-
tin aldig1 mirasi ifade ediyor. Geng Sequeiranin hocasi, Liszt'in
ve Hans von Bulow’un 6grencisi, tinlii piyanist ve egitmen
“Vianna da Motta” idi. Sequeira ayni zamanda Mark Hambourg,
Marguerita Long ve Jacques Fevrier ile de ¢alisti. Hocasi Vianna
da Motta oliince, iinlit Edwin Fischere kendisini hatirlattiginda
ondan “Derhal gel!” diye bir davet geldi.

O giinden sonra kapsamli bir sekilde ¢almaya ve ‘Supraphon’

ile kayitlar yapmaya bagladiginda ben kulaklarimi kabartmaya
basladim. ilk gerceklestirdigi, Ravel'in “Gaspard de la nuit”
kaydini kagirdigima tiziiliirken neyse ki “Vianna da Motta
Uluslararas: Miizik Vakfi” tarafindan, Schumann’in Karnavalt
ile birlikte ikinci basimi yapildi.1988 yilinda Wigmore Hall
Coftee Concert'inde, Chopin’'in Op. 62 Si major Noktiirn’ii ve
Op. 58 Si minor sonati ile Ravel tekrar yer aldi. Bu Sequeira’y:
ilk dinleyisimdi ve beni alt iist etti. O zamana degin yakin

bir arkadagim olan piyanist Annette Servadeinin hocasi olan
Isvigreli Piyanist Klaus Schilde’nin disinda, Ravel’in hig boyle bir
hakimiyet ile calindigin1 duymamistim. Sequeira!nin Ingiliz tem-
silcisi Audrey Ellison’a, bu iki eser ve 6nceki diger bir program
hakkindaki ayrimntilari benimle paylastig: icin tesekkiir etmek
isterim.

Wigmore Hallde bir sonra verdigi 27 Nisan 2007 tarihli resi-
talinde su eserleri ¢aldi: Kabalevsky: Op. 46, 3. Sonat, Skrya-
bin: Op. 42, 3 Etiid, Sergei Lyapunov: Op 11, No.10 Si minor
Lesghinka, Rachmaninov preliidlerinden bir grup: Op.32 No.5
Sol major preliid, ve Op.23’ten No. 9 Mi bemol major, No.5 Mi
bemol mindr ve No.5 Sol minér preliidler. Resitali Prokofiev’in
Op. 28, No.3 La mindr sonatini ¢alarak bitirdi.

Bu secki, piyanistin Rus miizigine olan baghiligini agik¢a gosteri-
yor. Konsere baslamadan 6nce, her zaman yaptig1 gibi dizlerinin
tizerine ¢okerek son bir kez piyanonun pedalini ayarlamak onun
i¢in ¢ok 6nemliydi. Belcika Queen Elizabeth Yarigmasrnin ve
diger 6dillii yarismalarin degismez ismiydi. Rusyadaki ilk
Caykovski Yarismasr'na da “Jiiri Seref Uyesi” olarak davet
edilmisti. Bununla hala gurur duymaktadir...

Kendisinin giincel CD katalogu ile ilgilenecek meraklilar i¢in
ayrintilari asagida veriyorum:

SPECIAL SUPPLEMENT, MAY 2013
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[lk olarak, solo kayitlart:

Chopin: 4 Balad ve No.3 Si mindr Sonat - Claudio CR 5467.
Rachmaninov: Biitiin Transkripsiyonlar - Marco Polo 8.220093.
Ravel: Gaspard de la nuit / Schumann: Karnaval - Vianna da
Motta Uluslararas1 Miizik Vakfi tekrar basimi.

Beethoven: 32 Piano Sonat1 - Vianna da Motta Uluslararasi
Mizik Vakfi.

Musique despagne - iki Piyano Eserleri: Albeniz, Cassado,
Infante, Falla, Granados. (Artur Pizzarro ile) - Brilliant Classics
tekrar basimu.

Rachmaninov’a adanmis Kongerto kayitlar::

Op.1, No.1 Kongerto / Sitit No.1 (Fantaisie Tableaux), iki piyano
i¢in (Artur Pizzarro ile) - Royal Philharmonic Records CDRPO
7024.

Kongerto No.2 ve No. 4. - CDRPO 7022.

Kongerto No.3 / Paganini'nin bir Temast iizerine Rapsodi - [MP
30367 01142.

Tumii Kraliyet Filarmoni Orkestrasi ile. Sef: Christopher Seaman.
Sequeira Costa : Erken Yillar - VMF 10197-3.

22 yagindayken Paris’te yapilan Marguerita Long Uluslararasi
Piyano Yarigmasr'nda,“Paris Sehri Bityiik Odiilii"nii kazandi.

27 yaginda, Lizbonda Vianna da Motta Piyano Yarigmasrnin
kuruculugunu yapti. Bir yil sonra, Portekiz’in kiltiir elgisi olarak
Cin turnesine ¢ikti. Bu sdyleside yer alan Chopin ve Caykovski
yarismalarinin disinda Leeds, Marguerita Long, Montreal ve
Rubinstein yarigmalarinda jiiri tiyeligi yaptu.

Tim diinyada Ustalik Siniflarinda dersler verdi. 1976 yilinda
Kansas Universitesi'nde “Cordelia Brown Murphy Segkin Piyano
Profesérii” pozisyonuna layik goriildii. Odiil kazanan égrencileri
arasinda 17 y1l kendisiyle ¢alisan ve Vianna da Motta, Greater
Palm Beach Symphony Invitational ve Harvey Leeds Uluslararas:
Pianoforte yarismalarinin birincisi Artur Pizzarro var.

Ustasinin giinde 6 saat ¢aligma esasli 6gretim mirasini
stirdiirerek, kendisi gibi daima ciddi ve diirtist olmay1
ogrencilerine de telkin etmistir. Onlarin gorevi orijinal Urtext

Edisyonu’nu takip etmek ve uygulamakti, diizmece duygusallik
gosterileri hig bir sekilde s6z konusu degildi.

Kayida alinmig seckileri 12-21 yaslarini kapsiyor.
Besteciler: Albeniz, Bach, Bach-Busoni, Beethoven, Chopin,
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continually their duty to observe, but histrionics were clearly
out of place.

Recorded extracts span the years 12-21, the composers rep-
resented are Albeniz, Bach, Bach-Busoni, Beethoven, Chopin,
Debussy, Kabalevsky, Khachaturian, Liszt, Mozart, Poulenc,
Ravel and Turina. Pizzarro, the Producer, provides his own
note. There are other commercial recordings, but availability, at
present is dependant on the current record scene.

Instrumentalists he has partnered are Itzhak Perlman, Henryk
Szeryng, Elmar Olivera, Igor Oistrakh, Szymon Goldberg, Janos
Starker, Tibor Varga, Maxim Amphiteatroff, Edwin Fischer and
Artur Pizarro.

Conductors: Paul Kledzky, Joseph Keilberth, Tibor Pesek,
Maxim Shostakovich, David Zinman, Christofer Seaman, Dmitri
Kitaenko, Eduardo Mata, Rudolf Balshai, Walte Hendl, Jean
Martinin, Enrique Jorda and Efrem Kurtz.

Orchestras: ALl BBC Orchestras, London Symphony, Royal
Philharmonic, Moscow Philharmonic, Leningrad Philharmonic,
Praque Symphony, Bamberger Symphoniker, Japan Philhar-
monic Tokyo, Sydney Symphony, Metropolitan Orchestra, Czech
Philharmonic etc.

Venues: Salle Gaven and Salle Pleyel in Paris, the Grand Hall of
the Tchaikovsky Conservatory in Moskow, Tokyo's Senton Hall,
St. Petersburg’s Philarmonic Hall, the Vienna Musikverein,
New York's Carnegie Hall, the Kennedy Center in Washington
D.C. and the famous halls of London among many others.

The contact is:

Vianna da Motta International Music Foundation, Inc.
PO. Box 4008, Lawrence, Kansas 66046, US.A.
Ph.1-913-832-0838. Fax: 1-913-832-2643.
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Discourse

| asked about score repeats...
‘Sviatoslav Richter told me to play everything! The performer
must be at the constant service of the ‘creator’.

The beauty of your playing denotes you are a member of
the “Old School”.
‘Yes, it is a question of touch. How one caresses the piece.’

Never too fast or too loud!

‘Many pianists today play with too much articulation and no
sense of legato. Consequently, it doesn’t sing. The phrases are
cut into little bits, with no architectural lines. We are all dif-
ferent. If they were only to pursue the correct way, each of us
would have our own personality. But everyone today performs
the same, and we cannot tell WHO is playing!’

There are two faults, firstly the methods of young teach-
ers, then, the impulse to project the tone - whereby all
dynamics are thrown out of the window.

‘That's right! They try to dramatise everything.’

In recording, the Producer, Engineer and Editor can
change the performance completely.

‘| quite agree. Last June, when | recorded Chopin’s Four Bal-
lades and his Third Sonata - | played from the start to the fin-
ish, without interruption. If they wished to edit, | would play the
whole thing again, but never constantly.’

But, artists who aim for the spontaneity of ‘live’ record-
ing must find it very difficult, although | believe that
Martin Jones favours it in his recordings for Nimbus.
‘But that is wonderful. After six decades of playing and study-
ing hard, | have discovered that using correct pedaling is
fundamental. | cannot feel that most pianists have developed
that technique properly. They just use the pedals for diminu-
endo, then crescendo, but there are many other things you can
do. Whatever happens, they press the pedal down to its fullest
extent’.

Of course, it must be done discretely, for the sake of
colouration.

‘Exactly, when Walter Gieseking first came to Portugal, he gave
recitals, based mainly on Mozart. | was very near him, and

he sat down and put his feet backwards - Mozart without the
pedal, it was unbelievable!’

Like Dinu Lipatti's feeling of control and great relaxa-
tion.

‘Mind you, the pianos in the 1950s were wonderful - now they
are highly strung - you touch a key; and it is fortissimo! To play
pianissimo today is very hard.’

Daniel Barenboim, whom | complained to years back,
played the Hammerklavier Sonata too loud. He protest-
ed that he could not judge the correct dynamics when
playing in Wigmore Hall.

‘| agree with him. My first half recital was very problematic; the
second, a little better! - Too bright, and too loud! I had to play
with the wrist high, to obtain a certain sonority.’
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Debussy, Kabalevsky, Khachaturian, Liszt, Mozart, Poulenc,
Ravel ve Turina. (Kayit) notlarini yapimei Pizzarro hazirlamas.
Daha bagka ticari kayitlar da var ama bulunabilirligi tamamen
mevcut piyasa kosullarina bagli.

Birlikte ¢aligtig1 sanatgilar: Itzhak Perlman, Henryk Szeryng,
Elmar Olivera, Igor Oistrakh, Szymon Goldberg, Janos Starker,
Tibor Varga, Maxim Amphiteatroft, Edwin Fischer ve Artur
Pizarro.

Sefler: Paul Kledzky, Joseph Keilberth, Tibor Pesek, Maxim Shos-
takovich, David Zinman, Christofer Seaman, Dmitri Kitaenko,
Eduardo Mata, Rudolf Balshai, Walte Hend]l, Jean Martinin,
Enrique Jorda ve Efrem Kurtz.

Orkestralar: Tiim BBC Orkestralari, Londra Senfoni, Royal
Filarmoni, Moskova Filarmoni, Leningrad Filarmoni, Prag Sen-
foni, Bamberg Senfoni, Japon Filarmoni Tokyo, Sidney Senfoni,
Metropolitan Orkestrasi, Cek Filarmoni, ve digerleri.

Mekanlar: Paris Salle Gaven ve Salle Pleyel, Moskova Caykovski
Konservatuvari Bityiik Salonu. Tokyo Senton Hall, St. Petersburg
Filarmoni Salonu, Viyana Musikverein, New York Carnegie Hall,
Washington D.C. Kennedy Center, Londranin iinli salonlar1 ve
digerleri.

Tletigim:

Vianna da Motta International Music Foundation, Inc.
P.O. Box 4008, Lawrence, Kansas 66046, U.S.A.
Tel.1-913-832-0838. Faks: 1-913-832-2643
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(Miizikte tekrarlar hakkinda sordum...)
Sviatoslav Richter bana hergeyi galmamu séyledi. Icraci siirekli
olarak ‘yaraticrnin hizmetinde olmalidir.

GCalisinizdaki gizellik sizin “Eski Okul” iiyesi oldugunuza
isaret ediyor.

Evet, bu bir tuse meselesi. Pargay1 nasil oksarcasina ¢aldiginiza
bagli .

Asla c¢ok hizli ve ¢ok yiiksek sesle degil!

Giintimiizde legatoyu beceremeyen ve fazla abartili calan
bir¢ok piyanist var. Bu yiizden eserlerdeki miizigi hakkiyla
yansitamiyorlar. Climleler eserin genel yapis1 géz 6niine
alinmaksizin kii¢iik parcalara boliiniiyor. Bizler hepimiz
farkliyiz. Eger dogru yolu arasalardi, hepimiz kendi kisiligimizi
bulurduk. Ama bugiin herkes ayni sekilde caliyor ve biz artik
KIMIN ¢aldigini bilemiyoruz.

iki hata var; Birincisi gen¢ 6§retmenlerin metodlari;
sonra - tiim dinamiklerin pencereden atiliverdigi, ve
sadece tonlamanin 6nem kazandigi bir yaklasim.
Dogru! Herseyi dramatize etmeye calistyorlar.

Kayit yapilirken yapimci, ses miihendisi ve kurgucu
performansi tamamen degistirebilirler...

Tamamen ayni fikirdeyim. Gegen Haziran ayinda Chopin'in Dort
Balad’ini ve 3. Sonatr'ni kaydettim. Bastan sona kesintisiz ¢aldim.
Kurgulamak isteselerdi tiim eserleri bir kez daha galardim ama
asla tekrar, tekrar degil.

Amaglari canli kayittta spontanlik olan sanatcilar, bunun
¢ok zor oldugunu bilirler. Buna ragmen Martin Jones,
Nimbus kayitlarinda bunu tercih ediyor saniyorum.

Fakat bu olaganiistii... Ben 60 yillik zorlu bir ¢aligma ve calma
sonrasinda, 6nemli olanin pedali dogru kullanmak oldugunu
kesfettim. Bir¢ok piyanistin bu teknigi geregince gelistirebildigini
sanmiyorum. Pedallar1 sadece diminuendo ve kresendo i¢in
kullaniyorlar ama bagka o kadar ¢ok yapacak sey var ki. Ne olursa
olsun, pedala sonuna kadar basiyorlar’

Tabii, cok dikkatle, sadece renk vermek i¢in yapilmalli.
Aynen &yle. Walter Gieseking Portekize ilk geldiginde,
¢ogunlukla Mozartn eserlerinden olusan resitaller verdi. Cok
yakinindayds; oturdu ve ayaklarini geriye ¢ekti — pedalsiz bir
Mozart, inanilmazdi!

Aynen Dinu Lipatti’nin kontrolii ve dingin yaklasimi gibi.
Unutmayin, 1950’lerin piyanolar1 muhtesemdi, simdikiler ise
¢ok hassas. Bir tusa bastyorsunuz; fortissimo! Bugiin pianissimo
¢almak cok zor.

Yillar once Daniel Barenboim’un Hammerklavier
Sonati’'ni ¢cok yiiksek sesle caldigindan sikayet etmistim.
Wigmore Hall’de ¢calarken dogru dinamikleri tahmin
edemedigini soyleyerek itiraz etmisti.

Ben de onunla ayni fikirdeyim. Resitalimin ilk yaris1 ¢ok so-
runluydu, Ikinci yar1 biraz daha iyi! - Cok parlak, ¢ok yiiksek
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Da Motta - how influential was he, in matters of prepara-
tion, phrasing, style, interpretation - everything?

‘He based his teaching on other forms of Art: Literature, Paint-
ing, Books, and so on but pedaling was his speciality. He made
me think this way. Music is ultimately the Art of Listening. Play
one note and it sounded very precise, but in phrasing it was
different. He was very careful, and style was very important.
Rubatos wouldn’t exist without style. Yet, for Schumann it was
possible. A minimum amount, also. But Chopin was a Classical
composer...’

Now this is interesting - there is a clear delineation
between the first and second subjects. In Schubert-Liszt
you can fluctuate the tempo slightly, but not completely,
in a stilted manner. Is this another instance of rubato?
‘Rhythmically by inserting into the mood, that which is com-
pletely different from the exposition. Tbere is a second theme,
which one should not play with the same intentions as the
opening. Schnabel, with metronomic indications, would employ
many tempi - sometimes too much, for my taste!’

Jocular!

‘But you will find that Vianna da Motta was more discrete in
that direction. Meaning, one cannot play the movement from
the beginning to end, without a certain atmosphere, which
should also be different and not, consequently at the same
tempo. Slowly, if the piece is in a minor key, but brighter in the
major...”

Almost a concept of Furtwangler?
‘Oh, Yes!’

Repeat measures should be different, again.

‘What you have established at the begining should now appear
on a different wavelength. But, somehow you return to Tempo
Primo - very difficult, unless you really know the piece.’

Kabelevsky - 1 did all the transfers in the EMI Great
Instrumentalist Series. Benno Moiseiwitsch for Sonata
No.3. Kabelevsky was always second best to Prokofiev.
‘First, second theme, development and so on. For the exposi-
tion, to have the same mood as the beginning is extremely
hard. He brought a diminuendo and then a small ritardando
into the context, and one has to go into the exposition and
‘dive’ into the same mood. So, it would not be faster than the
beginning -it has to be more subtle, instead!’

Apart from the aforementioned teachers and competi-
tions, there was also Feodor Leschetizsky. He also be-
came good friends with Henri Neihaus in Moscow when
he was in the First Tchaikovsky Competition.

‘| was 28 years old in the Jury, and Van Cliburn won the First
Prize from Texas. He was 23. It was an honour. Gilels heard
me play in Paris and he invited me. Shostakovich sent me a
telegram.’

You knew my great friend, Dame Moura Lympany?
‘Oh, Yes, | invited her over to play in Portugal. She had never

been there before.’

We spoke of Monte Carlo, and Menton, where she even-
tually died.
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‘This was sometime in the 1960s - for the Sintra Festival. A
Wonderful Lady! The position of the hands; low down, in touch
with the keyboard. | watched her as she played, like yours
constantly stroking the keys - never high up, out of contact
with the instrument - stemming from the neck muscles,
across the shoulders, down the arms to the wrists, hands and
fingers. A stroke at the back of the neck effectively terminated
her performing career. She talked about it when she was in the
London Clinic, Welbeck Street.

Those plaster casts of pianists’ hands - Liszt, Rachmani-
nov - a pliability that communicates directly.

‘Oh, Yes! The wrists must be extremely flexible, very near the
keys.’

I heard Mark Hambourg twice. Once at Maidstone; my
home town, where the central work was Chopin’s Fu-
neral March Sonata. Then the Silver Jubilee Henry Wood
Prom, where he gave a very ‘Grand’ reading of Liszt’s
Hungarian Fantasy- Sir Malcolm Sargent conducting.
Many of the older pianists then, talked to audiences
about other interests!

‘Hambourg had a lovely Bluthner Piano at home. He gave me
precious advice on Chopin’s Fourth Ballade.’

His Beethoven C Minor Concerto recording was very
cavalier in choice of tempi, with Sir Malcolm Sargent
trying to keep up!

‘Some audiences were Right There!”

‘When Vianna da Motta died, | studied with Hambourg for nine
years, but then | asked Edwin Fischer to take responsibility.
Neuhaus, in Moscow liked me because | spoke French. Most of
the Russians chose that as their other language. Neuhaus had
studied with Leopold Godowsky, who, in turn formed the link
with da Motta. So, | was immediately accepted, learning much
French music. And they also liked my Albeniz Iberia. | met him
again in Warsaw in the 60s, when he too was a Jury member.
Pollini won the First Chopin Prize, and | was with Neuhaus for
a month - Quite a good background, but it is so different now. It
takes so much willpower to continue, with the greed, everything
fast and loud, businesses everywhere. But | love music - it is
my passion, The rest is interesting, but...’

| met Solomon, and knew Jan Smeterlin... {Maestro
purred like a cat...}

‘Oh, Solomon, such a serious artist - | heard at both the Royal
Albert and Festival Halls, and the BBC. Edwin Fischer with the
Berlin and Vienna Philharmonic Orchestras under Wilhelm
Furtwangler. Schwarzkopf with Fischer!”

What about Walter Legge?

‘Right! | brought him and Elisabeth over to Portugal. Yehudi
Menuhin... but when he was so young, it was an unbelievable
concert’.

Following my last interview with him, | realized that he
and many others were Great Men of Many Parts. The
whole of the Arts scene; politics, befriending others,

a fraternity that provided a background of knowledge.
Now European artists prefer to stay at home, where they
also teach. I no longer think that Britain is the centre of
Arts scene.
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sesli. Belirli bir ses kalitesini elde edebilmek i¢in i¢in bileklerim
yukarida ¢almak zorunda kalmistim.

Da Motta; hazirlik, anlatim tarzi, stil, yorum...

Her konuda, ne kadar etkiliydi?

Ogretimini diger sanat formlari iizerine oturtmustu; Edebiyat,
Resim, Kitaplar vs. ama pedal kullanimi onun 6zelligiydi. Bana
sunu ogretti: Neticede miizik bir ‘Dinleme Sanatrdir. Bir nota
galarsiniz, cok kusursuz bir ses ¢ikar, ama tiimcelemede tama-
men farklidir. Cok dikkatli olan Da Motta igin, iislup ¢cok 6nem-
liydi. Uslup olmazsa ‘rubatolar’ var olamaz. Fakat Schumann
i¢in bu miimkiindii. Ama o da gok fazla degil. Oysa Chopin bir
Klasik Besteci idi...

iste bu ilginc. Birinci ve ikinci konular arasinda acik bir
netlik var. Schubert ve Liszt de, tamamen olmasa da,
tempo ile gosterisli bir sekilde biraz oynayabilirsiniz.
Bu, baska bir rubato ornegi mi?

Bu, tamamen gosteristen farklidir. Ritmik olarak, duygusallik
(keyif) vermek igin... Ikinci tema kesinlikle agiligtaki amaglarla
¢alinmamalidir. Metronom isaretlerine gére Schnabel, bana gore
bazen ¢ok fazla olarak, bircok tempo uygulardi.

Eglenceli!

Ancak Vianna da Mottanin bu konuda ¢ok daha farkli oldugunu
goreceksiniz. Demek istedigim; bir par¢ay1 bastan sona, belirli bir
atmosfer olmaksizin- ki bu da degisiklikler gostermeli ve devaml
ayni tempoda olmamalidir, galamazsiniz. Eger par¢a minor
tonda ise yavasca, fakat major tonda ise daha parlak...

Furtwangler’in diisiindiigii gibi?
Oh, Evet!

Ayrica, tekrar dlgiileri degisik olmali.

Baslangicta ne belirlediysen, simdi degisik bir dalga boyunda
olmali. Ama bazen baslangi¢c temposuna (Tempo Primo) dén-
mek istersen - sayet parcay1 gercekten bilmiyorsan, ¢ok zordur.

EMI - Biiyiik Yorumcular Serisi’ni gozden gecirdim.
Kabalevsky Sonat No.3 icin Benno Moiseiwitsch var.
Prokofiev'den sonra ikinci en iyi, her zaman icin
Kabalevsky’dir.

Birinci, ikinci tema, gelisme ve sonrasi... Gosteris icin, baglangic
havasin siirdiirebilmek ¢ok zor. Once bir diminuendo ve
ardindan kiigiik bir ritardando... Burada gosterise girmek i¢in
ayni havaya dalmak zorundasiniz. Baslangigtan hizli olmamaly,
aslinda daha zarif (ntiansl1) olmali.

Yukaridaki hocalar ve yarismalardan baska, Feodor
Leschetizsky de var. 0 da Moskova'da Henri Neuhaus ile
arkadas oldu ve ilk Caykovski Yarismasinda bulundu.
Ben (o yarismada)28 yasinda jirideydim ve Teksas’tan Van
Cliburn birinci oldu. Biiyiik bir onurdu. Gilels beni Paris’te
dinlemisti. O davet etti. Sostakovig bana bir telgraf gonderdi.

Biiyiik dostum Dame Moura Lymphany’yi taniyor mu-
sunuz?

Evet, tabii, Onu Portekizde ¢almas: i¢in davet ettim. Daha 6nce
hi¢ gelmemisti.
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(Monte Karlo ve vefat ettigi yer olan Menton hakkinda
konustuk.)

1960’11 yillardaydi - Sintra Festivali i¢in... Olaganstii bir
hanimefendi. Calarken onu izledim, Ellerin pozisyonu; asagida,
piyanonun tuslarinda - asla yukarida, enstrumandan kopuk
degil, boyun kaslarindan ¢ikarak, omuzlar boyunca, kollara ve
bileklere, ellere ve parmaklara, ayni sizin gibi stirekli tuslara
vuruslar... Boynunun arkasina inen bir inme onun sanat
yasamuni bitirdi. Welbeck Caddesindeki Londra Kliniginde
anlatt1 bana.

Su kaliplasmis piyanist elleri - Liszt, Rachmaninov - tam
olarak anlasilabilen bir esneklik.
Ah, Evet! Bilekler son derece esnek olmaly, tuslara ¢ok yakin.

Mark Hambourg'u iki kez dinledim: Birincide benim
dogum yerim Maidstone’da - ana parca Chopin’in Cenaze
Marsi Sonati idi. ikinci kez Sir Malcolm Sargent’in
sefliginde Liszt’in Macar Fantezi’sini muhtesem bir
sekilde yorumladigi Henry Wood Prom’un Silver
Jiibilesi'nde...

Hambourg'un evinde giizel bir Bliithner piyanosu vardi. Bana
Chopirn’in 4 numarali Balad: i¢in degerli 6nerilerde bulunmustur.

Onun tempoya ayak uydurmaya calisan Sir Malcolm Sar-
gent ile gerceklestirdigi Beethoven Do minor Kongerto
kaydi ¢ok cesurca bir se¢cimdi.

O zaman orada olan izleyiciler bilirler!

Vianna da Motta 6liince, 9 yil Hambourg ile ¢caligtim ve sonra
Edwin Fischer’in sorumlulugu almasini istedim. Neihaus
Moskovada beni begendi ¢linkii birgok Rus’un ikinci dil olarak
sectikleri Fransizca konusuyordum. Neuhaus, sonradan ‘Da
Motta’ ile bag kurmasini saglayacak Leopold Godowski ile
caligmisti. Boylece hemen kabul edildim ve birgok Fransiz miizigi
ogrendim. Benim ¢aldigim Albeniz’in ‘Iberia’sin1 da begendiler.
1960’11 yillarda Varsovada jiiri iiyesiyken Neuhaus ile tekrar bir
araya geldim. Pollini Birinci Chopin Yarismasi'ni kazanmaisti

ve ben bir ay kadar Neuhaus ile birlikteydim. Oldukga iyi bir
0zge¢mis, ama bugiin oldukga farkli... Bu islerde her yerde
hersey hirs i¢inde o kadar hizli ve abartili ki, devam etmek i¢in
¢ok kararlilik gerekiyor. Fakat miizigi seviyorum - bu benim
tutkum. Otesi ilging ama...

Solomon ile tanistim ve Jan Smerelin’l taniyorum...
(Maestro bir kedi gibi mirildandi...)

Oh, Solomon; 6yle ciddi bir artist ki — hem Royal Albert ve
Festival Salonlarinda ve hem de BBCde dinledim. Edwin Fischer,
Wilhelm Furtwangler yonetimindeki Berlin ve Viyana Filarmoni
Orkestralari ile... Schwarzkopf ile Fischer!

Peki, ya Walter Legge?
Dogru! Onu ve Elisabeth’i Portekize ben getirdim. Yehudi Men-
uhin... O zamanlar o kadar gengti ki, inanilmaz bir konserdi.

Kendisi ile son soylesimden sonra anladim ki, o ve diger
bircoklari, her bakimdan biiyitk adamlardi. Tiim sanat
alemi; politika, birbirleriyle dostluklar, arka plandaki
bilgi birikimine imkan veren bir birlik... Simdi Avrupali
sanatcilar evlerinde kalmayi yegliyorlar, egitimlerini
de evde veriyorlar. Artik ingiltere’nin sanat aleminin
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That's for sure, although it is still the most pleasant place to
come to. America, with its modern concert halls is awful, and
their pianos are terrible.’

Carnegie Hall in its heyday?
‘Euphoria! Now its all technology.’

How large is your repertoire? | have the impression that
you play everything!

‘French, German, Spanish, Russian, Hungarian music, | studied
it all with Vianna da Motta. | have a story to tell; it was 3-4
months before the war started: May of 1939. 2 lessons a week,
including summer, that continued until his death in 1948. Every
other lesson, | had to bring a new piece. Usually, they were
hard - Beethoven Third Concerto, Chopin B minor Sonata,

and the Liszt Sonata with his special fingerings, trills - what
the composer wrote in his notes, and so on. At 16, | played the
Liszt Sonata. Da Motta was there, and he gave me his book on
Liszt, which will be translated soon. So, | developed a tremen-
dous repertoire. | started my first tour in South Africa in 1948.
Before he died in June that year, he told me that now we would
work on Brahms Concerto No.2. It was the first piece | studied
very hard. With that fine musician Jacques Fevrier; | went
through it in detail, and won the prize in Paris. | also played that
same Concerto in Manchester some years ago (BBC North-
ern SO / Raymond Leppard) and would like to perform it here,
again. Very special - a marvellous piece.” (It was also Moura’s
Concerto Swan Song at The Barbican, London.) In France, |
studied much French music, mainly Debussy and Ravel. In Rus-
sia, | questioned Neihaus, mainly how to proceed with the
Rachmaninov Preludes. | think the phrasing and overall line
went well at the Wigmore - quite a few ideas came forth. Then
with Edwin Fischer, lots of Beethoven. | was with Alfred Bren-
del and others at the same classes in Luzern.’

Were you good friends?

‘Of course, in London, we went to five restaurants and quickly
left by the same doors, because of this crazy idea of playing
Pop Music while we ate. Where ever you go, the same!’

(Here | also asked about the whereabouts of another
musical colleague of my EMI-Westminster days, Paul
Badura Skoda.)

‘Having become divorced from his first wife, Eva, he now lives
in Paris. Last time | saw him was at the Chopin Competition in
2000. Then, vaguely in Tokyo.

Franck’s Piano Quintet with Quatuor Arte Nova from Par-
is, appears on a CD in Japan and there have been notable
Sonata collaborations with the late Henryk Szeryng, Igor
Oistrakh and Janos Starker, as listed earlier.

‘The first time | collaborated with the Royal Philharmonic Or-
chestra in Rachmaninov's Rhapsody on a theme of Paganini, |
only had 20 minutes rehearsal. OK, the orchestra told me they
knew the piece, but | didn't know the orchestra! The Rachmani-
nov recardings of Concertos 1 to 4 and the Rhapsody under
Christopher Seaman turned out well, but they were another
day. For Brahms 2 with Paul Kletzki, | had 7 rehearsals. He
was marvelous and lived in Montreaux, Switzerland.’

Giulini?
‘Too aristocratic.”
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Celibidache?
‘Oh, my goodness!’

Names of conductors are less important. How did they
collaborate, generally?

‘Oh, they don't like soloists, they just like performing sym-
phonies! Kurt Sanderling however was so considerate: “What
is your tempo? Fine, | will follow you.” He left me in peace; |
could do what | wanted.’

With chromium plated orchestras, nowadays, how could
you make yourself heard?
‘Too loud, too loud!”

The BBC Symphony?
‘Wonderfull’

And those series of Philharmonia Orchestra concerts
with Klemperer?
‘| went to all of them. Outstanding.’

Sir Malcolm Sargent?

{gentle laugh}'Well, he was very attentive with soloists and very
kind but he did accompany very well - | am sure you know the
Beethoven Concertos with Schnabel (first series) - too slow in
the slow movements, and too fast in the last.’

Sir Thomas Beecham?
‘No, only at rehearsals... There are many others | played with...’

Hans Knappersbusch and Joseph Keilberth!

‘Oh, Yes, both very good.

Edwin Fischer did his series of concertos...and Cyril Smith -
we all studied with him!’

Wilhelm Kempff came many times to Portugal. We all loved
him. I'm sure you know the Schumann Fantasy, Incredible play-
ing. He was A Thinker and A Philosopher. He spoke Greek. A
very concentrated, great Man.

Vianna da Motta knew Goethe from memory. | listened closely
when | went for a lesson. There was a very fine Portuguese
composer-musician who had a German education - Luis
Freitas Branco. Not the conductor, Pedro, who did the Ravel
Concerto with Marguerite Long in Paris, but his brother. He
was talking to da Motta in German, and my Master was recit-
ing Goethe. | was amazed.’

Sooner or later, we all started leading young students. | started
mainly after the revolution, which was 36 years ago. | had to go
elsewhere, because | had a family. So | went to America, where
| have a good position in the University. Obviously | had hun-
dreds of students, up to now. 400 were probably worth it, but
the rest..?

As bad as that?

‘But they did not take music seriously - even the best! They
tended to practise without stopping, without thinking about

it. For four or five hours, mainly - separately with precision: fin-
gering, using the pedal in order to obtain fast results. One of
them turned out to be an American who wanted to perform the
Beethoven Hammerklavier Sonata. So, | looked at him thinking
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merkezi oldugunu diisiinmiiyorum.
Kesinlikle! Ancak Londra hala gelmek i¢in en giizel yer. Modern
konser salonlariyla Amerika berbat ve piyanolari da feci.

Carnegie Hall en parlak ¢agini mi yasiyor?
Oyle diyorlar. Simdi her sey teknolojik.

Repertuvariniz ne kadar genis? Bana sanki herseyi
calarmissiniz gibi geliyor!

Fransiz, Alman, Ispanyol, Rus, Macar miizigi, hepsini ‘da Motta’
ile caligtim. Bir anim var: 1939 Mayis'inda, savas baslamadan 3-4
ay onceydi. Yazin dahil, haftada 2 ders aliyordum, bu 1948de
olimiine kadar siirdii. Her derste, yeni bir parca getirmek
zorundaydim. Cogu zaman zor parcalardi; Beethoven No.3
Kongerto, Chopin Si mindr Sonat ve bestecinin notlarinda
belirttigi 6zel parmak kullanimi ve trilleri ile Liszt Sonat ve
digerleri... 16 yasimdayken Liszt'in Sonatini ¢aldim. Da Motta
oradaydi ve bana yakinda terciime edilecek olan Liszt

tizerine yazdig: bir kitabini verdi. Boylece biiyiik bir reper-
tuvar gelistirdim. 1948 yilinda Giiney Afrika’ya ilk turnemi
yaptim. O y1l Haziran ayinda 6lmeden 6nce bana, Brahms'in
No.2 Kongertosu'nu ¢alisabilecegimizi sdyledi. Bu benim
tizerinde ¢ok calistigim ilk parcamdi. Mitkemmel miizisyen
Jacques Fevrier ile detaylarin iizerinde ¢alistim ve Paris’te 6diil
kazandim. Ayni kongertoyu yillar 6nce Manchesterde de ¢galdim
(BBC Northern SO / Raymond Leppard) ve tekrar orada cal-
mak isterim. Cok 6zel, muhtesem bir parga. (Ayni zamanda
Mouranin Londra Barbicanda son seslendirdigi kongertoydu.)
Fransada 6zellikle Debussy ve Ravel olmak tizere bir¢ok Fransiz
eseri ¢alistim. Rusyada, 6zellikle Rachmaninov’un Preliidlerini
nasil ¢alisacagimi Neuhaus ile tartistim. Sanirim yaklagimim

ve anlatim tarzim Wigmoreda iyi gitti — bazi fikirler 6n plana
¢ikt1. Ve Edwin Fischer ile bir siirii Beethoven... Luzernde Alfred
Brendel ve digerleri ile ayni siniflardaydik.

lyi arkadas miydiniz?

Tabii. Londrada 5 restorana gittik ve hani su “yerken pop miizik
calinmasr” ¢ilgin fikrinden 6tiirii ayni kapidan ¢abucak terk ettik.
Nereye giderseniz gidin ayni sey!

(Burada benim EMI-Westminister giinlerimden kalma
miizik arkadasim Paul Badura Skoda’nin nerelerde
oldugunu da sordum.)

[lk esi Evadan ayrildiktan sonra, simdi Paris’te yagtyor. Onu en
son 2000 yilinda Chopin Yarismasrnda gordiim. Sonrasinda da
hayal meyal Tokyoda.

“Paris Quatuor Arte Nova” ile Franck’in Piyano
Kenteti’nin CD’si Japonya’da cikiyor. Daha dnce de
bildirildigi gibi miiteveffa Henryk Szeryng, Igor Ois-
trakh ve Janos Starker ile unutulmayacak Sonat ortak
calismalari var.

Royal Filarmoni Orkestrasi ile ilk kez birlikte ¢alistigimda,
Rachmaninov’un Paganini’nin temas: izerine Rapsodisinde
sadece 20 dakikalik bir prova yapabildik. Evet, orkestra bana
pargayi bildigini s6yledi ama ben orkestray1 bilmiyordum! Chris-
topher Seaman yonetiminde, Rachmaninov’un No.1-4 Kongerto
kayitlar1 ve Rapsodi kaydi iyi oldu ama bunlar bagka bir giinde
yapildi. Brahms'in No.2 Kongertosu i¢in Paul Kletzki ile 7 prova
yaptik. Olaganiistii biriydi. Isvicrede Montrode yasadi.
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Giulini?
Cok aristokrat.

Celibidache?
Aman Tanrim!

Seflerin isimleri onemli degil ama genelde nasil
calismaktaydilar?

Oh, Solistleri sevmezler, senfoni performanslarini severler! Ama
Kurt Sanderling 6yle nazikti ki: “Senin tempon nasil? Giizel, seni
takip edecegim” diyerek beni rahat birakti. Ne yapabileceksem
yaptim.

Giiniimiiziin pariltili orkestralari ile nasil duyurabilirsin
kendini?
Cok abartili, ¢ok yiiksek sesli!

BBC Senfoni?
Harika!

Ve Klemperer ile Philarmonia Orkestrasi konser
serileri?
Hepsine gittim. Harika.

Sir Malcolm Sargent?

(Tatl bir giliig!). Pekala, solistlere ¢ok ilgili ve kibards, ayni za-
manda ¢ok iyi eglik ederdi. Eminim Schnabel ile olan Beethoven
Kongertolarin (ilk seri) biliyorsundur? Yavas boliimlerde ¢ok
yavag ve sonunda ¢ok hizli.

Sir Thomas Beecham?
Hayur, sadece provalarda. Birlikte ¢aldigim daha bir¢oklari var...

Hans Knappersbusch ve Joseph Keilberth!

Ah, evet. ikisi de ¢ok iyi...

Edwin Fischer kongerto serilerini yapti...Ve “Cyril Smith”. hepi-
miz onunla ¢aligtik!

Wilhelm Kempff defalarca Portekize geldi. Hepimiz onu ¢ok
sevdik. Onun inanilmaz bir gekilde ¢aldig1 Schumann Fantezi’sini
biliyorsundur sanirim? O bir diistiniir ve bir filozoftu. Yunanca
konusurdu. Cok yonlii, biiytik bir adam.

Vianna da Motta, Goethe'yi ezbere bilirdi. Bir derse gittigimde
yakindan dinledim. Alman egitimi almig, Portekizli ¢ok iyi bir
besteci - miizisyen vardi: Luis Freitas Branco. Marguerite Long ile
Paris’te Ravel'in kongertosunu yapan Sef Pedronun kardesi. Da
Motta ile Almanca konusurken hocam da ona ezberden Goethe
okuyordu. Hayretler i¢cinde kaldim.

Oniinde sonunda hepimiz 6grencilerle calistyoruz. Ben 36 yil
once, devrimden sonra bagladim. Bir ailem vardi. Bir yerlere git-
mek zorundaydim. Bu yiizden Amerikaya gittim.ve tiniversitede
iyi bir pozisyon buldum. Tabii bugiine degin yiizlerce 6grencim
oldu. 400 kadar1 degerdi ama kalani...?

0 kadar mi kétii?

En iyileri bile miizigi yeterince ciddiye almadilar. Uzerinde
distinmeden, durmaksizin ¢alismak egilimindeydiler. Cogu
zaman 4-5 saat; ayrica parmak ¢alismalari, daha ¢abuk netic-
eye ulagmak i¢in pedal kullanimu... Aralarindan bir Amerikal,
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he was either a genius, or an idiot! He was wearing a baseball
hat, and before he began | asked him to play the scale of B flat
major. It was immediately obvious that he had never played a
single scale in his life. He didn’t know he had to put the fourth
finger on E flat, or where to place the fifth, and just took pot
luck. | showed him where the door was. “Out!”

‘I had all sorts of students, some serious, most not, but since
| was named a distinguished Professor at the University, | have
only the best ones. They all like me very much, but only have
time to practise the notes.’

‘They don’t bother about reading or going to a gallery to see a
beautiful picture. Just fast results and playing the Tchaikovsky
First Concerto or the Rachmaninov No.3. To play those works,
you have to play scales well! With Vianna da Motta, | studied all
60 Etudes of Cramer; everything of Clementi, all the Inventions
of Bach....Gradus ad parnassum and so on.’

Dmitri Bashkirov insisted that all his students play Cz-
erny and Clementi, day in, day out.

‘Naturally, | quite understand. | also blame the concert pro-
moters, who have no knowledge of the range of unusual, rarely
performed repertoire that would surprise and delight audi-
ences. The amount of interesting works that are never played.’

The last time he came to London, | talked at length with
Ventsislav Yankoff. | had heard his Beethoven Concerto
No 3 recording with Hans Schmidt-Isserstedt conduct-
ing. He played at the Chopin Society at my instigation,
and later at Wigmore Hall.

‘| remember him very well - a First Prize winner with Aldo Cic-
colini in Belgium'.

Then, about the same time, Abbey Simon, the American
pianist - a stylist - colorist in Romantic and Impression-
ist repertoire. They each said the same thing about the
mass of young performers who wish to perform then
make recordings that are massively edited to suit their
egos. There are so many cheats in the music business
that make matters difficult for those with true talents.
‘| agree with you completely - not that | proclaim myself a
specialist in this category, but | feel, | have an obligation of
going through to the end in trying to present the truth about
piano playing by advising young students how to study and how
to pursue an orientation towards serious performance with
distinction.’

So, you still teach, and perform wherever you are - but
how about your family?

‘They are back in America now. | have a young boy of 12 (14,
now). He is marvelous, and he is artistic. No, he has to go to a
special school - but he draws beautifully. He also loves music,
but is focused on drawing, We travel sometimes together. |
teach there, then go on regularly to Brasil, Japan, Spain, some
concerts in the States, Portugal. | was recently in Germany. |
again performed Gaspard de la nuit.” | produced a recording
with the Malaysian pianist Mei Yi Foo, who plays it very well.

‘Look, | want to talk to you about the opening movement “On-
dine”. The marking is Longue (Lengthy] and | feel that most pi-
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anists play it too fast. In his first recording, Gieseking was told
by the engineers that he only had five minutes, because of the
length of the 78 rpm side. Even so, he played it well enough.
But many pianists do not understand the feeling behind the
Ondine Legend, as she tempts the sailors from the depths into
her arms. They accent the opening notes. They should lean
gently, one into the other in legato fashion, like some supplica-
tion {he sang the phrase, gently}. Then pianissimo and again...
They play all the interlinked phrases, exactly the same!.’

‘Bill, I have things to do...”

When do you think you will come again?
‘Ah, that depends on Audrey Ellison, She is a lovely lady. When
she finds something for me - | hope next year” C'est sa.

[HHEE LOMDOIT £VETS

[HE LEGHCY OF LIo/T
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Beethoven'in Hammerklavier Sonatrni ¢almak istedi. Acaba bir
dahi mi yoksa bir aptal m1 diye diisiinerek ona $6yle bir baktim.
Kafasinda bir beyzbol sapkasi vardi. Par¢aya baglamadan once

kendisinden Si bemol maj6r gamini ¢almasini istedim. Hayatinda

hi¢ bir gam ¢almamis oldugu hemen belli oldu. Dérdiincii
parmagini Mi bemol {izerine koymas: gerektigini, veya besinciyi
nereye koyacagini bilmiyordu ve rastgele caldi. ‘Digar1!’ diyerek
kapry1 gosterdim.

Bazilar1 ciddi, ¢ogunlukla gayri ciddi, her tiirlii 6grencim oldu;
Ancak tiniversitede se¢kin bir hoca olarak tanindigimdan, en
iyilerini aldim. Hepsi sever beni, ama sadece ¢alisacak zamanlar1
vardi. Okumak veya bir galeriye gidip giizel bir resim gormek
gibi bir meraklar1 yoktu. Sadece, kisa yoldan Caykovskinin No.1
Kongertosu’nu veya Rachmaninov’un No.3 Kongertosu'nu ¢al-
mak... Bu eserleri ¢calmak i¢in, gamlari ¢ok iyi ¢calmak lazim. Vi-
anna da Motta ile Kramer’in 60 etiidiiniin hepsini, Klementinin
herseyini, Bach’in tiim envansiyonlarini ¢aligtim. “Gradus ad
parnassum” ve digerleri...

Dmitri Bashkirov israrla tiim iigrencilerinin giinlerce
Czerny ve Clementi calismalarini isterdi.
Gayet tabii, anlayabiliyorum. Dinleyicileri sasirtan ve keyiflen-

diren, olagandisi, nadiren ¢alinan konser repertuvarlar: hakkinda

hig bir bilgisi olmayan organizatérleri de ayipliyorum. flging
eserlerin ¢ogu hi¢ bir zaman ¢alinmiyor.

Londra’ya son gelisimde Ventsislav Yankoff ile uzun
uzun konustum. Onun, Hans Schmidt - Isserstedt yoneti-
minde kaydini yaptigi Beethoven’in No.3 Kongertosu’'nu
dinlemistim. Benim onerimle dnce Chopin Society’de,
sonra Wigmore Hall’de c¢aldi.

Kendisini ¢ok iyi hatirliyorum. Bel¢ikada Aldo Ciccolini ile
birinci olmustu.

Ayni donemde, Romantik ve Empresyonist repertuvarin
iislup ve rengine sahip Amerikali piyanist Abbey Simon
vardi. Hepsi de, sahneye ¢ikmak ve sonra iizerinde bir-
¢ok diizeltmelerin yapilacagi kayitlar yaparak egolarini
tatmin etmek isteyen gen¢ miizisyenler icin ayni seyi
soyliiyorlardi. Miizik sektoriinde gercek yeteneklerin
isini zora sokan bircok sahtekar vardir.

Seninle tamamen ayni fikirdeyim - bu konuda kendimi uzman
gordugiimden degil ama geng 6grencilere piyano ¢alarken nasil
caligilacag, ciddi ve segkin bir icra i¢in nasil bir yonelim takip
edilmesi gerektigi hakkinda ger¢ekleri sonuna kadar giderek
anlatmak i¢in bir yiikiimliligiim oldugumu hissediyorum.

Yani hala dgretiyor ve nerede olursan ol ¢aliyorsun.
Amaya ailen?

Simdi Amerikaya dondiiler. 12 yasinda (simdi 14) bir oglum
var. Harikulade ve de sanat¢1 ruhlu. Cok giizel resim yapiyor.

Hayar, 6zel bir okula gitmesi lazim. Miizigi de seviyor ama resime

odaklanmus... Bazen birlikte seyahat ediyoruz. Ders veriyo-
rum, sonra diizenli olarak Brezilyaya, Japonya’ya, Ispanya’ya,
Amerika i¢inde ve Portekizde bazi konserlere... Yakinlarda
Almanyadaydim. Gene Gaspard de la nuit’yi ¢aldim. Malezyali
piyanist Mei Yi Foo ile - ¢ok giizel caliyor, bir kayit yaptik.

Bak, seninle “Ondine’nin baglangi¢ biiliimii hakkinda konusmak
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istiyorum. Isaretleme “Longue” ve birgok piyanistin ilk
calislarinda ¢ok hizli caldigini ditgiiniiyorum. Giessekine tekn-
isyenler 78’lik plagin uzunlugu nedeniyle sadece bes dakikas:
oldugunu soylediler. Buna ragmen oldukga giizel ¢aldi. Ancak
bir¢ok piyanist, Ondine Efsanesinin - onun (Ondine’nin) gemi-
cileri bagtan ¢ikararak derinliklerden kollarina getirmesindeki
duygusalligi anlamiyorlar. Baglangi¢ notalarini vurguluyorlar.
Yumusak ve nazik bir sekilde, birinden digerine bir yakaris
gibi (burada parcay: hafifce mirildaniyor) legato modunda
baslamalilar. Sonra pianissimo ve tekrar... Birbirine bagh tim
ciimleleri ayni galiyorlar!

Bill, yapmam gereken seyler var...

Bir daha ne zaman geleceksin?

Ah, bu (temsilcim) Audrey Edison’a bagli. Cok tatl: bir
hanimefendi. Ne zaman benim i¢in birseyler ayarlarsa. Gelecek
yil olur umarim. Iste boyle. ..

e U o

I LONDRAA ETHINLIG

13- 14 ve 15 Mayis 2011
Organizator: Madam N. Watanabe.

Birinci ve son etkinlik icerigi ayni idi.
Ortadaki etkinlik, iinlii icraci ve egitmen, Efsanevi
Sequeira Costa’ya ayrilmist.

Cuma, 13 Mayis, Saat 19:00

The Purcell School, Aldenham Caddesi, Bushey, Herts.
Sef: James Quinn.

ISZT TR

Sequeira Costa, piyano )
(Liszt’in Son Ogrencisinin Son Ogrencisi)

Chopin: Fa minor Fantezi, Op.49; Fa minor Ballad No.4,
Op.52; Berceuse, Op. 57;

Barcarolle, Op. 60; La bemol Tarantelle, Op.43
Debussy: Suite Bergamasque (Prelude, Menuet, Clair de
lune, Passepied), Reflets dans I’eau.

Ravel: Jeux d’eau.

Liszt: Au bord d’un source; Legend of St. Francis of
Paolo walking over the waves
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We set off by limousine. Apart from Maestro Costa and his
daughter, Svetlana, were Mme Watanabe and myself. Mr. Quinn
welcomed us.

The building houses the concert hall, and rooms for the ad-
ministration, practising pupils and boarders. From the 1820s
through to the 20th Century it was occupied by various regi-
ments. The penalties for stealing were subject to severe rep-
rimands, in the annals of service life at the time. Today "Young
Musician of the Year’ events take place, to the delight of music
lovers interested in the progress of talented musicians in their
early years out to make their mark on the professional scene.
The school also has a yearly entrée to concert life in London, at
Wigmore Hall in particular.

Our Guest of Honour was impressed. Apart from minor adjust-
ments - the Soft Pedal and a Piano Stool that adjusted from
each side, the Steinway Grand Piano was very much to his
approval. Watching his hands closely gliding across the key-
board, one imagined the graceful movements of the Hermit
Crab. The looseness of wrist action and natural ease of the
fingers were at the service of chosen excerpts from his pro-
gramme, which included the slow movement of Rachmaninov
Piano Concerto 1 and Chopin’s opening movement from his
Sonata in B minor.

The concert was an enormous success. Chopin’s poetry and
drama, Debussy and Ravel's pastel shadings and vivid impres-
sionism, then Liszt's flowing scintillations and bold, religioso
picture of a miracle worker at the height of his powers, catch-
ing the imagination of everyone present, including the young
Russian page turner. The piano’s lovely sonorities, along with
the interpretations were acclaimed by young and married mu-
sic lovers alike. This was high quality music making, indeed!

—3
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Saturday, 14th May, 6-9 pm was rather special. Maclaren Hall
is known as ‘The Old Trinity’. An upstairs concert room pre-
sided over by Director, Derek Aldous, now houses the concert
grand and | talked briefly to him about the newer Trinity College
of Music, across the other side of River Thames at Greenwich,
Suffolk.

Music, Teaching and the Legacy of Liszt through performance
- A Master Class and Interview, was followed by a reception in
honour of Maestro Costa and the Vianna da Motta Competi-
tion. He performed Debussy’s Suite Bergamasque followed
by the second of Brahms Intermezzi, Op.117. Then, the third
prize Competition Winner (2010), Michael Shilyaev performed
Beethoven's Andante favori.

Before it, | talked with the Maestro, reminiscing about his per-
sonal memories of events, already read about in the Interview,
two years before updating them in the process. The audience
enjoyed it, and | was suitably complimented. | watched with ea-
gle eye, as the young Russian Shilyaev negotiated the deceptive
contours of evasive charm in the Beethoven piece, His men-
tor's comment: You play well, but may | suggest that you try to
lean more into the motifs, keeping the flow continuous?” - An
object lesson both educational and relaxed in musical and con-
vivial terms. Watching him working alongside young musicians
is very much part of his joy in life.

Which leaves Sunday 15th May at Pioneer Hall, Wetherby
Preparatory School as his last appearance this time round. The
home of James Broadwood & Son, who played host to Chopin,
persuading him to perform some of his Mazurkas, when on a
London visit in the late 1840s: there was a hint of sadness too,
as to when we shall hear Sequeria Costa cajoling us with his
playing, once again.

A final wave of the hand, and he was off to catch his plane
home to the States. Now, we are already exchanging ideas once
more. Already, | await the CDs of Beethoven, Ravel and Schu-
mann promised for review.

Interest and intrigue are complementary when assessing one
of the All Time Musical Greats among memorable artists.
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Maestro Costa ve kizi Svetlana, Madam Watanabe ve ben,
limuzinle yola ¢iktik. Bizi Bay Quinn karsilad1.

Konser salonunun oldugu binada y6netim, 6grenci ¢alisma
odalar1 ve yatili 6grenciler i¢in odalar vardi. 1820den 20. yiizyila
dek cesitli askeri tiniteler tarafindan kullanilmigti. Zamanin
hizmet yilliklarindan 6grendigimize gore, hirsizlik cezalar1 ok
agirdi. Giinimiizde burada, profesyonal arenaya ¢ikmakta ve

in kazanmakta olan yetenekli miizisyenlerin ilk yillarindaki
gelismeleri ile ilgilenen miizikseverleri memnun eden, “Yilin
Geng Mizisyeni” etkinlikleri yapiliyor. Okul ayni zamanda Lon-
dra konser yasaminda, 6zellikle Wigmore Hallde yillik konser
diizenleme hakkina sahip.

Seref misafirimiz etkilendi. Yumusak pedal ve piyano sandalye-
sinin iki yanindaki kiigiik ayarlamalar disinda , Steinway Grand
piyanoyu ¢ok begendi. Klavyenin tizerinde kayip giden ellerini
yakindan izleyenler, bir pavuryanin zarif hareketlerini hayal
edebilirdi. Rachmaninov’un No.1 Piyano Kongertosunun yavasg
boliimii ve Chopin’in Si minér Sonatrnin baglangi¢ bélimiiniin
de yer aldig1 programinda, bilek hareketlerinin hafifligi ve dogal
rahatlig icindeki parmaklari, ¢aldig: eserlerin hizmetindeydi.

Konser ¢ok basarili oldu. Chopin’in siirselligi ve duygusalligi,
Debussy ve Ravel'in pastel golgeleri ve canli empresyonizminden
sonra, Liszt'in akic1 pirildamalari, giiciiniin dorugunda bir mu-
cize yaraticisinin betimlenmesindeki giig, sayfalar1 ¢eviren Rus
gocuk dahil olmak iizere orada bulunan herkesin hayalgiiciinii
avucunun i¢ine aldi. Piyanonun hos titresimleri, yorumlarla bir-
likte geng, yash her miizikseverin takdirini kazandi. Bu gercekten
yliksek kalitede bir miizik icrasiydu.

Cumartesi, 14 Mayis, Saat 18:00 — 21:00
Maclaren Hall. The School of Economic
Science,

11, Mandeville Place, Marylebone, London,
WI1U 8AJ

Etkinligimizin bashg: soyleydi:

eronlt L [Hl1:
ot Ut L5

Japonya’daki Deprem ve Tsunami Felaketzedelerine

Bagis Cagrisi

Bir Emeklilik icin Bagis Toplamasi — Marylebone Sanat
Dernegi ve Marylebone Sampanya Dernegi tarafindan
diizenlenen Sarap ve Kanepe resepsiyonu

Miizik, Egitim ve Performans Yoluyla Liszt’in Mirasi
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14 May1s Cumartesi giinii, saat 18-21:00 aras1 oldukga 6zeldi.
The Old Trinity olarak bilinen Maclaren Salonu.

Miidiir Derek Aldous bagkanhigindaki tist kattaki konser sa-
lonunda simdi bir Grand konser piyanosu var ve kendisiyle
Greenwich, Suffolk’ta, Thames nehrinin 6te yakasindaki yeni
Trinity Miizik Koleji hakkinda kisaca konustum

Resepsiyonu takiben Maestro Costa ve Vianna da Motta
Yarigmasi serefine bir Master Class ve Soylesi yapildi. Costa,
Debussy’nin Suite Bergamasque’ini ve arkasindan Brahms’in
Op. 117 Intermezzi’sinin ikincisini ¢aldi. Sonra 2010 Yarigma
Ugiinciisit Michael Shilyaev, Beethoven’in Andante favori’sini
caldu. .

Daha 6nce, iki y1l 6nceki soylesisinde yer alan kisisel anilarini ve
olaylar1 hatirlayarak giincellemek tizere Maestro ile bir konusma
yaptim. Dinleyicilerin ¢ok hosuna gitti ve miinasip bir sekilde
bana iltifat ettiler. Geng¢ Rus Shilyaev, Beethoven’in parcasindaki
zorluklar1 ve ortaya ¢ikarmasi giig cekiciligi basarryla
kesfederken kendisini bir kartal gibi izledim.

Ustasinin yorumu:
“Gizel galiyorsun, ancak akiciligin siirekliligini korurken mo-
tifler izerinde daha fazla durmani 6nerebilir miyim?”

Hem 6gretici, hem de rahatlatici, miizikal ve keyifli bir ders.
Yasamina keyif katan geng miizisyenlerin yaninda galisirken onu
seyrediyorum.

15 Mayis Pazar Wetherby Hazirhk Okulu

Pioneer Halldeki konseri bu siire¢ i¢indeki son konseriydi.

Chopine evsahipligi yapan ve onu 1840’11 yillarin sonlarinda
Londrayi ziyaretinde bazi Mazurkalarini ¢almast i¢in ikna et-
meye ¢alisan James Broadwood & Son'un evi.

Burada bir parca da hiiziin var. Tekrar ne zaman Sequeira Costa
bizimle olacak ve bizi miizigiyle kandiracak?

Son bir el sallama ve Amerika’ ya evine gitmek iizere ugagini
yakalamak i¢in ayrildi. Simdi tekrar fikir teatisinde bulunuyoruz.
Degerlendirmek tizere Beethoven, Ravel ve Schumann CD’lerini
bekliyorum.

Tim zamanlarin unutulmaz sanatgilarindan Miizigin En

Biiyiiklerini secerken merak ve entrika biitiinii tamamlayan
unsurlar...
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In his 83rd year, Maestro Costa has completed his audio survey
of these wonderful works. A musician of many accolades, he
decided that the time was right and, as expected, he carries
on the great tradition with a unique interpretation that falls in
line with his illustrious predecessors - Kempff, Serkin, Fischer,
Backhaus, Gieseking, Arrau, Haskil, Hess and Solomon. All
come to mind with their various interpretations; each are well
represented in studio and live recordings, and take their right-
ful places in the record books.

Others, who are still alive - and | think of Aldo Ciccolini and
Abbey Simon, Richard Goode and Alfred Brendel, in particu-
lar, fall into different categories and viewpoints. A few more,
like Dino Ciani, didn't survive the ordeal of their professions,
and died mostly from various accidents or illnesses. Yet,
Beethoven's music lives on to amaze and delight the World's
appreciative, mainly well informed listening audience. Along-
side, JS.Bach, Haydn, Mozart and Brahms, his claim to fame
rests on an ability to shock, charm, mainly bring feelings of joy,
to the uninitiated and educated alike.

My review coverage of this recent set of recordings, published
1999 to 2007 - also available separately - conforms to the inter-
preter’s chosen order of works.

3 Sonatas, Op. 2

| begin with the 3 Sonatas, Opus 2. Although they postdate the
student works in the Woo category and the two from Opus 49,
they make an admirable starting point. Each are dedicated to
Joseph Haydn.

Sonata No. 1 in F minor, Op. 2

No. 1in F minor has all their interpreter’s typical sparkle and
clarity, at the heart of the opening movement. His very discreet
use of rubatos, with its composer’s typical sforzandi never over
prominent, in this early work of classical proportions, sets the
scene, perfectly. Note, the subtle balance in both hands. The
next, is restrained and finely integrated, the musical line kept
simple and straightforward, as it builds with strength and con-
viction. The third movement is deliberate and suggestive, Costa
leaning on the notes and phrases to suggest a type of poetic
satisfaction that would have appealed to Beethoven. In direct
contrast, the Finale is all high drama, predating the Appassio-
nata Sonata, with its boldness.
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Sonata No. 2 in A major, Op. 2

No. 2 in A major; is the composer full of gentle persuasion,
and light-hearted feelings. The superb evenness in expression
combined with the inventive writing - a typical challenge for the
pianist - combats the sudden dynamic changes and rhythmic
originality. It follows on with a Largo Appassionato, represent-
ing the composer in contemplative mood. The trills in bars 9
and 11 echo each other - a response to Beethoven's love of
nature, although a sudden change to the minor key fills him
with doubts, The controlled performance says it all! We remain
in similar vein for the Scherzo in %, the pastoral writing ex-
pressing elfin-like delights; the central Trio, somewhat sadder
in context. A gracious Rondo finale pictures him in Romantic
mood - the pianist’s beautiful touch and finger dexterity, a
constant delight to our senses.

Sonata No. 3 in C minor, Op. 2

No. 3 in C major; is a combination of daring, nonchalance and
intrigue - so typical of the Male-Female counterparts that fas-
cinated the composer. One of the pictures | have of Beethoven
roaming the streets, depicts his wandering curiosity with
people about their business. He expands the scope of his open-
ing major-minor episodes - compared to his earlier sonatas;
and | like the way the pianist broadens the fortissimo sections,
contrasting them with music either side. The cadenza, towards
the end, is a test for any pianist. The Adagio movement, is a
distilled view of nobility, compared to Beethoven's doubts and
ponderings. Melodic statements appear in the left hand - the
accompaniment transferred to the right! The mood is distinctly
operatic. In the Scherzo movement, | can imagine the compo-
ser strutting about in time with the music. The hands reverse,
again during the reply motif, and the music takes on a rumbus-
tious quality during the Trio, which foreshadows the Hammer-
klavier Sonata at a later date. The Finale must be fiendish to
play. The performer chooses a sensible tempo, where details
sound very clear in the context of the whole. There is nothing
above fortepiano! Catalogue No. VMF-50199.

Sonata No. 21 in C major, Op. 53, ‘Waldstein’
Dedicated to Count von Waldstein.

A change of choice for the start of the next CD - Sonata No. 21
in C major Op. 53 'Waldstein’, places a responsibility on the
reviewer. Dedicated to Count von Waldstein, Beethoven's be-
nefactor and a personage of highest regard, the rich complexity
of this work takes ages to describe. | tried it, and almost came
to grief.

During the opening movement, the music never stays still at
all, during its entire duration. Allegro con brio, translates as
‘not pressing the tempi too hard, otherwise shape and clarity
become unclear, and rather muddy’. The composer truncates
his material to provide more drama and impact, but basically,
it is a study in contrasts. The pianist removes the temptation
to rush, and it all sounds medium paced, clear cut and very
beautiful. Beethoven marks his Coda ‘a tempo’, as a reminder.

2nd movement. Introduction. Allegro molto, leading to the
3rd movement. Rondo. Allegretto moderato.

The saintly central theme rises up on series of held notes.
Where Schnabel is highly philosophical, Costa is simple and
devout. The serene main subject makes its appearance at bar
10, coupled to a slower rising statement of religious intent.
The theme is basically a series of seven notes, followed by a
six note reply. Crescendo trills rise to high G, where it rings
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83 yagindaki Maestro Costa, artik uygun zamanin geldigini
diistinerek ve tahmin edilecegi gibi, stiidyo ve canli kayitlardaki
kendilerine 6zgii gesitli yorumlariyla hatirlanan ve kayit
kitaplarinda hak etmis olduklar: yeri almis olan Kempff, Serkin,
Fischer, Backhaus, Gieseking, Arrau, Haskil, Hess ve Solomon
gibi tinlii yorumcularin gelenegini siirdiirdiigii essiz yorumuyla,
bu harika eserlerin tiimiiniin ses kayitlarini gergeklestirdi.

Aldo Ciccolini, Abbey Simon, Richard Goode ve Alfred Bren-
del gibi giintimiizde hayatta olan diger ustalarin ise degisik
bakis acilari ile bagka kategorilere ait oldugunu digiiniiyorum.
Dino Ciani gibi birkag digeri ise, mesleklerinin gilesine daya-
namayarak, gesitli kazalar ya da hastaliklar sonucu hayatlarini
kaybettiler. Ancak, Beethoven'in miizigi, Diinyanin bilgi sahibi
ve deger bilir dinleyici kitlelerini hayrette birakip onlara zevk
vermeye devam ediyor. J. S. Bach, Haydn, Mozart ve Brahms'in
yant sira, Beethoven'in séhreti de, miizikten anlayan anlamayan
herkese siirprizli, sok edici nitelikte ve en 6nemlisi nese ve mut-
luluk veren yeteneginden kaynaklaniyor. .

Benim bu son kayitlar {izerine yazdigim ve 1999 ile 2007 arasinda
yayinladigim elestiriler ayr1 ayr1 okunabilecegi gibi burada
yorumcumuzun kendi sectigi siralamaya da uyacak sekilde bir
araya konuldu.

0p. 2, U¢ Sonat

Op. 2, Ug Sonat’la bagliyorum. Ogrencilik yillarindan sonra
gelmelerine ragmen, WoO (Opus numarasiz) bu eserler ve
Op. 49da yer alan iki eser, ¢ok giizel bir baslangi¢c noktas:
olusturuyorlar. Bu eserler Joseph Haydn’a ithaf edilmis.

Fa minor Sonat, No. 1, Op. 2

Yorumcunun tipik 1giltist ve berrakligi, No. 1 Fa mindr sonatin
ilk boliimiiniin 6ziinii yansitiyor. Bestecinin tipik sforzandolarini
hi¢ bir zaman abartmadan biiyiik zarafetle kullandig1 rubatolar,
bu erken dénem ve klasik yapidaki eserin renklerini basaryla or-
taya koyuyor. Ellerdeki hassas dengeye dikkatinizi ¢ekerim. Sonra
gelenler, 6l¢iilii ve biitiinlenmis, miizikal yapiy: basit ve anlagilir
tutarken ayni zamanda giiclii bir gelisme sergilemekte. Ugiincii
boliimdeki planli ve diisiindiiriicii yaklagimiyla Costa, notalar ve
miiziksel ciimleler iizerine egilisiyle Beethovenin hosuna gidecek
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bir siirsel tarz ortaya koyuyor. Buna karsilik, Finale, giiglii yapist
ve bastan sona siiren dramast ile Appassionata Sonatrnin 6nciisii
niteliginde.

La major Sonat, No. 2, Op. 2

La major No. 2'de besteci inandirici ve agik yiirekli hislerle
doludur. Piyanist icin tipik bir ikilem s6z konusu - yaratici
yazimin gerektirdigi ifade mitkemmelligi ve buna kars1 savas
veren ani anlatim bi¢imi degisiklikleri ve ritmik 6geler... Bu,
besteciyi dalgin bir ruh hali icinde bulan Largo Appassionato ile
devam eder. 9. ve 11. olgiilerdeki triller birbirlerini taklit ederek
Beethoven'in doga sevgisini yansitirlar ama ani bir mindr tonali-
teye gecis, kararsiz bir durum yaratir. Sanat¢inin kontrollii icrasi
bunlarin hepsini dile getiriyor! Pastoral ve sevimli bir yazimin
yani sira {izgiin bir Trio igeren % liik Scherzo, benzeri bir havada
devam eder. Zarif bir Rondo olan son boliim bizi tekrar Roman-
tik bir ruh haline sokar. Piyanistin giizel tusesi ve tistiin parmak
becerisi, duyularimiza keyif vermeye devam eder.

Do major Sonat, No. 3, Op. 2

Do major No. 3, bestecinin ¢ok ilgisini geken Kadin- Erkek
kargithiginin ¢ok tipik bir 6rnegi olarak bir cesaret, umursamazlik
ve entrika kombinasyonudur. Elimde olan ve Beethoven1 sokak-
larda dolasirken gosteren bir resim, bestecinin kendi isinde,
gilictinde olan insanlara merakini anlatiyor. Besteci baglangicta
yer alan mindr-major episodlari - 6zellikle erken sonatlari ile
kargilastirirsak - oldukga genisletiyor, piyanist de fortissimo
yerlerin altini gizerek bu iki degisik tip miizikteki kontrastt
ortaya ¢ikarryor. Sonlara dogru olan kadans, her piyanist i¢in

bir test niteligindedir. Adagio béliimii, Beethoven’n siiphe ve
kararsizligi ile karsilastirildiginda, asaletin 6zii gibidir. Melodi sol
ele verilmistir, sag el eslik eder. Bir opera ruhu hakimdir. Scherzo
bolimiinde, bestecinin bu miizik esliginde keyifli bir sekilde
ylriyiisiinii goziimiin 6niine getirebiliyorum. Cevap motifi
geldiginde eller yine ters diistiigii gibi, miizik de Trioda sonraki
bir tarihte gelecek olan Hammerklavier Sonatrnin habercisi gibi
taskin bir hal alir. Finale’yi calmak gercekten korkung zor olmali.
fcraci, ayrintilarin boliimiin biitiinliigii iginde ¢ok net oldugu
mantikl bir tempo segiyor. Fortepiano’yu agan bir anlatim isareti
yok!

C major Sonat, No. 21, Op. 53, ‘Waldstein’
Kont von Waldstein’a ithaf edilmistir.

Degisik bir se¢imle baglayan bir sonraki disk - Op. 53, No. 21
C major ‘Waldstein’ Sonati, elestirmenden de bir sorumluluk
gerektiriyor. Beethoven'in hamisi ve ¢ok hiirmet ettigi bir sahis
olan Kont von Waldsteina ithaf edilmis bu sonatin zenginligini
anlatmak ¢ok zaman ister. Ben bunu denedim ve neredeyse
hiisrana ugradim.

Baslangicta miizik, b6liimiin siiresi boyunca hareket halindedir.
Allegro con brio béliimiiniin tarifi “Tempoyu ¢ok zorlamayin,
yoksa hem sekil hem de netlik kaybolur ve bulanik bir hale

gelir’ olmal1. Besteci dramu pekistirmek igin fikirlerini uzatmaz.
Temelde bu tezatlar tizerine bir ¢aligmadir. Piyanist, acele etme
giidiistine kars: gelerek orta tempolu, bi¢imli ve ¢ok giizel ¢aliyor.
Beethoven ‘Koda'yy, bir hatirlatma mahiyetinde evvelki tempoya
donmek tizere, ‘a tempo’ olarak isaretler.
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out in high splendour. We have entered the final movement. To
attain feelings of aura, a disciplined approach is required, as
here. The composer uses a familiar sequence of development
to vary his material and textures, with the music kept on a tight
rein, even during complex stages of development. Successions
of key changes and alternating themes: the pianist has to take
it all in his stride, up to the stage where the passages for glid-
ing (falling) octaves leads to a high trill. Joined up to the main
subject on a crescendo, it drops in pitch to the middle register.
The Coda is celebratory, as one would expect.

Sonata No. 23 in F minor, Op. 57, ‘Appassionata’
Dedicated to Count von Brunswick. Beethoven admired this
Sonata, above all others, until the composition of the Ham-
merklavier Sonata.

1st movement, Allegro assai in 12/8 time.

Gives tremendous scope to the musical development. A feeling
of hushed expectancy adds mystery to the extended perora-
tion. One has an overall impression of boldness tempered by
strong feelings of fate. The turbulence floods over in the fourth
stave. Beethoven marks it ‘a tempo’, and this is exactly how
the Maestro forsees it during the whole of the first movement
- in relation to the complete work. Regularity of pulse controls
tempo and expression at the same time. The composition of
the music also coincides with Beethoven's involved studies of
improved keyboard manufacture - vis a vis, 'Men, Women and
Pianos’ by Arthur Loesser, obtainable on the second - hand
market/internet. The music changes its course, continuously:
held chords in the right hand - mainly high up, contrast with
the main theme in octaves, at mid range - while semiquaver
groups are supported by staccato/legato lines of quavers. The
composer possesses a strong theatrical pulse that he com-
bines with his music rhetoric - You can ‘see’ as well as "hear’
all that goes on.

2nd movement. Andante con moto, 2/4.

The calmness following the storm. Pulse is important - a con-
tinuing flow, in simple variation format. Select sforzandi - finely
tempered by Costa’s admirable touch and timing, give distinc-
tive prominence to a gentle commentary. 4-part chords with
pause markings - one soft, the other loud. Then an Attacca
marking leads to...

3rd movement. Allegro, ma non troppo, 2/4.

Beethoven at his most tumultuous. Stunning chords at the
start, series of winding phrases in 16ths, setting the pace in
unending fashion. The left hand takes up the melody; the right
adds the décor. Using the considerable keyboard span, the first
subject is repeated following a key change. Massive chords
alternate with the winding sequences. They lead eventually to a
presto section in the tonic, igniting the whole coda, and appear
to be unstoppable. Two F minor chords close the proceedings.

Sonata No. 27 in E minor, Op. 90
Dedicated to Count Lichnowsky.

Sequeria Costa devotes just as much time and interest to
these two movement works. This is one of the gems of the
collection, and unusually features expression markings in
German at the head of each movement. The first translates as
‘With liveliness and thoroughly with sensitivity and expression’,
which is somewhat ambiguous and contradictory. Beethoven
propounds his two-part question, in assertive manner, which

is answered in a placatory way, a tone higher. He elaborates
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his material -intermixing motifs and statements, endorsing a
succession of fresh key links - B minor, E flat minor, C ma-

jor - then working back to the home key through a number of
elaborate transitions of a unique kind. The second movement

- E major, 2/4, resembles a spinning song with couplets: ‘Not
too rapid and to be played very singably’ (sic.), He tries to devi-
ate slightly from the tonic to create more interest, but returns
to base, as before. Maestro Costa sign posts leading notes in
phrases, pinpointing staccatos in the left hand, en route. Fasci-
nating!

The three Sonatas, Opus 10
Dedicated to Anna Margarita von Vietinghoff-Schell, the Coun-
tess van Browne.

Sonata No. 5 in C minor, Op. 10, No. 1

1st movement. Allegro molto e con brio.

There is immediate charm in this music. It reveals a gracious
woman, the wife of the Count, who was a friend and Patron

of Beethoven. A single chord, then the spritely ‘con brio’
theme follows. Haydn’s more complacent brand of humour

is discarded. The young composer’s music has a new sound-
ing originality, bright and daring in concept. Undercurrents of
intrigue and mystery, personified by sonorous quaver groups
in the left hand, standing out in relief when there are no right
hand melodies to hamper their progress. The sheer beauty of
the pianist’s interpretation is breathtaking. The composer’s
fresher sounding development - new shifts of key, with deli-
cate, pictorial accents in the notation - makes the music swell
and contract. A mini drama of sound effects - particularly the
left hand - gives the impression of two dancers gliding grace-
fully across the floor, happy in each other’s company.

2nd movement. Adagio molto.

A rapt stillness in A flat major - serenely felt, with tiny turns

of phrase, exactly matches the rising accompanying figures.
The darting downward phrases in contrasting layers, intro-
ducing the delicious tune with delicate accents, just plucked
out of the air. A hint of arrogance from the ascending musical
cadenzas, springs up suddenly to surround the joyous lovers in
their new-found bliss. Note, the wonderful uniformity of tempo
and expression - it resembles a colaratura aria, rendered with
utmost finesse and beauty. The close, in contrast, is simplicity
itself.

3rd movement, a Prestissimo in C minor.

Tenderly interrupts our reveries. We enter a world of mock
serious drama, which threatens peace and contentment. Peer-
ing at us unseen, it threatens our concentration with its sheer
effrontery - part staccato, part legato. A new E Major subject -
proud and declamatory. Repeated an octave higher, it is equally
restive in its desire to shock. Tremelo octaves and fortissimo

B flats are also intent on disturbing the course of events, but
Beethoven dares to shock us further, by repeating it over again!
In the central reply section, he cleverly overlaps material in

the right hand, by imitating it with similar gestures in the left,
illustrating the satirical side of his good humour. The close is
muted and uncertain; then a fast fade. A genius of a perfor-
mance.

Sonata No. 6 in F major, Op. 10, No. 2

1st movement. Allegro.
One can luxuriate during this music. Follow the relaxed sense
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2. boliim. Giris. Allegro molto, 3. bdliime gidiyor.

3. boliim. Rondo. Allegretto Moderato.

Kutsal karakterde ana tema, tutulan notalardan olusan bir dizi
tizerinde yiikselir. Schnabel’in felsefi yaklasimina karsi, Costa
basit ve samimi. Sakin ana konu ilk kez 10. 6l¢iide, ilahi ve yavas
yavas yiikselen bir bagka konu ile beraber karsimiza ¢ikar. Tema,
esas olarak yedi nota ve onlara cevap niteliginde alt1 notadan
olusur. Kresendo yapan triller, yiiksek Sol notasina kadar ¢ikip
hagmetle ¢inlarlar. Artik son béliime gelinmistir. Istenen havayi
yaratmak icin burada da disiplinli bir yaklagim gereklidir. Besteci
kullandig1 malzemeyi ve yarattig1 dokular: klasik yontemlerle
gelistirir, ama bu gelisimin en karmagik asamalarinda bile
dizginleri elden birakmaz. Birbirini takip eden tonalite ve tema
degisimlerinde diisen oktavlarla dolu ve yiiksek trille biten pasaja
gelene kadar, piyanistin sogukkanliligini kaybetmeden, dengeli
¢almasi gerekmektedir. Ana tema ile bir kresendoda birleserek
orta ses alanina kadar diiser. Beklenildigi gibi, Koda bir kutlama
niteligindedir.

Fa mindr Sonat, No. 23, Op. 57, ‘Appassionata’

Kont Von Brunswicke adanmistir. Beethoven'n Hammerklavier
Sonatrnin bestelenmesine kadar biitiin digerleri arasinda en
iistiin addettigi sonattir.

1. boliim Allegro assai. 12/8 zamanll.

Muazzam bir miiziksel gelisim igerir. Ima edilen bir beklenti hissi
de ayrica bu uzatilmis diyaloga gizem katar. Cesur bir yaklagima
ek olarak kaderin de izleri gériiniir. Firtina, dérdiincii dizekte
kopar. Beethoven bunu ‘a tempo’ olarak isaretler ve Maestro da -
biitiin eser kapsaminda bakarsak - birinci béliim boyunca bunu
uygular. Atan bir nabiz diizenliligi hem tempoyu hem de ifadeyi
kontrol eder. Arthur Loesser’in eski kitap¢ilarda veya internette
bulunabilecek olan “Men, Women and Pianos” kitabina gore,
miizigin kompozisyonu da Beethoven'in gelistirilmis klavye
imalatina gosterdigi ilgiyle ortiismektedir. Miizik siirekli sey-
rini degistirir. Sag elin genellikle yiiksek ses alaninda tutulan
akorlarina karsilik, ana tema orta ses alaninda oktavlarla ¢alinir
onaltilik notalar, kesik/bagli sekizlik nota dizileri ile desteklenir.
Bestecinin miizigi retorik ve dramatik giigleri birlestiren hey-
betli bir hareket i¢indedir - olup bitenleri hem ‘duyabilir’ hem de
‘gorebilirsiniz’

2. b6liim, Andante con moto, 2/4.

Durgunluktan sonra firtina. Vurus hissi 6nemlidir - basit
cesitleme formatinda stirekli bir akis. Secimi dikkatle yapilmig
Sforzandi - Costanin takdire deger tusesi ve zamanlamasi ile bir
araya gelince bu nazik yoruma kendine 6zgii bir hava veriyor. 4
sesli akorlar ve duraklamalar - biri yumusak, obiirii yiiksek sesli.
Bunu takiben Attacca ile girilen...

3. boliim. Allegro, ma non troppo, 2/4.

Beethoven'in en coskun ve firtinali miizigi. Carpici akorlarla
baslayan, onaltilik nota dizileri etrafinda dontip dolasan bir
ifade, temponun sonu gelmez bir devinimi. Sol elin melodisine
sag el bir dekor sagliyor. Klavyeyi bir uctan obitiriine kullanarak,
ana konu bir tonalite degisikliginden sonra tekrar edilir. Masif
akorlar ve dontip dolasan nota dizileri birbirlerini izler. Sonunda
bir presto olarak ana sese doner, bityiik ve durdurulamaz hissi
veren bir Koda'y1 baglatirlar. ki Fa minér akoru ile maceramiz
sona erer.
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Mi minor Sonat, No. 27, Op. 90
Kont Lichnowsky’ye adanmustir.

Sequeria Costa bu iki boliimlii eserlere de ilgi gosterip tizer-
lerinde ugrasiyor. Bu eser serinin en degerlilerinden biridir

ve alisilmadik sekilde, her boliimiin baginda Almanca ifade
isaretleri bulunmaktadir. Bunlarin ilki “Canli ve bastan sona
duyarli bir anlatimla” gibi biraz muglak ve celiskilidir. Beethoven
iki bolmeden olugan iddial bir soru ile baglar, buna cevap bir
oktav yukaridan, sakin bir sekilde verilir. Fikirleri, motifleri ve
ctiimleleri, Si minor, Mi bemol mindr, Do major tonalitelerinden
gecirdikten sonra essiz bir dizi gegisle ana sese geri doner. Mi
major 2/4’litk ikinci b6liim, dokuma tezgahi baginda séylenen
bir garkiy1 andiriyor: “Cok hizli degil ve ¢ok soylenebilir sekilde”
(metinde boyle). Biraz daha ilging olsun diyerek ana sesten bir
miktar uzaklagmaya ¢alisir ama daha 6nce oldugu gibi geri doner.
Maestro Costa bastan sona miiziksel ciimlelerdeki ilk notalar1
vurguluyor ve sol elin stakkatolarini ortaya ¢ikariyor. Cok ilging!

Opus 10, U¢ Sonat
Kontes von Browne, Anna Margarita von Vietinghoft-Schelle
adanmustir.

Do mindr Sonat No. 5, Op. 10, No. 1

1. boliim. Allegro molto e con brio.

Bu miizik insan1 aninda cezbeder. Beethoven hem hamisi hem de
arkadas: olan Kont'un zarif esini resmetmektedir. Tek bir akoru
neseli bir ‘con brio’ tema izler. Bu Haydn'in tistii kapali esprili
yaklasimi degildir artik. Geng bestecinin parlak ve cesur bir
yapist, kendine 6zgiin bir miizik kavrami vardir. Sol elin dolgun
sesli sekizlik nota kiimeleriyle ima ettigi entrika ve gizem, sag el
melodisiyle dizginlenmedigi i¢in adeta bir kabartma gibi ortaya
¢ikar. Piyanistin yorumundaki duru giizelligi nefes kesici buluyo-
rum. Bestecinin yepyeni gelisim deneyleri - tonalite degisimleri,
isaretlerde kullandig1 gorsel tariflerle beraber - miizigi ileri geri
dalgalandirir. Ses efektleri - ozellikle sol elin yarattig1 mini dram
- dans eden mutlu bir ¢iftin pistte zerafetle stiztildiigii, izlenimini
veriyor.

2. boliim. Adagio molto.

La bemol majoérde insani mest eden bir dinginlik - huzurlu,
kiigiik ctimlelerle ¢ikan notalarla tam uyusur. Asag1 dogru
inen ani ve kontrastl ifadeler, gokten inmis leziz bir melodiyi
tanitiyor. Kibirli bir edayla yiikselen kadanslar, bir anda mutlu
giftin beraberligini kucakliyor. Tempo ve ifadedeki beraberlige
dikkatinizi ¢ekerim - sanki bir koloratura arya gibi incelik ve
glizellikle islenmistir. Bolimiin sonu ise durulugun kendisidir.

3. boliim, Do minor bir Prestissimo.

Hayal diinyamizi nazikge keser. Huzur ve rahathigimizi boza-
cak, sakayla dolu ama gercek bir dram diinyasina dalariz. Yari
stakkato, yar1 legato, bize gizli bir kdseden bakarak kiistahlig:

ile konsantrasyonumuzu tehdit eder. Yeni konu Mi majordedir

- gururlu ve coskulu. Bir oktav daha yiiksekte tekrarlanarak

bizi dehsete diisirmek i¢in huzursuzluk vermeye devam eder.
Tremelo oktavlar ve fortissimo Si bemoller de olaylarin gidisatin
bozma amaclidir. Beethoven bizi soke etmek i¢in bunu bir de
tekrar eder! Orta cevap boliimiinde, sag eldeki malzemeyi sol
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of pleasure and well being, and a feeling of confidence sug-
gests itself. As the music ascends, a delightful trill and turn

of phrase - high B flat - twists its way back to the tonic. An
immediate modulation to C major - a repeat measure - and the
phrase broadens out in resplendent manner to G major/ minor.
Bold sounding demi- semiquavers, right hand - accompanied
by 2-note quavers, in the left. Note, how the pianist slows the
pace, when repeat measures modulate to A minor. An exten-
sive, with major-minor factions carry the phrases in various
directions. The new departure starts in D major: similar inter-
actions of melodic fragments, more key change situations. Sud-
denly, via phrase turns on B flat, we again return to the tonic.
Maestro's hands enrich his textures for the final interplay of
phrases. The second repeat is omitted.

2nd movement. Allegretto.

A key change to F minor, accompanied by slurred phrases. The
quality of the playing perfectly suits the choice of subject. It
adds feelings of mystery. Tiny advancements of phrase - sub-
ject links with sf markings on penultimate notes - gives poig-
nancy to the line. A chordal D major central section modulates
slightly - note, the telling sforzandi in the bass line, second
time round - and features a falling phrase in the reply part. It is
repeated an octave higher, then slips a semitone back to D ma-
jor, then to C major. This places us in readiness for the key of

F minor, and the return of the main Allegretto first subject. On
this occasion, it appears in syncopated fashion, to give variety
and charm to the melodic content.

3rd movement. Presto.

A versatile and exciting Finale, to an exploratory work. Maestro
Costa produces a high quality range of fun and enjoyment by
his versatile performance of this extraordinary movement. It
plays tricks on performer and audience alike, by its attitude of
going in and out of sequence with a degree of regularity. Just
like a timer clock device, the music’s style and content could
easily be associated with Papa Haydn’s great sense of humour,
The fact that it also changes key and expression at the rate of
knots, adds to the fascination. The pointillation of the staccato
playing enhances the diversity of its mechanical attributes!

Sonata No. 7 in D major Op. 10, No. 3

1st movement. Presto.

Beethoven's begins where he left off. Yet another Presto
movement, this one at the start of his final group of three

- Countess von Browne would have been flattered! The
enjoyment quotient has obvious connections - he wished to
leave a good impression on the lady! A comparison between
Beethoven and Brahms, is in order. The 3rd movement of the
German Composer’'s Symphony 4, has a similar ebullience
and fullness of theme - he might well have made compari-
sons with Beethoven's structural style of writing. Beethoven,
like Brahms, at a later date, was equally adept at composing a
whole movement, in one complete stretch - Sequeria Costa, in
fact, takes the music at a respectable and expressive pace, to
accommodate all the expressive details.

2nd movement. Largo e mesto.

An enormously expressive movement, that poses a challenge
to pianists of 'seek and you shall find?" Time and experience,

is one of Sequeira Costa’s specialities, He has his own way of
plumbing the depths, and the kind of involvement that one finds
in the building blocks and architectural edifices, at the close of
the development section, are second nature. His style of ren-
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dering is natural and precise, and he emerges, unscathed.

3rd movement. Menuetto & Trio (followed by)

4th movement. Rondo Allegro.

Dealing with the third movement, first: The ‘dolce’ section is
‘The Question’, and the second reply part provides ‘the Ans-
wer’. One can also suggest that the opening subject of the
Menuetto is a Statement, while the answering theme starts
with a fugal exposition. Based on the statement, the fugue
that emerges in the left hand - joins the right, then rings out
on a high A trill. It looks simple on the actual manuscript
replica, but the richness of the linear writing is rewarding. The
Trio section is a kind of calling card, before the repeat of the
Menuetto.

The Rondo Allegro, has its obvious connection with the preced-
ing 2-part movement. A very detailed exposition and resume
of the musical content so far;, it was to influence the styles of
both Brahms and Liszt. The 3-note phrases at the start, set in
motion an extempore examination which becomes the subject
of a detailed analyses.

Sonata No. 8 in C minor, Op. 13, ‘Pathetique’
Dedicated to Prince Carl von Lichnowsky.

1st movement. Grave (leading to) Allegro di molto e con brio.
The revolutionary tactic of moulding together two diverse sec-
tions, to form a complete whole, make this one of the life forces
in music. The themes sing out as never before, and the work
established Beethoven with both listeners and performers.
Listen to the pianist, as he pays special attention to the forte
markings at the start of the Grave section, with its stunning
chords and key modulation, followed by an interlinked cadenza
passage. It reveals a kind of musical Sprechstimme, unique in
the Annals of its Time. The main Allegro continuously increas-
es in impact and presence. It features an array of fascinating
ideas and development, with staccato notation in the rising
passages, alternating with crescendo chords, to create main
surges of excitement. Following the return to Tempo |, the
Grave section, now in G minor, is explored further, and a huge
Allegro development takes place, in which new variants, fresh
ideas and key modulations are combined together, on a much
larger scale. It brings an additional amalgamation of material
into perspective, which adds originality to the layout. A final
crescendo surge of quavers brings back the Grave statement at
the close, where it precedes the Allegro molto theme, one final
time, before rising in a series of crescendi chords to a closing
statement of fortissimo grief and stridency.

2nd movement. Adagio cantabile.

Probably, the most popular of Beethoven slow movements,
featured in the famous British film: The Seventh Veil. The
rising - falling theme is the most beautiful the composer ever
conceived, while the singing line of the first subject, with its
natural limpid sounding middle part, are linked together, then
re-introduced with added decorations in the accompaniment.
This particular performance is one of the highlights of the set
of recordings.

3rd movement. Rondo. Allegro.

The essence of this joyous movement is the remarkable bal-
anced grace and tenderness of Maestro Costa’s fluid and
graceful interpretation, with exactly the correct amount of
flowing tension, at all the appropriate moments, to enhance the
success of the performance, as a whole.
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elin benzer jestleri ile taklit ederek ikisini dahice bir araya getirir
ve boylece mizahi yoniinii gosterir. Kapanis sessiz ve belirsizdir;
sonra birden kaybolur. Ustiin bir performans.

Fa major Sonat, No. 6, Op. 10, No. 2

1. boliim. Allegro.

Bu miizikten miithis zevk almak miimkiindiir. Mutluluk ve esen-
lik duygular1 kendinize giivenmenizi salik verir. Miizik ¢ikarken
keyifli bir tril ve notalar kiimesi- yiiksek Si bemolde - ana sese
geri dondiiriir. Do majore bir modiilasyon - tekrar ol¢iisiiyle -

ve bir ctimle ile gorkemli bir sekilde Sol major / minére gider.
Sag elin oturakl otuzikilik notalarina, sol el ikiser gruplanmis
sekizlik notalarla eglik eder. Piyanistin tekrarda La minore
modiilasyon yaparken tempoyu ne kadar yavaslattigina dikkati-
nizi ¢ekerim. Major-minér gruplart ile bir biyiik gelisim yapilir
ve climleler gesitli yonlere taginir. Yeni baslangi¢c Re majordedir.
Yine melodi fragmanlari arasinda etkilesimler ve cesitli tonalite
degisimleri yer alir. Aniden, Si bemole yakinlasan ctimlelerle ana
sese doneriz. Maestronun elleri ciimlelerin son alig- veriginde
daha zengin bir doku yaratir. Ikinci tekrar alinmamugtr.

2. boliim. Allegretto.

Bagli ciimleler esliginde Fa mindre bir anahtar degisimi. Icranin
kalitesi, se¢ilen konuya mitkemmel uyar. Gizemli duygular ortaya
¢ikarir. Sondan bir 6nceki notalardaki ‘sf” isaretleri ile yavasca
gelisen tema hisli bir biitiin yaratir. Akorla biiyiiyen bir orta
bolim biraz modiilasyon yapar - ikinci kez baslarin sforzandi
ile verdigi ipucunu dinleyiniz - ve cevap kisminda agagiya dogru
disen bir ciimle. Bundan sonra bir oktav yukarida tekrar edilir,
bir yarim ton ile Re majore, sonra da Do majore varilir. Bu bizi
Fa minor anahtarina ve ilk konunun Allegretto temasina geri
doniige hazirlar. Kargimiza bu kez senkoplu bir sekilde ¢ikarak
melodik igerige cesitlilik ve ¢ekicilik katar.

3. béliim. Presto.

Deneme niteliginde bir esere yarasan kendine 6zgii ve heyecanl
bir Finale. Maestro Costa bu olaganiistii bolimde kendine has
sunumu ile kaliteli eglence ve keyif 6geleri ekliyor. Bu boliim
stirekli dalgalanmasi ve degiskenligi ile hem icraci hem de din-
leyici iizerine oyunlar oynar. Bir tempo 6lcer saat gibi, miizigin
tarzi ve icerigi kolayca Papa Haydn'in mizah anlayisina ben-
zetilebilir. Tonalite ve temalar1 da ¢ok hizli degistiriyor olmasi
cekiciligini arttirir. Stakkato tusenin, pointilizmle yumusatilmasi
mekanik 6zelliklerine renk katarak zenginlestirir.

Re major Sonat, No.7, Op. 10, No. 3

1. béliim. Presto.

Beethoven biraktig1 yerden devam eder. Uglii grubun sonuncu-
sunu baslatan yine bir Presto - Kontes von Browne’in gururunu
oksamis olmali! Kolay begenilir yazimin bariz bir nedeni var -
bayanin tizerinde iyi bir izlenim birakmak! Burada Beethoven’la
Brahms arasinda bir karsilastirma yapmak yerinde olacak.
Alman Bestecinin 4. Senfonisinin 3. béliimiiniin temast, ben-
zer bir olgunluk ve tagkinlik tagir - Beethoven’in yapisal stili

ile kargilagtirmalar yapmuis olabilir. Daha sonralar1 Beethoven,
Brahms gibi, biitiin bir boliimii bir oturusta besteliyordu. Seque-
ria Costa gercekten de tiim duygusal ayrintilar: ifade etmek igin
hatir1 sayilir bir tempo segiyor.
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2. boliim. Largo e mesto.

‘Arayan bulur’ diisturuyla piyanistlere meydan okuyan, ifade
giicii ok zorlu bir boliim. Zaman ve birikim Sequeira Costanin
ozelliklerindendir. Derinliklere inmek i¢in kendi yolunu kullanir,
gelisimin sonuna yaklasimi bir mimar ve yarattig1 yap: arasindaki
iliski gibi ona zaten tabii gelen bir seydir. Dogal ve hassas yo-
rumu ile boliimii sorunsuz bitirir.

3. boliim. Menuetto & Trio (ve hemen arkasindan)

4. boliim. Rondo Allegro.

Once 3. béliim: ‘dolce’ isaretli bélme ‘soru’ ve ikinci karsilik
kismi ise ‘yanit'tir. Menuettonun giris temasi bir beyan, fiig
seklindeki sergileme ise cevaplama olarak da goriilebilir. Bu
beyana dayanarak, sol elde baslayan fiig sag elle birlesir, sonra da
yiiksek bir La triline ¢ikar. Bu gercek el yazmasi kopya iizerinde
basit gériiniiyor, ama lineer yazimin tatmin edici bir zenginligi
var. Trio bolimi Menuettonun tekrarindan énce bir hatirlatma
niteligindedir.

Rondo Allegronun bir 6nceki 2 kisimlik béliimle yakindan ilgisi
var. Buraya kadar olan miizikal icerigi stirdiiren, olduk¢a ayrintili
bir gelisme siireci, Brahms ve Liszt'in stillerini de etkilemistir.
Triolelerle baglayan ciimleler daha sonra dogag¢lama gibi ama
ayrintili bir analiz konusu yapilir.

Do mindr Sonat, No. 8, Op. 13, ‘Pathetique’
Prens Carl von Lichnowskye adanmustir.

1. boliim. Grave (daha sonra) Allegro di molto e con brio.

Iki farkli kismin, bir devrim yaparcasina, tam bir biitiin
olusturacak sekilde bir araya getirilmesi miizikte adeta iksir
niteligindedir. O zamana dek duyulmamus bir sekilde sakiyan
temalar, Beethoven dinleyicilere ve sanatgilara kabul ettirdi.
Piyanistin, ‘Grave’nin bagindaki o sasirtic1 akorlarda, modiilas-
yonlardaki ve onunla i¢ ige olan kadanstaki forte isaretlerine nasil
dikkatli bir yaklagimi olduguna kulak veriniz. Yasadig1 devirde
benzeri olmayan bir cins miizikal Sprechstimme (konugmaya
yakin melodi) ortaya koymaktadir. Ana Allegro etkisini ve 6ne-
mini gittikge arttirir. Bityiileyici fikirler ve gelismeler, yiikselen
pasajlardaki stakkato isaretleriyle degisimli kresendo akorlar,
heyecan dalgalari yaratir. ilk tempoya déndiikten sonra simdi Sol
minoérde alinan ‘Grave’ bolimii daha detayl: olarak iglenir. Sonra
yeni fikirlerin ve modiilasyonlarin bir araya geldigi ¢ok daha
kapsamli muhtesem bir Allegro yer alir. Bu, sunulan fikirleri
kendi i¢inde daha da yogurarak orijinal bir hale getirir. Sekizlik
nota dizilerinin son bir kresendosu, Allegro molto temadan once
‘Grave’ konuyu bir kez daha giindeme getirir. Boliim bir dizi
kresendo ile fortissimo akorlarin aci ¢igliklariyla sona erer.

2. boliim. Adagio cantabile.

Beethoven'in yavas béliimleri arasinda muhtemelen en iyi
bilinen bu béliim “The Seventh Veil” adli iinlii Ingiliz filminde
kullanilmsti. Yiikselen - diisen temast, bestecinin yarattiklar:
arasinda en giizellerindendir. Birinci konunun melodisi, dogal
ve berrak orta kismu ile birlestirilir, sonra da eklenen siislemeler
esliginde tekrar tanitilir. Bu sunumun biitiin kayitlarin i¢inde en
ozellerinden biri oldugunu diisiiniiyorum.

3. boliim. Rondo. Allegro.
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Sonata No. 4 in E flat major, Op. 7
Dedicated to The Countess Babette von Keglevicz.

A new, honorary personage has entered Beethoven's field of
activity. Although this is one of his earlier sonatas, the enter-
prising composer has written a happy, slightly carefree work - |
presume for the lady to try out, on her own!

1st movement. Molto Allegro e con brio, 6/8.

As Sequeira Costa clearly demonstrates, this is a work of dar-
ing with, perhaps a hint of adventure worked into the fabric.
Pulsating chords at the start, lead smoothly to strings of qua-
vers that elaborate on the main subject. Instead of providing a
perfect close, the composer decides to continue the argument.
He considers the ensuing development - double statements
of chords on the octave, some delightful nonsense of falling
phrases, triplet figures, clarion calls in the right hand. Then

he modulates - via more octaves - to passages that imitate,
extemporize, literally carry on, regardless. The music starts
anew - C major;, in harmless fashion. New surges follow on -
cadenzas, elaborate scales, sforzando running phrases, and
the like. Our artist takes it all in his stride. By a unique system
of key changes and new inventions, Beethoven turns everything
into reverse sequence. A mirror image of what happened, first
time round. Further explorations, and we return to the begin-
ning. The coda, with some differences, is even more impressive
than the start!

2nd movement. Largo con gran espressione.

A splendid statement of solemnity in %. The superb weighted
tone - a mix of legato and staccato - that Costa applies, is
perfect. It is like one long, sad lament, the music developing
the chosen themes and connecting material on a grand basis -
complete with two outbursts of fortissimo chords, that suggest
a fatalistic attitude to life, itself. We hear tiny, muted phrase
turns in a succession of high E flats, which quietly endeavour
to create feelings of withdrawn sadness, as if someone has
passed on who should be remembered, but the tread of exist-
ence continues its weary way. Suddenly, it assumes more regal
proportions, attempting to break the restrictions that hold it in
check; hints of chivalry mixing with the arrogance. In creating
this, it then begins to soften, the quietness in the closing stages
portraying mixed feelings and mild regrets.

3rd movement. Allegro.

All sweetness and light, with some verification needed in the
answering phrases. A minor central section is all ‘Sturm

und Drang’, a quickening response to the sad feelings of the
previous movement. Beethoven doubles his 3-note phrases in
places, to emphasize the mild turbulence at the height of the
controversy. The Allegro is repeated.

4th movement. Rondo. Poco allegretto e grazioso.

An example of natural beauty and charm, with rising Schuber-
tian-type phrases decorating the stream of melody. Listen to
the delicate traces of accompaniment, perfectly complement-
ing the 2/4 phrases. A stormy connecting outburst (repeated)
disturbs the concentration - the composer places it in context
as if to warn us that ‘life is not all dreams and desires’ - but
the main subject returns, the left hand very slightly over-
emphasized, with delightful bass punctuations and answer-
ing figures, colouring the melody, at the same time. The end
features a surprise modulation before the coda, then slips back
into the tonic at the close.
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Two Opus 14 Sonatas

One is sometimes liable to muddle dedicatees, due to a sim-
ilarity in names, but the two Opus 14 Sonatas are dedicated
to Baroness Josefine von Braun. Whether or not Beethoven
is - to a certain extent, governed by their characters is not
the subject of my dissertation, but there is a certain hesi-
tant charm in the opening movement of the E major.

Sonata No. 9 in E major, Op. 14, No. 1

1st movement. Allegro.

The opening theme, and its variants are closely knit
together. They possess a kindly demeanour, and Maestro
adopts a casual examination of their salient parts, as if
Beethoven was intent on making a kindly gift to the Baron-
ess, and watching her reaction rather closely. The unforced
Allegro, pivots between 3-quaver chord accompaniments,
in the left hand, and alternating 8-note arpeggio phrases

- semiquavers, then quavers - between both hands. Next,
rising and falling figures carry on the argument, and the
relating second subject not only extends, but varies the text
with slurred lines of octaves, that bring minor tensions into
relief.

2nd movement. Allegretto, followed by the

3rd movement. Allegro comodo.

Notice how the leading note remains the same, the second
movement in the minor mode, the last back to the major.
The second, also features a Maggiore middle section in C
major, which adds its own fascination in the form of a re-
sume, and a connection back to the repeat of the Allegretto
first subject. A brief Coda is written in to follow the Da Capo.

3rd movement. Allegro comodo

| feel a sense of the ecclesiastic, in the style of writing of
the 3rd movement, but this may be deliberate, to offset
downward, then upward phrases of 16ths, which | find is a
departure from the simplistic start of the movement. The
main change of character is the middle part, where sfor-
zandi are added to leading notes, to enhance the character
swirls of 16ths and 4 x 3 quaver groups, which dictate the
development. | have always liked the passage towards the
close of the movement, where right and left hands indulge
in syncopation.

Sonata No. 10 in G major, Op. 14, No. 2

1st movement. Allegro.

There is something intensely pleasing about the 2/4 playful
style of the legato main theme, in both major and minor
guises, where changes of scene occur in the modulation.
The crescendo left hand, at the close of the first subject, is
superbly played, and | am just as much aware of tempo and
expression requirements, generally, in these two sonatas.
Other performances are rushed, or too loud, in compari-
son. The writing, is a step up, compared to its predecessor.

2nd movement, Andante

3rd movement. Scherzo assai.

| always think of a goose step, in slow tempo, for the start
of this movement: The sforzando accents in the eighth bar,
and staccato indications, in the bar following, bear an unex-
pected relationship with events, a century and a half later!
Beethoven's version is certainly more ear catching - but,
from the sempre legato onwards, to the syncopated writ-
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Bu negeli boliimiin 6ziinde yatan, Maestro Costanin zarif ve akict
stilinin yarattig1 dengeli duyarlilik ve icranin bagarisini biitiiniiyle
arttirmak igin sadece gerekli oldugunda hissettirdigi asir1 olma-
yan gerilimdir.

Mi bemol major Sonat, No. 4, Op. 7
Kontes Babette von Keglevicze adanmustir.

Beethoven'n hayatina giren yeni bir soylu kisiden bahsediyoruz.
Bu erken sonatlarindan biri olmasina ragmen, kurnaz bestecimiz,
hanimefendinin kendi basina yetenegini sinamasi icin neseli ve
tasasiz bir eser yaratmisa benziyor!

1. béliim. Molto Allegro e con brio, 6/8.

Sequeira Costanin agik¢a ortaya koydugu gibi, bu cesaret isteyen,
belki dokusuna bir miktar macera islemis olan bir eserdir. Bastaki
kalp atig1 gibi akorlar, ana temayi gelistiren akici sekizlik notalar
dizisiyle sonuglanir. Bunu oldugu gibi bitirmek yerine besteci
konuyu islemeye devam eder. Daha sonra gelisimi dikkate alir -
oktavda akorlarin gifter sesleri, diisen eglenceli ifadeler, trioleler,
sag elde borazan sesleri gibi... Sonra modiilasyon yapar - daha
fazla oktav kullanarak - dogaglama niteliginde, taklit pasajlarla
devam edip gider. Sonra miizik Do majorde masum bir gekilde
yeniden baglar. Kadanslar, karisik sforzando dizinleri yeni dal-
galar olusturur. Sanat¢imiz her seyi gerektigi gibi seslendiriyor.
Kendine has tonalite degisiklikleri ve yeni birtakim buluslarla
Beethoven her seyi ters bir diziye dondiiriir. ilk konunun
aynadaki gortntiisi. Diger fikirler denenir ve baglangica doneriz.
Koda, gosterdigi farkliliklarla baslangicin kendisinden daha bile
etkileyicidir!

2. bdliim. Largo con gran espressione.

% zamanda agir ve gorkemli bir konu. Costanin kullandig:
legato ve stakkato karisimi olan agirlikli tuse mitkemmeldir.
Hiiztinlii uzun bir agit gibi, miizik - secilen temalar: ve baglanti
malzemelerini gii¢lii bir sekilde gelistirerek, iki kez de fortissimo
akorlar1 birdenbire ortaya ¢ikararak - hayatin kendisine dogru
kaderci bir bakigini sergiler. Yitksek Mi bemol notalarla kiigiik,
belirsiz deyimler duyariz, sanki kaybettigimiz ve hatirlamamiz
gereken birisine ragmen hayat tekdiize akisi ile devam ediyormus
gibi. Bir anda centilmenlik ve gururla karisik, onu bir arada
tutan kurallar1 ytkmaya ¢alisarak, daha majestik bir havaya girer.
Bu siiregte yumusamaya baglar, kapanis agamasindaki sessizlik,
karigik duygular ve biraz da pigmanlik igerir.

3. boliim. Allegro.

Seker ve 1g1ktan yapilmistir, ama cevap mahiyetindeki ifadeler
i¢in dikkat gerekir. Minér orta béliim tamamen ‘Sturm und
Drangdir (Firtina ve Cosku). Bir 6nceki béliimiin hiiziinli
duygularina giderek bir yanittir. Beethoven bazi yerlerde ii¢
notalik gruplari ¢ift calar ve boylece uzlasmazhigin dorugundaki
calkantiy1 vurgular. Allegro tekrarlanir.

4. boliim. Rondo. Poco allegretto e grazioso

Dogal giizelligi ve cazibesi ile Schubert-vari yiikselen climlelerin
melodi akisini siisledigi bir 6rnek. 2/4 ciimleleri mitkemmel
tamamlayan esligin zarif izlerini dinleyin. Tekrar edilen firtinah
bir patlama dikkatimizi bozar - besteci bununla ‘hayatin bastan
sona hayal ve arzular olmadiginr’ gostermek igin bizi uyaran

bir ortam yaratir. Ana konu, sol elin hafif vurgulu ve zevkli bas
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notalar1 ve cevap figiirleri ile melodiyi renklendirerek geri doner.
Koda 6ncesi siirpriz bir modiilasyonun ardindan kapanigta ana
sese doneriz.

iki Opus 14 Sonat

Bazen isim benzerligi yiiziinden eserlerin kime adandiginda
yanlighiklar yapilabilir ama iki Opus 14 Sonat, Barones Josefine
von Brauna adanmigtir. Beethoven'in eserlerini ne 6lgiide ithaf
ettigi kisilerin karakterlerine bagl olarak besteledigine su anda
bakmayacagiz ama, Mi majoriin giris boliimiinde belirgin bir
duruluk ve cazibe gozlenir.

Mi major Sonat, No. 9, Op. 14, No. 1

1. boliim. Allegro.

Aqilis temas: ve digerleri birbirlerine ¢ok yakindir. Nazik bir tavir
tagirlar. Maestro bunlarin goze ¢arpan yerlerini soyle bir gézden
gecirir - sanki Beethoven, Baronese kiigiik bir hediye verip tep-
kisini yakindan izliyormus gibi. Dogal bir Allegro, sol elde ii¢ ses-
li sekizlik akorlarla eglik edilen ve iki elin degisimli ¢caldig1, 6nce
onaltilik sonra da sekizlik notalardan olugan, 8-notalik arpejlerle
baslar. Sonra yiikselip agag1 inen figiirler tartigmayu stirdiriir.
Ikinci konu ortaya ¢ikan kiigiik gerginlikleri rahatlattig1 gibi bagl
oktavlarla temayi genisletip ¢esitlendirir.

2. boliim. Allegretto, takiben

3. boliim. Allegro comodo

Dizinin yedinci derecesinin karar notasinin nasil ayni kaldigina
dikkatinizi ¢ekerim; ikinci bolimde min6r son béliimde

ise tekrar major. Ikinci boliim ayni zamanda Do majriin
ortalarindaki bir Maggiore kismiyla da bir 6zet niteligiyle ceki-
cidir. Bu, daha sonra ilk konunun Allegrettosuna baglanir. Da
Capodan sonra seslendirmek tizere kiigiik bir Koda da yer alir.

3. boliim. Allegro comodo.

Ben 3. boliimiin bestelenme tarzinda dini bir hava sezinliyorum,
ama bu, onaltilik notalarin boliimiin baglangicindaki basitge
yaklagimini takiben 6nce asag1 sonra yukari hareketiyle kasith
yaratilmig bir uygulama olabilir. Ana karakter degisikligi, karar
notasina dogru gelismeyi saglayan onaltilik ve 4x3 sekizlik nota
gruplarinin karigik karakterinin etkisini arttirmak amaciyla
sforzandilerin eklendigi orta bolmede yer alir. Béliimiin sonuna
dogru duyulan sag ve sol elin kargilikli senkoplarini her zaman
sevmisimdir.

Sol major Sonat, No. 10, Op. 14, No. 2

1. boliim. Allegro.

Major ve minér kaliplarla karsimiza ¢ikan ve modiilasyonda
yeni manzaralar sergileyen ana temanin 2/4 litkk sakaci havasinda
hosa giden bir sey var. Bu iki sonatin genel tempo ve anlatim
gereksinimlerinin farkinda olan birisi olarak soyleyeyim ki, ilk
konunun bitiminde kresendo yapan sol elin kullaniligt mitkem-
meldir. Dinledigim diger performanslar ya ¢ok hizli ya da ¢ok
yliksek sesle caliniyor. Bestecinin yazimu ise bir 6ncekine kiyasla
¢ok daha ileridir.

2. boliim, Andante.

3. bdliim. Scherzo assai.

Bu béliimiin baglangici bana sanki yavas ¢ekim kaz adimi gibi
gelir. Sekizinci 6l¢tideki sforzando vurgulamalar ve bir son-
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ing, development and coda, this is a different ball game! The
third movement reminds me of a pet monkey going through his
party act, under the trainer’s tutelage. This is brilliant writing,
and playing. The ‘surprise’ tactics of left hand interjections,
humming top trills - four staves before the close, have a cha-
risma of their own.

Sonata No. 12 in A flat major, Op. 26
Dedicated to Prince Carl von Lichnowsky.

1st movement. Andante con variazoni. 3/8.

This is the only one of Beethoven’'s Keyboard Sonatas that
commences with a theme and variations. The music is proud
and declamatory. The pianist, in customary fashion brings forth
the singing phrases with great feeling: there is a continuing
flow that gives satisfaction, denoting the graceful structure

of the main theme - divided between statement and answer-
ing subject, followed by a closing section that features added
pizzicati to the opening theme. We sense, already, just how the
variations will take shape. Variation 1 is already singled out for
chosen variants, alternating between each hand, while the next
one pits quavers against semiquavers, in the shape of synco-
pated octaves. By cleverly reversing the content and context

of each hand, Beethoven brings diversity and coloration to his
subject matter, accenting select notes in the process. Vari-
ation Il is a plaintive dirge in the minor, while IV stretches

the phrases upwards in descant fashion. Compare this with
Johannes Brahms, who uses the same method; then argue
who is the more original composer! Flowing 8ths and 1é6ths
phrases comprise the final Variation V, the composer ending
his survey on a perfect cadence.

2nd movement. Scherzo. Allegro molto. ¥%. La prima parta
senza repetitione.

This is music of stilted gaiety, the staccato humour in the
bass line, contain winding groups of quavers, that produce a
weird quasi humour, which | find rather infectious. The bounc-
ing quality of the writing is slowed down for the Trio section

in D flat major. Weighty octaves steady the rhythm, before the
return of the Scherzo.

3rd movement. Marcia funebre. Maestoso. Sull morte d’'un
eroe. Common time.

The hero is presumably unnamed, but this is a moving piece
of writing, with the rising/falling melody portrayed in the left
hand. A change from the minor to the major key, in the mid-
dle part, to accompanying tremolos, alters gravitas to feelings
of past triumphs. As the pitch of the music rises, massive
modulations make strong hints of tragic circumstances, which
are countered by the brief middle section, where alternate
repetitions of the same thing, suggest mockery and defiance,
instead. It all leaves one exposed in a cocoon of lost beliefs -
vis a vis Kodaly's Hary Janos, who derives from the other side
of the coin! Beethoven's hero is far more believable. In the
hands of our interpreter; par excellence, this music assumes
great dramatic powers.

4th movement. Allegro.

Delicate series of revolving traceries, suggest that what has
occurred previously, is now brushed away, though certain
doubts arise when A flat major changes to C minor for the
second subject. It has been a bad dream, rather, because pow-
ers of persuasion persuade us otherwise. After brief conten-
sions have had their say, Beethoven's favourite sforzandi and
crescendo 16ths, propel the music back to the major tonic. The
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close is a miasma of heartfelt rejoicing, that all is well, after
all.

The two Sonatas Op. 27: Sonata quasi una Fantasia

Sonata No. 13 in E flat major, Op. 27, No. 1
Dedicated to Princess Josepha Sofia von Liechtenstein.

1st movement. Andante.

Calmness, personified. The performance of the main theme,
would hardly ripple the surface of a mill pond - the falling,
rising theme, supported by gentle l6ths in the left hand. In the
reply figure, the theme ascends - its timbre identical - falling
back into the tonic. The resume, has groups of four notes for
each of the eight phrases, Beethoven wishing to colorize and
experiment with the notation, to qualify his new title ‘quasi una
Fantasia’. E major chords, played twice in succession, contain
falling and rising sequences. An Allegro section follows directly
- series of semiquavers in 6/8 metre, sent through their paces
with brilliant aplomb. Second time round, sforzandi add spice
to the rhythm. The whole effect shows how daring and versatile
the composer has suddenly become. Instead of staying firmly
in the middle register in his approach to the coda, he rises to
high E flat, decreasing the music’s volume, and adding a sim-
ple pianissimo chord, to close. Notice how the pianist slightly
quickens the tempi in select places, to make the repetitions
more flexible.

2nd movement. Allegro molto vivace.

The % time signature causes the phrases to twist in and out,

in playful style. Each measure - 3 crotchets per bar - has a
hurdy-gurdy effect. One has to perform them in a dead pan
way, to convey the desired sound, Beethoven intentionally
‘spoiling” the effect by making the closing phrases, forte stac-
cato. It resembles the entertainer ‘Teaching the Bear to Dance,’
to musical accompaniment, with the repeats in place, to make
sure the public gets its money’s worth! The subject that follows,
rising to G -A flat on the phrase turn, quickly modulates for
added interest, but the whole movement has a desired theatri-
cal effect on the listener, which cannot but help, entertain! At
the close, the composer ‘hammers’ out his message firmly in
sforzando-fortissimo notes and octaves.

3rd movement. Adagio con espressione.

The complete movement is one huge cantilena of admiration,
which hints at flattery and desire, Beethoven at his wonderful
‘best” in female company. The rising-falling stanzas, contain
an ardency that he dare not fulfil in words, but he never fails

to please, in expressive, musical terms. The turning, rising
sequence of themes, with added trills, is couched as one con-
tinuous, unbroken utterance, central rising octaves pushing the
message finally home - the connecting elaborate cadenza pas-
sage, in place, awaiting the vibrant versatility of the final part...

4th movement. Allegro vivace. 2/4

A truly glorious piece of writing, fully expressive in every way.
The composer exploring every particle of his subject matter,
then spinning out every thematic variant to his heart’s desire.
Listen to the fashioned lilts of rhythm and harmony, at their
most inventive and suggestive - the introductive phrases can
be construed as an invitation to the dance. The texts are as
varied as they sound, but creation always remains the result
of sheer inspiration. | suggest that the themes were already
in place, as Beethoven strolled around, in contended manner,
surveying the scene, but there are constant examples of folk
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raki 6l¢tideki stakkato isaretlerinin yaziligindan yizelli sene
sonra meydana gelecek olaylarla beklenmedik bir bag: vardir!
Beethoven'in miizigi kesinlikle daha gekicidir - ‘sempre legatodan
itibaren, senkoplu yazima, gelismeye ve giderek Koda’ya - bu
bambagka birgeydir! Uciincii béliim bana sahibiyle bir partide
numaralar yapan bir maymunu hatirlatiyor. Bu mitkemmel bir
yazim ve icra. Sondan dért dizek once sol elin ‘stirpriz’ girigleri
ve ¢aldig1 ugultulu yiiksek trillerin kendilerine has bir ¢ekiciligi
var.

La bemol major Sonat, No 12, Op. 26
Prens Carl von Lichnowskye adanmigtr.

1. boliim. Andante con variazoni. 3/8.

Bu, Beethoven'in Piyano Sonatlari arasinda tema ve
cesitlemelerle baglayan tek eseridir. Miizik gururlu ve coskuludur.
Piyanist her zamanki gibi melodik ctimleleri duygulu bir sekilde
one cikariyor. Insan1 memnun eden ve ana temanin zarif yapisini
gosteren stirekli bir akis vardir. Bunu 6nce soru cevap seklinde
olan ardindan baslangigtaki temaya pizzicati havasi ekleyen

bir son bolme izler. Daha bagindan cesitlemelerin ne sekilde
olacag1 hakkinda bir fikrimiz vardir. Cesitleme I, beklenildigi
sonraki II. Cesitleme ise senkoplu oktavlar kullanarak sekizlik

ve onaltilik notalar1 kars: kargiya getirir. Her elin yaptigini ter-
sine gevirerek, hem de se¢me notalar1 vurgulayarak Beethoven
temaya renk ve cesitlilik getirir. Cesitleme III, minérde htiztinli
bir agit, IV ise ctimleleri yukar1 dogru uzatan formda bir ezgidir.
Bunu, ayn1 yontemi kullanan Johannes Brahms ile karsilastirin,
hangisinin daha orijinal besteci olduguna siz karar verin! Akic
sekizlik ve onaltilik ifadelerden