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LISZT
PPiiaannoo  SSoonnaattaa  iinn  BB  MMiinnoorr   [29:46]
1 Lento assai – Allegro energico (12:05)
2 Andante sostenuto (7:04)
3 Allegro energico (10:37)

4 WWaallddeessrraauusscchheenn  ffrroomm  ZZwweeii   KKoonnzzeerr tteettüüddeenn (4:12)

VERDI-LISZT
5 CCoonncceerr tt   PPaarraapphhrraassee  ooff   RRiiggoo lleett ttoo (6:58)

LISZT
6 VVaall llééee   dd ’’OObbeerrmmaannnn  ffrroomm  AAnnnnééeess  ddee  PPèèlleerriinnaaggee  (12:35)

((PPrreemmiièèrree  AAnnnnééee  –– SSuuiissssee ,,   NNoo..   66))

WAGNER-LISZT
7 EEllssaa ’’ss   BBrr iiddaall   PPrroocceessssiioonn  ffrroomm  LLoohheennggrr iinn (8:07)
8 IIssoollddee’’ss  LLiieebbeessttoodd  ffrroomm  TTrr iiss ttaann  uunndd  IIssoo llddee (6:40)

LISZT
9 LL iieebbeessttrraauumm  NNoo..   33  iinn  AA--FFllaatt   MMaa jjoorr (4:35)

TTOOTTAALL PPLLAAYYIINNGG TT IIMMEE::   7722::5566

FRANZ LISZT Andrew von Oeyen, piano



S
keptics of Franz Liszt (1811–1886) need not look far beyond his well-known show-
pieces to find that he was not only one of the finest composers of his day, but also,
arguably, Europe’s most influential and far-reaching musical visionary. A closer look

at his output, as well as his life and times, reveals that this charismatic Hungarian — who,
indeed, drove swooning ladies into fits of hysteria at his piano recitals — helped estab-
lish the essentials of romantic musical expression while laying the foundations for musi-
cal trends and movements to come. A true musical omnivore, he absorbed and honored
all of the musical movements and traditions that surrounded him. His father had known
Haydn, Mozart and Beethoven; and the young Liszt himself met Beethoven and Schubert
in Vienna, besides studying composition with Schubert’s teacher, Salieri. During his years
as a touring virtuoso, he often played the works of Beethoven, Weber and Hummel — oc-
casionally even those of Bach, Handel and Scarlatti. His many piano transcriptions served
to demonstrate his unparalleled keyboard facility as well as to promote and support the
composers whose music he transformed (witness his piano treatment of Hector Berlioz’s
Symphonie Fantastique, written at a time when the French master was languishing in fi-
nancial distress and obscurity). In fact, Liszt was probably Europe’s most generous mu-
sical philanthropist, tapping his own considerable fortune to support countless varied
causes and staging benefit concerts throughout his life.

Given Liszt’s forward-looking approach, it probably came as no surprise when Jo-
hannes Brahms launched the explosive, but ultimately silly feud that had most of musi-
cal Europe quarreling for decades to come. On one side were Europe’s progressive
musical forces, led by Liszt and Wagner; on the other — with Brahms at its heart — was
the old guard, whose members still had not found their way out from under Beethoven’s
shadow. This “war of the romantics” was a battle for the future of Germanic music —
and, even now, there are those who take sides.

But romanticism — in both literature and music — had swept across Europe and
was now the prevailing artistic movement; its more unpredictable and intuitive qualities
had to be reckoned with. Many of romanticism’s impulsive musical utterances could no
longer be neatly packaged within the confines of the long-sacred sonata-allegro form of
classicism’s golden age. Thus Liszt — as one of the leaders of the “New Germanic
School” — pioneered the technique of thematic transformation: essentially a system of
unrestricted variation that allowed a repetitive motif to unfold and develop naturally and
spontaneously. This — along with his radically new chromatic approach to harmony —
is one of the major innovations that made the later operas of Wagner possible, especially
his system of operatic “Leitmotifs,” as we call the signature tunes assigned to each major
character, object or theme (an influence to which Wagner later admitted though privately).

Incidentally, the connection to Wagner goes much deeper than that: Liszt —
only two years older than Wagner — had long been one of his major benefactors and

advocates, even conducting the first performance of Lohengrin at the Weimar court in
1850. He later became his father-in-law when his daughter Cosima left her husband
(the pianist and conductor Hans von Bülow) to eventually marry Wagner. As will be seen
in discussions below, his Wagner transcriptions demonstrate exceptional fidelity to the
original music.

Fittingly, Wagner praised the music of Liszt in the highest terms, calling his Piano Sonata
in B Minor “beyond all conception beautiful: great, lovely, deep and noble — sublime, as
you are.” A masterwork of unbridled passion and spectacular keyboard bravura, it is not
only one of the salient examples of his thematic transformation method — but, ironically,
also one of the few works in which the composer tips his hat to the old sonata form that
he sought to replace. Among his thousand-plus piano compositions, it remains the only
one written in strict sonata form. Although seemingly a free-flowing, spontaneous fanta-
sia, it is in fact very tightly organized around the materials heard in the opening passages.
It was written in 1854, after his mistress had persuaded him to give up concertizing in
favor of composition.

Single movement or not, the piece has all the characteristics of a conventional
sonata. Liszt drew three prominent themes from the opening bars, all of which are re-
visited as the music progresses. The work can be heard either as a single extended
movement, built according to classical sonata form (exposition-development-
recapitulation-coda), or as sections that correspond to that of the classical sonata’s (or
symphony’s) usual “opening movement-slow movement-scherzo-finale” format. At the
same time, the music’s free-flowing, almost improvisatory nature exemplifies Liszt’s new
art of thematic transformation.

The version of Vallée d’Obermann heard here is Liszt’s second work by that title, based
on a piece from his early collection, Album d’un Voyageur. The better known of the two
versions, it comprises the longest section of Suisse (Switzerland): the first of the three
volumes of Liszt’s great piano cycle, Années de pèlerinage (Years of pilgrimage). Suisse
is a catalog of musical souvenirs from the four years Liszt had spent living with Count-
ess Marie d’Agoult — the first of his many noble mistresses and mother of Cosima —
in Switzerland and Italy. Some of the most melancholic music Liszt ever penned, it
evokes the bleak state of mind of Obermann, the protagonist from a popular novel by
French author Étienne Pivert de Senancour. The semi-autobiographical story traces
Obermann’s crushing loneliness and desolation after the death of his wife and the loss
of his fortune, driving him into solitary self-exile in a remote Swiss alpine valley. Revised
and published in the 1859s, the three-section piece covers a wrenching gamut of mu-
sical grief and desolation, with the only respite coming in the final section, when a quiet
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ray of hopeful sunshine emerges and soon transforms into a blazing paean of triumph
over adversity.

“Waldesrauschen” (Forest murmurs), more formally known as the Concert Etude No.
1 in D-flat, is considered a prime example of Liszt’s many proto-compositions that pre-
saged musical movements to come, in this case, French impressionism. Perhaps Liszt
had absorbed some of the vivid tone-painting of Schubert, with his magical art-song
accompaniments. This atmospheric music evokes the sights, sounds and mysteries of
a living forest: the dappling of sunshine through overhanging tree-canopies, the rustling
of breeze-blown branches and, as the piece intensifies, a brief, but violent storm. The
forest murmurs are heard in a triplet-laced haze of notes that persist, moving from one
hand to the other through most of the piece. A soothing melody — encompassing a va-
riety of keys — combines with it to produce a gentle drifting sensation. Before long, the
sense of calm gives way to passionate outbursts that soon dissolve back into the
serene opening aura.

Liszt’s hundreds of transcriptions are hardly limited to the world of opera. He was com-
pelled to transform beautiful melodies, no matter where he found them — like in the best
art-songs, or Lieder, as exemplified by his many striking Schubert song transcriptions. So,
why not recast his own songs, too? While they remain unjustly neglected, three of them
are the basis for his Liebesträume (dreams of love). The third of the set, Liebestraum
No. 3, one of Liszt’s most universally beloved piano miniatures, treats “O Lieb, so lang
du lieben kannst” (Oh love, for as long as you can love), setting a text by poet Ferdinand
Freilingrath. Liszt departs from the original song’s vocal lines long enough to add pianis-
tic flights of fantasy here and there. The main theme — stated in pulsating repeated notes
— unfolds in sweetly arching six-bar phrases. After the piece’s first brief episode of vir-
tuosic indulgence, the melody modulates from its home key of A-flat to B major, mark-
ing a gradual buildup of intensity and passion. Finally the theme — now lightly
embellished — returns to end the piece in its original dreamy mood.

With opera a cultural craze throughout his lifetime, Liszt selected popular melodies from
the genre’s great works and recast them as spectacular showpieces that only he was ca-
pable of playing. But, as mentioned above, these transcriptions were more than mere
displays of virtuosic fireworks; they were also intended to honor and popularize the com-
posers from whom he borrowed. It was this more altruistic aspect that sometimes in-
spired him to leave the original music mostly or even completely unaltered — and with
no flashy virtuosic tricks thrown in. Mr. von Oeyen brings us glowing examples of both
kinds of transcriptions in this program.

The Wagner transcriptions offered here are examples of the more serious, less-showy
kind. But then, they both depict operatic scenes of a serious nature — and there was

also Liszt’s close personal relationship with Wagner to account for. Elsa’s Bridal Pro-
cession is one of three Liszt transcriptions from Wagner’s fairly early opera Lohengrin, a
work that he knew well, having conducted it. The music — from the opera’s second act
— was written to accompany heroine Elsa’s procession to the cathedral where she was
to be married to the title hero. Liszt saw to it that hardly a note from the original score was
left out. Containing several distinct themes, the piece begins in a rather tentative man-
ner — with soft chords that outline the main Wagnerian harmonies, perhaps reflecting
the bride’s shy uncertainty. With its smooth interplay of motifs and soft syncopations, it
gradually gains in noble strength and stately confidence as the procession continues,
while never losing its sense of radiant calm.

Isolde’s Liebestod (Isolde’s love-death) takes us into far more potent emotional terri-
tory. Taken from the final scene of Wagner’s masterpiece Tristan und Isolde, it depicts
heroine Isolde’s keening lament over the body of her lover Tristan, who had passed away
just as they were reunited. Liszt left out much of the vocal part: Isolde’s aria, “Mild und
leise wie er lächelt” (How softly and gently he smiles)., along with some of the instru-
mental notes. But the same practice prevails in orchestral performances of the piece,
too. Whether in its orchestral or keyboard version, this “accompaniment” stands beauti-
fully on its own. Some of the most ardent and ecstatic music ever written, the Liebestod
reflects Isolde’s understanding that she is about to join her beloved in death. It forms a
magnificent musical arch, surging gradually from soft beginnings to a powerful climax as
the ultra-passionate love-motif peals forth, before sinking back down to an ethereally
quiet close as Isolde succumbs to her grief and falls lifeless upon Tristan’s body. Many
musicologists have commented on the depth of Liszt’s personal attachment to this music,
citing the fact that the final word Liszt uttered on his deathbed was “Tristan.”

One of three Verdi paraphrases written for pianist Hans von Bülow in 1859, Liszt’s
Rigoletto: Concert Paraphrase offers music of a lighter, more casual nature. But it
still packs a positive emotional punch, despite the ultimately tragic tale of the Verdi
opera upon which it is based. The themes are taken from the vocal quartet (“Bella
figlia dell’amore”) in the opera’s final act, in which the title character and his daughter
Gilda (who is hopelessly infatuated with the philandering Duke of Mantua) spy on the
faithless Duke as he pursues another woman. Liszt works his transformational magic
with these themes, framing them with an introduction and a coda while emphasizing
not only the music’s dramatic and emotional effect, but Verdi’s marvelous sense of
melodic invention as well.

Lindsay Koob
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Andrew von Oeyen has already established himself as one of the most cap-
tivating pianists of his generation. Since his debut at age 16 with the Los An-
geles Philharmonic and Esa-Pekka Salonen, Mr. von Oeyen has performed
to critical acclaim in recital and orchestral appearances around the world.

Commanding an extensive and diverse repertoire, Mr. von Oeyen has per-
formed the major concertos of the piano repertoire—Barber, Bartok, Beethoven,
Brahms, Chopin, Liszt, Gershwin, Grieg, Mozart, Rachmaninoff, Ravel, Schu-
mann, Tchaikovsky—with such ensembles as the Philadelphia Orchestra, Los
Angeles Philharmonic, San Francisco Symphony, National Symphony, Cincin-
nati Symphony, Detroit Symphony, Saint Louis Symphony, Seattle Symphony,
Atlanta Symphony, Berlin Symphony, Singapore Symphony, Ravinia Festival
Orchestra, Utah Symphony, the Rochester Philharmonic, Slovenian Philhar-
monic and Slovak Philharmonic.  As both soloist and conductor he has led con-
certi and orchestral works by Haydn, Mozart, Beethoven, Ravel and Kurt Weill
at Spoleto Festival USA.  On July 4, 2009, von Oeyen performed at the U.S.
Capitol with the National Symphony in “A Capitol Fourth,” reaching millions
worldwide in the multi-award winning PBS live telecast.

Mr. von Oeyen has appeared in recital at Wigmore Hall, the Barbican Centre
in London, Lincoln Center in New York, the Kennedy Center in Washington,
Zürich’s Tonhalle, Tchaikovsky Hall in Moscow, Grand Philharmonic Hall in St.
Petersburg, Dublin’s National Concert Hall, Jordan Hall in Boston, Royce Hall
in Los Angeles, the Herbst Theater in San Francisco; in Toronto, Santa Fe,

Bologna, Bucharest, Hanoi, Macao and in every major concert hall of Japan
and South Korea.  Of his Kennedy Center recital debut, Tim Page of the
Washington Post wrote, “The Hayes Piano Series concluded triumphantly
Saturday afternoon with a smart, varied and altogether engrossing recital by
Andrew von Oeyen... In fact, I would go so far as to say that von Oeyen
played the finest all-around performance of Franz Liszt’s Sonata in B Minor
that I have heard in many years.”  Mr. von Oeyen has also toured in recital
with violinist Sarah Chang throughout Europe, North America and Asia and
recorded with her for EMI Classics.

In recent seasons, Mr. von Oeyen has appeared at the festivals of Aspen,
Ravinia, Saratoga, Spoleto, Mainly Mozart, Festival del Sole, Grant Park,
Grand Teton, Bellingham and Gilmore.  He won the prestigious Gilmore
Young Artist Award in 1999 and also took First Prize in the Leni Fe Bland
Foundation National Piano Competition in 2001.

Born in the U.S. in 1979, Andrew von Oeyen began his piano studies at age
5 and made his solo orchestral debut at age 10. An alumnus of Columbia
University and graduate of The Juilliard School, where his principal teachers
were Herbert Stessin and Jerome Lowenthal, he has also worked with Alfred
Brendel and Leon Fleisher.  He lives in New York and Paris.

Andrew von Oeyen’s official website: www.vonoeyen.com
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