
score. Both the BBC Symphony Orchestra and BBC Symphony Chorus, prepared
by the incomparable chorus master Stephen Bryant, are in top form. Sarah
Connolly gives a ravishing and deeply moving performance as the Guardian
Angel, and bass David Soar excels as both the Angel of the Agony and as the Priest
whoministers to the dying Gerontius. Tenor Stuart Skelton gives an extraordinary
performance as Gerontius that is at once deeply introspective and achingly
vulnerable. Perhaps Davis’s most daring interpretive decision is the sustained and
unusually broad tempo at which he takes the concluding section, known as the
‘Angel’s Farewell’. In lesser hands, and with a lesser singer, the music might well
have fallen to pieces at this tempo, but the line of Elgar’s music is sustained
perfectly by both Davis and Connolly until its rapturous conclusion. One cannot
help to think that Elgar would have been pleased with this performance of his
choral masterpiece.

Byron Adams
University of California, Riverside

byron.adams@ucr.edu

doi:10.1017/S1479409817000453
First published online 12 December 2016

Richard Wagner

Complete Piano Music
Pier Paolo Vincenzi pf

Brilliant Classics 94450, 2013 (2 CDs: 146 minutes), $12

Wagner without Words
Llŷr Williams pf

Signum Classics 388, 2014 (2 CDs: 142 minutes), $26

Fewmusic lovers are likely to be familiar withWagner’s pianomusic. My first and
only contact up to this point occurred some 40 years ago, when I listened to a
two-record set by the German pianist Martin Galling (b. 1935), released in
1963 on the budget label Turnabout.1 I did not feel compelled in any way to renew
the experience in the near future, if ever. Despite having been a passionate
Wagnerian since my teenage years, I am very likely to wait at least another
40 years, if at all possible, before renewing the experience of listening to his piano
music, especially in such a massive and concentrated dose as was required for the
present purposes.

Except for one in 1840, Wagner composed all of his short works for piano
between 1853 and 1875. Theymay please some listeners, despite their very limited

1 Richard Wagner, Piano Music, Martin Galling pf, Turnabout TV-S 34654/55 (1963).
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and unoriginal keyboardwriting. However, the bulk ofWagner’s piano output (in
terms of number of pages) was produced in 1831 and 1832, when the composer
was at most 19 years old. It consists of two overly long sonatas (totalling 32
and 27 minutes, respectively) and a fantasia (lasting 29 minutes). There seems
to be an unwritten law in the fields of art and music by which a canonical
master can do no wrong, leading devotees to look for some (any!) redeeming
value in a work bearing the creator’s prestigious signature. But despite Wagner’s
hand, these works are of very slim interest; written six years before the composi-
tion of Rienzi, they sound amateurish. Fortunately, Wagner was gifted with
other talents, and his immense genius would later give life to many operatic
masterpieces.

Nevertheless, neither recording under consideration in this review should
escape the attention of Wagnerians. The earliest one, released in 2013 by Brilliant
Classics, features the Italian pianist Pier Paolo Vincenzi (b. 1980), who teaches
piano in municipal schools in Orvieto and Scandicci and chamber music at the
Accademia Musicale (Florence). For Brilliant Classics, he recorded the variations
on Diabelli’s waltz by all 51 composers (released in 2015), and, for Meridian, he
has begun a series devoted to recording all of Weber’s sonatas. He is joined for a
four-hand piece by Federica Ferrato (b. 1979), who, in addition to performing and
teaching, has published on piano-related topics. The second release features the
Welsh pianist Llŷr Williams (b. 1976), who, in his ‘Artist’s Note’, tells us that he
discoveredWagner at age ten, when he received Georg Solti’s Ring as a Christmas
present (just like me, but I was 16). In addition to liner notes by Daniel Jaffé, the
CD booklet reproduces an appraisal by Sir Curtis Price (then Principal of the Royal
Academy of Music), who recalls that Williams, when auditioning for the répétiteur
course, claimed to be able to reproduce any part of the Ring at the piano. Price
suggested the beginning of the second act of Siegfried, andWilliams played themusic
and sang the vocal parts frommemory. He is now one of the regular accompanists at
the BBC Cardiff Singer of the World Competition. For Signum, he previously
recorded two disks that include Mussorgsky’s Pictures at an Exhibition and excerpts
from the second year of Liszt’s Années de pèlerinage, among others works.

Vincenzi’s set is a complete traversal of Wagner’s extant works for the piano,
going even beyond the contents of vol. 19 of the Sämtliche Werke published
by Schott, also available in a practical edition (without critical report).2 The
additional pieces, likely to be included in the still unpublished twenty-first
volume (consisting of supplements), are (1) the version for piano solo (WWV 23a)
of a Polonaise in D major for four hands;3 (2) an alternative version for the third
movement of the Grosse Sonate in A major (WWV 26), which includes a fugue
(39 bars) inserted between the Maestoso and the Allegro molto;4 (3) a 19-bar
Notenbrief für Mathilde Wesendonck from the annotations to Tristan und Isolde;5 (4) a

2 RichardWagner, Klavierwerke zu zwei und vier Händen: Gesamtausgabe (Mainz: Schott,
1981).

3 The autograph of the solo version of the Polonaise (but not its trio), plus an edition of
the entire piece, can be found in R.S. Furness and Arthur D. Walker, ‘AWagner Polonaise’,
The Musical Times 114/1559 (1973): 26–7.

4 The fugue (not included in the practical edition) is found in the critical report of the
complete edition: Klavierwerke, ed. Carl Dahlhaus, vol. 19 of Sämtliche Werke (Mainz: Schott,
1970): 115.

5 An edition by Nina Kavtaradze of the one-page Notenbrief is available online at
www.onlinesheetmusic.com/notenbrief-fur-mathilde-wesendonck-piano-p326464.aspx.
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13-bar Elegy in A flat (1859), catalogued under WWV 93 as ‘[Thema] in As-Dur
(fälschlich Porazzi-Thema genannt)’;6 and (4) an 82-bar Schluss zum Vorspiel
from Tristan und Isolde, attached to a letter of 19 December 1859 to Mathilde
Wesendonck.7 The Notenbrief and the Elegy last less than two minutes; the Schluss
zum Vorspiel is more substantial at 4:30.

Williams’s set includes six original works by Wagner: the long Fantasy of
1832 plus five short pieces, all recorded earlier by Galling, Vincenzi and others.
Interspersed throughout the discs are six of Franz Liszt’s 15 superb operatic
transcriptions, composed between 1848 and 1882. These are now well known to
listeners thanks to several more or less complete recordings released in the past
40 years, after the stigma against arrangements as validmusical works had started
to loosen its grip.8 The major point of interest of this set is the inclusion of two
of the three Wagner transcriptions by the Canadian pianist Glenn Gould
(1932–1982), with revisions by Williams, and of the latter’s own transcription of
three scenes from Parsifal.

Gould recorded his Wagner transcriptions in 1973 on a disc entitled A Pianistic
Tour de Force: Glenn Gould Plays His Own Transcriptions of Wagner Orchestral
Showpieces.9 At the time of their release, these transcriptions were noted for their
use of overdubbing, making it possible (in ‘Siegfried’s Journey to the Rhine’ and
the Prelude to Meistersinger) to include notes that would otherwise have to be
left out. How Gould achieved his result remained a mystery until his arrangements
of both pieces (in addition to Siegfried Idyll) were published by Schott in an edition
by Carl Morey, now retired from the Faculty ofMusic at the University of Toronto.10

In his liner notes, Williams writes that he has ‘taken the liberty of re-allocating
some of the material between the two pianos in order to give an even more
faithful account of what is going on’. He also interpolates the final section of the
passionate duo between Siegfried and Brünnhilde that leads into the former’s
Rhine journey.

This review is a good opportunity to show exactly howGould’s transcription of
the excerpt from Götterdämmerung and Williams’s insertion are laid out with

6 For a facsimile of the manuscript, with full details on its composition, see Jean
Matter, ‘Une page inconnue de Richard Wagner’, Revue musicale suisse 116/1 (1976): 25–6.
The piece was included in Luchino Visconti’s film Ludwig (1973), performed on the piano by
the conductor Franco Mannino, then played by the orchestra in the latter’s transcription.

7 A facsimile was printed in Richard Wagner an Mathilde Wesendonk [sic]: Tagebuch-
blätter und Briefe, 1853–1871 (Berlin: Alexander Duncker Verlag, 1910; first ed., 1904), at the
end of the book (with reference to letter no. 98 on pp. 201–2).

8 Liszt’s transcriptions of Wagner are included in the Neue Liszt-Ausgabe, series 2, vols
10, 11, 12, 13, 15, 23 and 24 (Editio Musica Budapest). A one-volume edition (reprinted from
vol. 3, part 1) of Liszt’s transcriptions under the editorship of Konstantin Sorokin (Moscow:
State Music Publishers, 1961) is available as Franz Liszt, Complete Piano Transcriptions from
Wagner’s Operas, ed. Charles Suttoni (New York: Dover Publications, in association with the
American Liszt Society, 1981).

9 Columbia Masterworks M32351 (1973), reissued on CD in The Glenn Gould Legacy,
vol. 3, CBS Records M3K42107 (1986).

10 The three scores are available as part of the Virtuoso Piano Transcription Series from
Schott: Siegfried-Idyll (WWV 103) in einer Klaviertranskription von Glenn Gould (no. 5, 2003; ED
9546), Die Meistersinger von Nürnberg (Vorspiel) in einer Klaviertranskription zu zwei Händen
oder für zwei Klaviere zu vier Händen von Glenn Gould (no. 6, 2003; ED 9547), and
Morgendämmerung und Siegfrieds Rheinfahrt (Götterdämmerung) in einer Klaviertranskription
von Glenn Gould (no. 7, 2004; ED 9548).
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respect to Wagner’s music.11 Gould’s overdubbing is found in bars 175–241
and 272–297 of his score in the form of a supplementary staff (see Table 1).
For Meistersinger the technique is used in bars 128–222 (out of a total of 223 bars):
a single staff for bars 128–259 and 205–214, and two for bars 160–202 and
215–222.

The transcription of Parsifal, which Williams was persuaded to write by
his producer Judy Sherman, consists of three attacca tracks for a total duration
of 21 minutes. (See Table 2 for a synopsis.) In all but a few passages, the music is
more or less similar to the piano part of Karl Klindworth’s vocal score, with a few
added runs and incorporation of material from the vocal parts when needed to fill
out the texture. A notable departure is the dynamic climax of the transformation
music, when Wagner reaches a C]-minor chord with an ascending scale in the
violins (at bar 1123). Here Williams provides a much fuller texture, with some
additional changes of register.

Pier Paolo Vincenzi offers very competent and clean performances on a Fazioli
F278 piano. He signs his liner notes, which could have been more complete
with more bibliographical information on the rarer works, as listed above.
He is courageous enough to make all the repeats in the already overlong
works of Wagner’s ‘immaturity’. Williams’s performances are very solid and
clear throughout, with expert voicings and delineation of parts. The Liszt
transcriptions – from Rienzi, Der fliegende Holländer (‘Spinning Chorus’),
Tannhäuser (‘Entry of the Guests’), Lohengrin (‘Elsa’s Bridal Procession’), Das
Rheingold (‘Walhall’) and Tristan und Isolde (‘Liebestod’) – are all superbly handled.
A slightly faster climax in the ‘Liebestod’ might have led to a more effective

Table 1 Gould’s and Williams’s transcriptions, as they relate to each other and to
Wagner’s Götterdämmerung.

Gould Williams Wagner

bars 1–66 Gould: bars 1–66 bars 293–357 (11 bars before
‘Tagesgrauen’ up to the end of the
‘Sonnenaufgang’)

bars 67–69 Gould: bars 67–69 bars 593–595 (three bars before
Brünnhilde’s words, ‘Oh! heilige
Götter!’)

Wagner: bars 596–614 from Brünnhilde’s words, ‘Oh! heilige
Götter!’

bars 70–332 Gould: bars 70–332 bars 615–878 (from Siegfried’s words,
‘Heil dir, Brünnhilde, prangender
Stern!’)

bars 333–347 (cadence
followed by a pedal
point on E[ supporting
the ‘Gold’ and
‘Brünnhilde’ motives)

Gould: bars 333–347

11 In Tables 1 and 2, the bar numbers of Götterdämmerung and Parsifal refer to the vocal
scores based on the complete editions published by Schott (ED 20550, 2013; ED 20545, 2012).
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rendition. Williams’s interpretations show that these (mainly) orchestral passages
fromWagner’s operas sound very well on the piano despite being so idiomatic to
the orchestra. In closing, it may be appropriate to mention a recent recording of
Wagner’s two sonatas (WWV 21 and 26) by Tobias Koch on a disk containing the
Seven Compositions on Goethe’s ‘Faust’ (WWV 15), on Classic Produktion
Osnabrück CPO 3506395, released in 2013. There may bemore interest yet in these
youthful works!

Marc-André Roberge
Laval University

marc-andre.roberge@mus.ulaval.ca

doi:10.1017/S1479409817000507
First published online 6 November 2017

Table 2 Williams’s transcription, drawn from Wagner’s Parsifal

References to Wagner’s Score Content

Transformation Music (Act 1)

bars 1–3 first three bars of the ‘Abendmahl’ motive
bars 1073–1153 transformation scene (from Gurnemanz’s words, ‘Vom

Bade kehrt der König heim’, to the Glockengeläute)
bars 1620–1624, 1633–1634 slightly shortened version of the passage showing esquires

passing quickly through the hall
bars 1635–1639 five bars at Gurnemanz’s words, ‘Was stehst du noch da?’

Parsifal and the Flower Maidens (Act 2)

[bars 427–446] free treatment of the passage showing the entrance of the
Flower Maidens ‘as though just startled out of sleep’

bars 522–734 from the Flower Maidens’ words, ‘Bist du uns hold, bleib’
nicht fern von uns!’, to ‘Nein uns! Ja uns!’

Good Friday Music (Act 3)

bars 663–755 from Gurnemanz’s words, ‘Das ist Karfreitags Zauber,
Herr’ (shortened), to his ‘[da die entsündigte Natur heut’
ihren Unschuldstag er]wirbt’

bars 788–799 orchestral music leading to Gurnemanz’s words, ‘Mittag:
die Stund’ ist da’ (during which Parsifal kisses Kundry’s
forehead), followed by an extension of the Glockengeläute
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