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About Bartók 

For a pianist, Béla Bartók’s piano concertos are a central reserve of power. These works are worth the 
almost forty years that were spent wearing down the piano chair. These works are essential building 
blocks of ‘pianism’. 

To speak of Bartók, the composer (and thus this music), is an almost impossible undertaking. But 
why should I? People more qualified than me have already done it. What is the difficulty? Perhaps 
primarily because in his case, ‘great’, or ‘one of the greatest’, ‘greatest ever’,... categories all tend to 
dissipate. 

Bartók is a trademark. 

Hungaricum, if you like. A trademark that feeds on his Hungarian roots, the fixed idea of the 
brotherhood of peoples and the silence of the universe. 

To play Bartók is ultimately to realise our own smallness. This is the superabundance that enhances 
an artist's day, again and again. It is this 'biblical' vision, so to speak, that always – and ever more 
forcefully and insistently – tears the first laborious step towards excellence…out of me. 

Playing Bartók is particularly difficult. Learning from him is a goldmine. To be grateful to him is a must. 

I owe a debt of gratitude to everyone who has stood by me in this endeavour. 
László Borbély 

www.borbelylaszlo.hu



The biggest undertaking of my life 
is the recording of these three Bartók masterpieces. 

I am grateful to fate and to pianist László Borbély (we were both students of Mariann Ábrahám, a 
few decades apart) for bringing this production together with his unstinting determination and 
unparalleled virtuosity. We can't be grateful enough to the excellent Savaria Symphony Orchestra, 
who played the seemingly unplayable parts. 

Conquering Bartók's Piano Concertos is an impossible task - we took the first steps boldly. 

János Kovács 
Conductor



I was fortunate to be their teacher  

What I am trying to write down here are some thoughts on a rooted refutation of the old Latin 
saying, "Quem Dii odere, paedagogum fecere" – that is, “he whom the gods hate, they make a 
teacher.” Many have disproved this statement. I do the same. Above all, I believe that one teaches 
but also learns at the same time. One learns through behaviour, words, gestures, looks, moods, 
community, environment, etc. We could go on for days. However, art, music, cannot be taught, only 
the means of its creation (although even this is often difficult). 

There are basic qualities of character which are indispensable to the launching and development of 
an artistic career. First and foremost, an open-minded ability to marvel at the musical score. An 
instinctive intelligence, an impatience full of patience and desire to learn, an ambition to decipher 
the meaning of notes, melodies, rhythms, forms and content: how the raw material is put together 
until it becomes a work of art, what inner forces have to be mobilised in order to achieve this goal, 
and all done with a tireless willpower to work, with critical rigour, with a demandingness that is 
renewed again and again. 

The teacher plays a role in ensuring the continuity of these factors. In my decades of teaching, I 
have had the privilege of teaching a remarkable number of exceptional talents. Students with a 
wide range of abilities have taught me how to communicate my message in a variety of ways to 
achieve results.







It is a rare gift in the life of a teacher to be able to touch the spiritual development of another 
person entrusted to her care, to gain their trust and to help them through difficult moments in their 
lives. She can give something that others may lack. Not to mention the survival, decades later, of a 
human relationship which is assumed to have been and remains of significance not only for the 
teacher, but also for each other. I taught János Kovács between 1964 and 68 when I was a young 
teacher and László Borbély from 1998-2002. Music was and is the most important part of both of 
their lives. János studied composition and piano as first studies at the beginning of his course. 
Today, as is well known, he is an internationally renowned conductor. Despite his young age, László 
has appeared on major stages around the world as a pianist. Even in their adolescence, which I was 
privileged to witness, they took it as a challenge to learn the most difficult masterpieces, and it 
became a natural requirement for them to perform them on the podium. It is a special opportunity 
to be part of their professional collaboration, in which they understand each other almost without 
words, thinking together. I can only assume that I have done something right during their years of 
study, because a spirit of mutual interest, mutual trust, taste and demand permeates their 
collaboration. The recording of Bartók's three piano concertos – of which I was present at the 
recording of the first concerto – gives them the opportunity to unravel the deep mysteries of the 
world of Bartók together. The Savaria Symphony Orchestra was an excellent, professional partner in 
their work. 

 Dr. Mariann Ábrahám (†) 
pianist, DLA, Professor of piano



Bartók’s Three Piano Concertos 

Bartók’s enormous fame and importance as a composer overshadowed the fact that he was one of 
the most fascinating, sensitive and unique pianists of the first half of the 20th century. His playing, 
however, has been preserved in more than ten hours of recordings and we also consider Bartók – 
who taught the piano (and never composition!) at the Budapest Academy of Music for almost three 
decades – as the most productive editor of pedagogical pieces in Hungarian music history. Even as 
a student of István Thomán at the Academy, he played with unsurpassable virtuosity and started a 
promising international career as a pianist. Just look at the witchcraft of his early piano pieces or 
take account of the virtuoso repertoire of his early concerts, among which the Liszt Sonata, which he 
rediscovered, is outstanding. It is no exaggeration to say that he became a concert pianist of 
Europoean fame just a few years before composing his first concerto, recorded on this disc. A major 
Hungarian music critic, Viktor Papp, compared the two greatest 20th century pianists of Hungarian 
music history at the peak of their careers in 1936. Many would agree with this statement: 
“Dohnányi is full of intimacy, warmth and modest lyricism; Bartók is all light, glitter, brutal force 
and fanatical faith.” Another musicologist and ear-witness, János Demény, recalled Bartók and his 
influence in 1946, soon after his death: “The manner of his piano playing is extremely intense. [… 
One of his critics] wanted to call his style of performance “intensivism” […] This “intensivism” was 
the fire of Bartók’s performance style. And all the excitement ran through his audience like an 
electric shock of a thousand volts. Because Bartók’s extremely chiselled, thoughtful, and sometimes 
pedantic playing radiated a magnetic power. Some were repelled, others were attracted by it, but 
no one could remain indifferent.” 



Today’s listener may also be convinced about the validity of these two, complementary, opinions, 
and the statements of the two music critics-musicologists can be considered representative if we 
compare them to the recollections of Bartók’s pupils taught at the Liszt Academy of Music and 
privately, and having read concert reviews of his playing. These make up thousands of pages. A 
great number of authentic and sensitive ear-witnesses wrote about the irresistible appeal and joy of 
his performance style. The famous student, Andor Földes, for example, first met Bartók in person as 
a page-turner in Schubert’s four-hand Fantasy in F minor during a live radio broadcast in Budapest. 
Later he recalled this event with enthusiasm: “First I was shocked and later astounded by the love 
with which Bartók almost embraced each and every note of the Schubert Fantasia. While listening 
to his playing, all my prefabricated ideas and notions about Bartók, the man and the artist were 
blown away. I could not resist what I heard with my own ears. One who can play with such 
emotional power, and is able to play the works of another composer, whose nature is 
fundamentally different, with such humility, cannot be a fanatical revolutionary, a ‘dangerous 
radical’ – as the composer was regarded by the conservative public.” Another student of 
international renown, Lajos Hernádi, emphasized another aspect of this devotion: according to 
him, Bartók’s playing “surpassed the idea of mere interpretation, it was the recreation of the 
musical process by the creative genius. Yes: the listener could take part in a sensational creative 
process that was taking place in front of him,” – said Hernádi about the pianist Bartók in connection 
with a Beethoven interpretation. And indeed: if we try to exactly “measure” Bartók’s playing with the 
help of a computer (as I had done with a colleague in an earlier experiment) we will have proof 
that his short-term playing is unpredictable, Bartók always surprises the listener with the timing of 
the following moment; in the long run, however, there is perfect order in his music-making: 
phrases and larger formal units are in perfect proportion. We can find a powerful explanation 
concerning his creative originality and his upholding the intensive attention of the listener in the 
combination of these two key factors.



Bartók was brought up on the Beethoven–Czerny–Liszt-school as a pianist, so it is not surprising 
that the generations from the second half of the 20th century felt the “romantic” side of his 
performing style significant, like anybody who is listening to his recordings nowadays. We truly 
consider his interpretations subjective, “uneven” and emotional, and the metrical structure, instead 
of insisting on the characteristically modernist standard prevailing after World War II, is dominated 
by gestures and expression of character – the same way as in the performance of other 
contemporary artists. At the peak of his career, however, several “modern” elements became 
emphatic for Bartók’s audience and critics in his playing: his above-mentioned thoughtfulness and 
pedantry, as others put it, his “simplicity”, “preciseness” and even “objectivity”. The performance style 
of the pianist Bartók constitutes a very important bridge between romantic tradition and modernist 
approach. 

Listening to his piano concertos – especially the first four, since we can consider the early op. 1 
Rhapsody and the op. 2 Scherzo written at the same time as piano concerti – we should not forget: 
we hear the composer himself at the piano. He composed these works for his own sensitivity and 
his own hands, and because of this – and not only because of their Herculean difficulty – their 
performance is a phenomenal challenge and a rare feast, especially in the case of the first two. This 
pair of compositions is emblematic of the stylistic change of the mid-life Bartók. In his early forties 
he is at the start of a new life with his second wife, Ditta Pásztory, his major West-European concert 
tours are re-starting, and he has become a well-known figure of the contemporary music scene all 
over Europe. He could feel after the fast spreading international success of the 1923 Dance Suite 
(and he reinforced it in an interview given in 1925): he has to compose a piano concerto which he 
himself can perform with the definitive orchestras of the world in the major concert halls in Europe 
and America – perhaps similarly to Stravinsky’s 1923-24 Concerto for Piano and Winds (but as a 
much more significant pianist). 



It was not only the Stravinsky concerto that may have inspired him. In the world of avant garde 
music, innovations that defined the voice of the 20th century emerged just during the early 1920s. 
And Bartók was watching: this was when Schönberg’s dodecaphony and Hindemith’s Neue 
Sachlichkeit [“new objectivity”] were born, and – parallel to Stravinsky’s turn of style and under his 
influence– the experimenting Křenek changed his style from atonality to neo-baroque (Bartók 
knew his 1924 Concerto grosso), or Honegger’s definitive tone (which merged the motoric motion 
of the mechanic modern world and the “motoric” motion they imagined hearing in baroque music 
in the post-Romantic orchestra of his legendary Mouvement Symphonique, Pacific 231 – Bartók 
came across this 1923 work when it was new). This heated atmosphere was the background for the 
first piano concerto, in which Bartók blended a wholly new, strongly individual Hungarian voice 
from the strength of the formal ideas of the Beethovenian – Lisztian tradition, the avant garde 
developments and the, for him, utterly natural and irresistibly attractive peasant music. From the 
peasant music which, at the time of his folksong collecting activities being terminated, embodied 
in him the power of the happy past (and perhaps his lost youth).  

1926 was a very special year in the Bartók œuvre: after a year or two of lean years in composition 
he basically poured out new, in texture more linear and contrapuntal, relentlessly dynamic and still 
sensitively pulsating percussive piano pieces in the halo of the First Piano Concerto, the magnum 
opus of the year. The Piano Sonata, the Out of Doors cycle and the Nine Little Piano Pieces are 
actually studies to prepare the great work. In these pieces he experimented with the elements of 
the sound components, textures of piano technique or (mainly contrapuntal) part-writing.



The concerto itself, however, is a work of mind-blowing texture: its traditional formal outlines (first 
and closing movement fitted into a sonata form; trio form middle movement) are almost ripped 
apart by thematic materials budding from ancient primitive, infinitely woven melodic phrases – as 
if each movement embodied the organicism of folk music that Bartók strongly emphasized. But 
this natural character of Bartók is the result of serious designing work. In the solitude of his 
workshop in Buda, while his family were spending the summer of 1926 with his sister in the 
countryside, he could experiment with the new textures of the greater forms through the above-
mentioned piano pieces. The traditional ideal of monothematic composition is paired with the 
organicism of folk music variability already when Bartók starts each of the three movements with 
the ancient gesture of rhythmic knocking. We perceive this gesture in the opening movement as 
mystic, in the middle movement as if it evoked a shamanistic ritual, and in the final movement it is 
dynamic, full of power. The variants of the everlasting melodic germs, which can be woven to 
infinity, are born from one another, and intensify to the ultimate. What made this work one of the 
greatest pieces of music in the 20th century is the way Bartók dominates over these 
intensifications, which sound improvised, the sense of time and material, reminiscent of Bach’s 
sense of form. He always exactly perceives how far the musical material can be broadened and 
extended, how this meandering can be stopped and how it can be woven further with a contrasting 
material in a way that captures the listener’s attention like a magnet. There is hardly any concerto in 
the whole of music literature in which the controlled order and the passion prising open the 
framework – or, as Lászó Somfai, the discoverer and insightful analyser of Bartók’s oeuvre 
perceived: "the continuous contrasting between the structured order of the surrounding world and 
the passionate Self, the duality of which is already embodied in the clash between the rigorous 
orchestral material and the explosive solo – would have this radiating, attracting force as does the 
First Piano Concerto". 



Let us remember that Bartók tailored the work for himself and we can see how much this 
masterpiece is unadorned – the servant of the character of the soloist and the concept of the 
conductor from its different recordings. This is also true of the First Piano Concerto which, as Bartók 
confessed himself, is a “little – we can say, a lot more – difficult”. He composed it as a “contrasting 
piece” to Piano Concerto No. 1 five years later. Although he played the first concerto with the best 
European orchestras and the most famous conductors, he was pleased with only a few: with Fritz 
Reiner in the USA, Pierre Monteux in the Netherlands and the young Franz Jung in Erfurt. And 
Bartók, at the peak of his pianistic career, could perform the second concerto with such giants of 
conducting and orchestral playing on two continents as Otto Klemperer, Adrian Boult, Henry Wood, 
Václav Talich or Ernest Ansermet (the approximately 15-minute five fragments of a sound-recording 
of the radio broadcast from the 1938 performance in Budapest’s Vigadó with Ansermet has 
survived and it is evidence of the remarkable sensitivity and brilliant virtuosity of Bartók’s magnetic 
piano playing of the terribly difficult piano part.) But in what sense is this a “contrasting piece”? 
Bartók himself briefs us in a – from him – unusually long-winded self-analysis: he wanted to 
compose a piece which is “less difficult for the orchestra and whose thematic materials are more 
pleasing” and even “lighter”. 



The works born in the for-five years between the two piano concerti were String Quartets Nos. 3 and 
4 or Cantata profana – the year 1926 almost exploded Bartók’s style. The creative force breaking out 
with volcanic force must have been chiselled in the workshop of the composer for years until it 
reached the “lightness” and “plausibility” which can be witnessed (at least if we compare it to the 
first) in Second Piano Concerto. Its formal outlines are again classical – the composer himself 
ascertains that the work “was written more or less in the classical sonata form” and even the 
symmetry in the structure, emerging in String Quartet No. 4, becomes clear here: the two outer 
movements built from the same themes (excepting one) are a variation of each other in Bartók’s 
interpretation, and they encompass a thematically also symmetric slow movement (adagio – 
scherzo [“as a core”, Bartók writes] – adagio). Compared to the themes (or theme-like materials) of 
the first concerto, this material is definitely more classical, lighter and more pleasing but the texture 
displays the same developing-varying force as in First Piano Concerto, although in a milder manner. 
Bartók makes good use of monothematicism, evolving from the Beethoven-Liszt-Strauss ideal 
interwoven with Bach’s technique of variation (inversions and mirroring). This creates boundless 
possibilities of elaborating and finishing melodic materials by widening, narrowing, fraying, 
changing their character or rhythm. Concerning the themes themselves, it should be mentioned 
that the effect of Bartók’s Stravinsky memories can be detected in such astonishing similarities as 
the relationship of the motto-like trumpet beginning introducing the piece to the Russian-character 
hymn-tune of The Firebird (their first six notes are identical) or the similarity of the long theme of 
the piano solo to the Allegro main theme of the already mentioned Stravinsky piano concerto, and 
also the “folk-like” main theme of the Russian dance in Petrushka.



The gesture-system and characters of Bartók’s work, however, are so powerful and life-like (as it is 
always the case with Bartók, as opposed to Stravinsky, who Bartók esteemed highly but still 
considered “too dry”) that they almost “speak”: outcries, ecstatic drumming, running amok with 
demonical lightings, visionary outbursts, or even the sometimes ironically soaring melodies with a 
light elegance, the airy themes (many of them can hardly be called “themes”), impeding the 
sweeping, frightening advance, the cold, mystical tranquility of the "lake of tears", and the writhing 
song of desperate solitude tell touching stories which can easily be interpreted even by the listener 
who is not familiar with Bartók’s microcosm. No wonder that the Schönberg-disciple and friend 
Erwin Stein was so fascinated by Bartók’s opus that he wrote about it poetically. As he puts into 
words the overwhelming experience of meeting the work, he also conveys the adoration of the all-
time listener and the value of his emphatic characterization is not lessened by the – for us, 
distorting – perspective of the Viennese School: “Beauty and expressive force (Mozart would have 
used expression and gusto), moderation and mania, the volcanic thrill of archaic sensual ferocity 
and the logic of the organizing artistic mind, folkloristic naivety and artistic sparkling, embellishing 
meticulousness and the gravity of a monolith, developing dynamism, the grandiose attitude of 
symphonic form, the exquisite effects of chamber music nuances, an impressionistic sense of 
colour and linear counterpoint, elemental rhythmic force and polymetric punctuality, pentatony, 
chromaticism, polytonality, false tonality and modal strictness, thematic profiles and motivic 
concentration according to the style of the Viennnese School, density and translucence, dignity and 
elegance, grace and passion, vitality and bel esprit – Orpheus and Pan.” 



But let us return for a moment to the greatest influence, Stravinsky, in connection with the two 
concertos: beyond the similarities, of which some have been mentioned before, one can sense the 
gesture of sincere homage, but also the highly effectively composed dissociation and rivalry. 
Concerning compositional technique, Bartók had one major reservation against Stravinsky: “the 
lack of unifying, moulding force”, as the result of which – and also as the effect of the real or 
imaginary Russian peasant tunes – the structure of his pieces become “disturbingly fragmented”, 
and “mosaic-like”. Even in First Piano Concerto where Bartók develops and continues a Stravinsky-
reference, quite easily detectable for the listener who is familiar with the context of the birth of the 
piece (a provokingly primitive thematic material, which could hardly be called a theme) in such a 
way that the listener’s attention is captivated and held by the primeval, we could say, Beethovenian, 
force of the irresistible progress against the static nature and the “disturbing fragmentation” of the 
Russian master, he states his musical opinion of Stravinsky with highly effective elegance. There is, 
however, an even more important element that disconnects Bartók from the contemporary master 
he considered the highest. He met Stravinsky’s music and the composer himself not for the first 
time, but this was a defining experience, when, in the middle of March 1926 Bartók and his wife 
listened to the Concerto for Piano and Wind Instruments with the composer as soloist in Budapest. 
Ditta’s account to Bartók’s mother bears phenomenally sincere witness to the essence of Bartók’s 
music: “The Stravinsky concert took place on Monday. Now I know exactly what the new direction is. 
Just imagine, Mum, music, which has no place for emotions, where you never find a part that 
makes your eyes wet. You know, it is just rhythm, only hammering and tone colouring. I must say 
it’s quite captivating in its entirety. Stravinsky is a fantastic genius, we enjoyed the evening 
tremendously. He carried us away us into his mechanical music of pulsating rhythms and 
wonderfully beautiful tone colours – but if Béla wrote such music I could not be what I am for Béla, 
the composer, and who I will always be. Because this music is not of my homeland, mine is Béla’s 
music, where there is plenty of pulsating rhythm and tone colour, but there are also living emotions 
and it has a soul.



Nearly two decades later Bartók composed his Third Piano Concerto for her – full of heart-felt emotions 
from the soul, sometimes singing with heart-rending devotion, occasionally playfully frolicking, 
now and then mysteriously awaking or enthusiastically singing, at other times offering humorous 
themes or scenes. In compositional technique he creates a real tour de force with unaffected ease, 
never aggressively or braggingly. He selects freely from the forms of European art music and the 
tools of the folk music of peoples he studied for half of his life. I feel that this, essentially harmonic 
masterpiece, which rehabilitates the classical-romantic heritage in the depth of the 20th century, 
could be a retrospection to his own art but pointing into a new direction. It is 1945. Bartók in the 
United States can hardly hope, weakened from leukemia, struggling with flarings of his illness and 
arthritis, to give more serious concerts despite a temporary remission at the beginning of 1944 
after several months of sanatorium treatment. It would be a comfort to believe that this concerto, 
which he kept secret from his wife, was intended as a farewell gift for her. The harsh reality is they 
would have needed Ditta’s concert appearances in order to make ends meet. He wrote to their son, 
Peter in February 1945: “I’d like to write a piano concerto for Mum, which has been planned for a 
while. Could she play it at three of four places, this would bring as much money as one of the 
commissions I declined.” If we have a look at the score of the piano part, written ergonomically with 
an elegance reminiscent of Mozart, we can see in our mind’s eye Ditta Pásztory, who was 
considered an excellent Mozart-player by her husband: whereas the first two piano concerti written 
for the composer utilised the “true character” of the piano, (Bartók stated in 1927 that “the true 
character of the piano is only shown by the present endeavour, which uses it as a percussion 
instrument.”), this third one has a completely different character. 



We can consider their differing nature by looking at the orchestra: whereas in the opening 
movements of the first two concertos – and even in the slow movement of the first one – there are 
no strings (it’s an interesting sight at a concert when the strings listen to the music with the bow 
resting in their hand), most probably influenced by Stravinsky’s concerto, and the full orchestral 
sound is built up only gradually, in the Third Piano Concerto the full orchestra plays throughout in 
beautiful orchestration. The exuberance of themes is reminiscent of Mozart. Bartók playfully 
bandies about newer and newer music materials, characters, quotations. The delicate "Verbunkos" 
references in the opening movement are still obvious for Hungarians (still, how few renderings are 
capable of depicting the delicacy of this allusion!). The Verbunkos tone, dormant from the middle 
of the first decade of the 20th century to the end of the 1920s, returns and is integrated into 
Bartók’s style at the end of his life and is elegantly transformed. And we can guess, knowing the 
facts of Bartók’s life, that the "Adagio religioso", evoking Beethoven’s “Heiliger Dankgesang”, (“Holy 
song of thanksgiving of a convalescent to the Deity”), the slow movement of op. 132, recalls the 
recovery of the previous year. There are a great number of common features with the two earlier 
concertos but here they are somewhat tamed down in Bartók’s hands: the Adagio in Second Piano 
Concerto is a fifth-chord string chorale music played non vibrato and stiffly chilled. In Adagio 
religioso it becomes a Bachian piano chorale (note that Tibor Serly saw Bach chorale arrangements 
and scores of Beethoven’s String Quartets on Bartók’s desk), and in the middle of the movement 
the fifteen-year earlier lightning of wild primeval nature is exchanged for a natural landscape 
mingled with birdsong buzzing with otherworldly softness. The end of the movement, however, 
sings about hopelessness – as if its last page echoed the despairing, harrowing haggardness of 
Bartók’s Four Dirges (op. 9a, BB 58) composed at the end of the 1910s.



The way Bartók plays with abandon but at the same time seriously in the final movement – 
especially when elaborating the characteristic and colourful episodes of the forcibly vivid rondo 
theme with cheeky buoyancy, evoking composing feats of the great masters of music history and 
folk music textures, is baffling. Although as listeners, we do not have to be aware of the 
circumstances in which the Third Piano Concerto was conceived, we are astonished by Bartók’s 
positive attitude to life, by the variegation of the playful, sometimes ecstatically forcefully sounding 
themes – while we all perceive together with the poignant overworldly tone of the masterpiece, its 
firm, even robust but elegant unity. This was Bartók’s last completed compositions – only the 
orchestration of the last seventeen bars had to be added, which was done by the student-friend 
Tibor Serly, and the conductor of the first performance, Eugene Ormándy and pianist Louis Kentner 
added the missing performance marks. The publisher’s reader was the Erwin Stein whom we have 
already mentioned in connection with Second Piano Concerto. The first performance was not given 
by the dedicatee but by the Bartók disciple György Sándor with the Philadelphia Orchestra under 
the baton of Jenő Ormándy – their sensitive, authentic, lively and fascinating interpretation was 
recorded in the same year, 1946. Ditta Pásztory played it publicly for the first time only in 1964 in 
Budapest, with Mária Comensoli, another Bartók-pupil as collaborative pianist. The first 
Philadelphia performance started an overdue triumphal progress for Bartók’s œuvre in America, 
making way for Bartók’s popularity to eclipse his contemporaries. 

László Stachó
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Cellos 1 – AKG C460 B 
Cellos 2 – AKG C460 B 
Strings ambient 1 – B&K 4006

Strings ambient 2 – B&K 4006 , 
Woodwinds – XY, B&K 4011 
Flute – Neumann KM 184 
Oboe – Neumann KM 184 
Clarinet – Neumann KM 184 
Bassoons – Neumann KM 184 
Horns – Vanguard V1 
Trumpet – Vanguard V1 
Trombone – Vanguard V1 
Tuba – Vanguard V1 
Timpani – Neumann KM 184 
Percussions 1 – Neumann KM 184  
Gran cassa – PreSonus mic. 
Double basses 1 – Vanguard V4  
Double basses 2 – B&K 4053 (In WB)
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01. I. Allegro 
02. II. Adagio 
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Bartókról 

Egy zongorista számára Bartók Béla zongoraversenyei centrális erőtartalékok. Olyan művek, 
melyekért érdemes közel negyven évig "koptatni" a zongoraszéket. Ezek a művek a „zongoristaság” 
esszenciális alapelemei.  

Bartókról, a zeneszerzőről (és ezen keresztül zenéjéről) szólni szinte lehetetlen vállalkozás. Ám miért 
is tenném? Nálamnál sokkal szakavatottabbak megtették már. Miben áll e nehézség? Talán 
legelsősorban abban, mivel az ő esetében a „nagy”, vagy „egyik legnagyobb”, „valaha élt 
legnagyobb”,... kategóriák mind rendre elpárolognak.  

Bartók maga a védjegy.  

Ha tetszik, Hungarikum. Egy olyan védjegy, mely egyszerre táplálkozik magyarságából, gyökereiből, 
a népek testvérré válásának fixa ideájából és az univerzum csendjéből. 

Bartókot játszani végeredményben azt is jelenti, hogy rádöbbenünk saját kicsiségünkre. Ez az a 
többlet, ami egy művész napját újra meg újra bearanyozza. Ez a mondhatni „bibliai” jövőkép, ami 
mindig – és egyre erőteljesebben és követelőbben – mintegy kiszakítja belőlem a minőség 
irányába tett első, fáradságos lépést. 

Bartókot játszani különösen nehéz. Tőle tanulni aranytartalék. Hálásnak lenni felé: kötelező.  

Köszönettel tartozom Mindenkinek, aki ebben a vállalkozásban mellém állt. 

Borbély László 
www.borbelylaszlo.hu



Életem legnagyobb vállalkozása 
a három Bartók-remekmű felvétele. 

Hálás vagyok a Sorsnak és Borbély László zongoraművésznek (néhány évtized különbséggel 
mindketten Ábrahám Mariann növendékei voltunk), hogy akadályt nem ismerő eltökéltségével és 
páratlan virtuozitással összehozta ezt a produkciót. Nem lehetünk elég hálásak a kitűnő Savaria 
Szimfonikusoknak, akik az eljátszhatatlannak tűnő helyeket is eljátszották. 

Bartók Zongoraversenyeinek meghódítása lehetetlen feladat - vakmerően megtettük az első 
lépéseket. 

     Kovács János 
karmester



Tanáruk lehettem 

Amiről próbálok most néhány gondolatot leírni, tősgyökeres cáfolata a régi latin mondásnak: 
„Quem Dii odere, paedagogum fecere” – vagyis „akit az istenek gyűlölnek, tanítóvá teszik.” Sokan 
megcáfolták már ezt az állítást. Én ugyanezt teszem. Mindenek előtt úgy gondolom, az ember tanít, 
de tanul is egyidejűleg. Tanítanak a magatartás, a szavak, a gesztusok, a tekintet, a kedélyek, a 
közösség, a környezet stb. Sorolhatnánk naphosszat. A művészetet, a zeneművészetet azonban 
tanítani nem lehet, csak létrehozása eszközeinek tanítása lehetséges (ámbár gyakran ez is sok 
nehézségbe ütközik). 
Vannak alap karakterbeli tulajdonságok, melyek nélkülözhetetlen tényezői egy művészpálya 
elindulásának és kibontakozásának. Ilyen mindenekelőtt a nyitott rácsodálkozni tudás a 
kottafejekre. Egy ösztönös intelligencia, egy türelemmel teli türelmetlenség és megismerési vágy, 
törekvés arra, hogy meg tudjuk fejteni a hangok, a dallamok, a ritmusok, a formák, a tartalom 
jelentését. Hogy áll össze a nyersanyag, amíg műalkotás születik belőle, milyen belső erőket kell 
megmozdítani e cél elérése érdekében, méghozzá fáradhatatlan munkakedvvel, kritikusi szigorral, 
újra és újra megújuló igényességgel. 
E tényezők folytonosságának biztosításában játszik szerepet  a tanár személye. Az én tanári 
működésem évtizedei alatt  kiemelkedően sok és különleges tehetséget taníthattam. A sokféle 
képességű növendék megtanított arra, hogyan kell mondanivalómat többféleképpen is közölni 
tudni, hogy eredményt érjek el.



Ritka adománya egy tanár életének, ha érintheti egy másik, rá bízott ember lelki-szellemi 
fejlődésének útját, elnyerheti bizalmát és segítheti életének nehéz pillanataiban. Adni tud valamit, 
amit más talán kevéssé. Nem is említve azt, ha évtizedek múlása után is életben marad egy emberi 
kapcsolat, amelyről feltételezhető, hogy nem csak a tanár számára volt és van jelentősége, hanem 
kölcsönös. Kovács János első tanítványaim egyike volt kezdő tanárként 1964 - 68 között. Borbély 
Lászlót 1998 - 2002 között tanítottam. Mindkettőjük életében a legfontosabb helyet foglalta és 
foglalja el a zenével való foglalkozás.   János tanulmányai kezdetén zeneszerzést tanult és zongora 
szakra járt. Ma már – mint köztudott – nemzetközileg elismert karmesterként működik. László, mint 
zongoraművész fiatal kora ellenére a világ jelentős pódiumain megfordult. Már serdülő 
gyermekkorukban – melynek tanúja lehettem – kihívást jelentett számukra a legnehezebb 
remekművek megtanulása, sőt természetes igénnyé vált az e művekkel való  megmérettetés a 
pódiumon is. Különleges alkalom, hogy most részese lehetek szakmai együttműködésüknek, 
amelyben közösen gondolkozva szinte szavak nélkül értik egymást. Feltételezhetem, hogy 
tanulóéveik alatt valamit jól tettem, mert a hasonló érdeklődés, az egymás véleményébe vetett 
kölcsönös bizalom, ízlés, igény szelleme hatja át együttes munkájukat. Bartók három 
zongoraversenyének felvétele – melyből az első versenymű lemezre vételénél jelen lehettem – 
alkalmat ad számukra a bartóki világ mély titkainak közös megfejtésére. A Savaria Szimfonikus 
Zenekar kiváló, professzionális partner volt ebben a munkában. 
  

 Dr. Ábrahám Mariann (†) 
zongoraművész, DLA, zongoraprofesszor


