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Sunday 5 July 2026, at 20:00 

Kristian Bezuidenhout, fortepiano 
 

 

 

Franz SCHUBERT (1797 – 1828) 

 

Fantasy in C minor, D2e (1811), 4' 

Allegretto in C minor, D915 (1827), 5' 

Adagio in C, D459a No. 1 (1816), 3' 

Minuet in A minor, D277a (1815), 2' 

13 Variations on a Theme of Hüttenbrenner, 

D576 (1817), 13' 
Theme; Variations I–XIII 

March in B minor, D757a (1822), 3' 

Ungarische Melodie in B minor, D817 (1824), 

3' 

Minuet in C sharp minor, D600 (1818), 3' 

Valses sentimentales, D779: Valse in A 

(1823), 1' 

Adagio in D flat, D505 (1818), 4' 

 

— Interval — 

 

Piano Sonata in E-flat major, D568 (1817), 30' 

I. Allegro moderato  

II. Andante molto  

III. Menuetto. Allegretto  

IV. Allegro moderato 

 
 

 

 

 

 

 
Kristian Bezuidenhout plays on a replica of a Graf grand 
piano from around 1824, built in 1989 by Rodney Regier 

and loaned from the Edwin Beunk collection. 
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SUPPORT THE FESTIVAL as a member of Hindsgavl Festival's Friends! 
BENEFITS Min. two weeks presale • Better cancellation conditions • Priority when allocating seats • and more. 
PRICE 
 

Single member: EUR 150,-  (EUR 125,- renewal for 2026 members)  
Couple (with children up to 18 years): EUR 180,-  (EUR 145,-  renewal for 2026 members) 

MORE INFO www.hindsgavlfestival.dk/friends 
  

Franz Schubert and the World of the Piano 

 

Franz Schubert (1797–1828) was not a Romantic 

piano virtuoso in the manner of Liszt or Chopin. He 

did not conquer Europe’s concert halls, nor did he 

write piano music to dazzle audiences with 

superhuman technique. For Schubert, the piano 

was above all a working tool, a trusted companion, 

and the centre of the musical community that 

surrounded him in Vienna. 

It was here, among friends, poets, and artists, that 

his music came to life. It was not intended for large 

concert halls and paying audiences, but for 

performance in private homes and intimate salons. 

These evenings of music-making around the piano, 

featuring lyrical works for one or a few performers, 

later became known as Schubertiads, named after 

the composer himself. 

The first half of tonight’s concert offers a rare 

glimpse into Schubert’s private piano world. The 

programme brings together a series of shorter 

works from different periods of his life—fantasias, 

dances, variations, marches, and lyrical character 

pieces—that are seldom performed today. Some 

were never published during Schubert’s lifetime. 

Others resemble pages torn from a sketchbook. 

Together, they paint a portrait of a composer 

capable of finding poetry in even the smallest 

forms. 

Here we encounter the young Schubert in the 

dramatic Fantasy in C minor, the dancing Schubert 

in his elegant waltzes and minuets, the folk-

inspired Schubert in Ungarische Melodie 

(Hungarian Melody), and the reflective Schubert in 

the brief adagio movements, where time itself 

seems to stand still. The Variations on a Theme by 

Anselm Hüttenbrenner also remind us of the circle 

of musicians and artists who formed Schubert’s 

closest circle of friends. 

The music is performed on a fortepiano built after 

a model of a Conrad Graf piano from 1824. Graf 

was Vienna’s most celebrated piano maker, and 

his instruments were among those Schubert knew 

and played during the final years of his life. The 

sound ideal is very different from that of the 

modern concert grand. The tone is lighter, more 

transparent, and more varied from register to 

register. It brings us closer to the sound world 

Schubert himself would have heard when 

composing this music. 

The second half of the concert is devoted to Piano 

Sonata No. 7 in E-flat major, D 568. 

The sonata was composed in 1817, when Schubert 

was only twenty years old. Originally written in D-

flat major—a highly unusual and technically 

demanding key on the pianos of the time—it was 

later revised and transposed into E-flat major, the 

version most often performed today. 

The work stands on the threshold between the 

young and the mature Schubert. Beethoven 

remains a clear source of inspiration, yet 

something new is beginning to emerge. Already in 

the first movement one senses Schubert’s unique 

gift for allowing melodies to unfold in long, 

sweeping arcs while opening doors to unexpected 

harmonic landscapes. The music moves forward, 

yet seems simultaneously to linger in 

contemplation. 

The second movement is one of the sonata’s 

highlights: a calm and songful meditation in which 

Schubert uses the simplest musical means to 

create an almost magical atmosphere. The minuet 

that follows is more robust and grounded, while 

the trio section offers a moment of warmth and 

grace. 

The finale reveals the young composer’s delight in 

movement and melodic invention. The music flows 

effortlessly onward with a lightness that makes the 

difficult seem entirely natural. 

Piano Sonata No. 7 is not among Schubert’s most 

famous works. Yet perhaps that is precisely its 

strength. Here we encounter neither the tragic 

genius nor the visionary creator of the late 

monumental sonatas. Instead, we meet the young 

Schubert at the piano in a Viennese drawing room: 

curious, inventive, and already in possession of the 

melodic gift that would immortalise his legacy only 

a few years later. 

Mathias Hammer  

http://www.hindsgavlfestival.dk/friends
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Kristian Bezuidenhout: The Search for Freedom in Piano Playing 

 

The unpredictables, immediate situation of a 

concert places enormous pressure on the pianist—

and Kristian Bezuidenhout values that pressure. 

Things that may seem impossible suddenly 

become possible. He compares it to a person 

fleeing an enraged rhinoceros and suddenly 

managing to climb to the top of a three-metre-high 

tree covered in enormous thorns. Once the 

adrenaline level has dropped a little, one asks 

oneself: how on earth did I get up here? And how 

am I going to get down again? 

When pianists describe the concert situation, 

rhinoceroses and thorn-covered trees are not 

usually the first images that come to mind. But 

Kristian Bezuidenhout was born in South Africa 

and spent the first nine years of his life there before 

his family moved to Australia. Yet the stimulating 

rush and adrenaline kick of the concert situation’s 

symbolic—but entirely sufficiently enraged—

rhinoceros had to wait a while longer, and only truly 

arrived after all the real rhinoceroses had long 

since disappeared from his life. 

In his early teenage years, Bezuidenhout lived 

under a form of restraint. For anyone who has ever 

seen and heard a teenage pianist trying to tear 

down the walls around them with Liszt and 

Rachmaninoff, this may sound like a reasonable 

precaution. In Bezuidenhout’s case, however, 

things were slightly different. 

He was not particularly interested in piano “lion 

music.” He preferred Haydn and Mozart. Yet the 

inner piano lion was not missing—that was 

precisely the problem. He wanted to play Haydn 

and Mozart with the same force and energy he saw 

and heard in his fellow teenagers when they played 

Scriabin and Prokofiev, but a modern Steinway 

would not allow it. The teenage Kristian 

Bezuidenhout wanted to transcend himself, to 

transfer the entire rich emotional world of 

adolescence into the instrument in front of him—

but instead he and all his emotions were placed in 

this straitjacket: the Steinway. 

And if, for a brief moment, one wriggled free of the 

straitjacket and simply “let rip,” one was 

immediately punished—not with electroshock 

therapy, but with something almost as bad: an 

overly large and exaggerated sound that did no 

favours to Haydn and Mozart. 

Excessive restraint. Or a piece of music falling 

apart. Scylla and Charybdis. Bezuidenhout wanted 

neither. 

On a modern instrument, one cannot simply give 

free rein when interpreting Haydn or Mozart. Yet 

that was precisely what he wanted to do. 

The solution came in the form of historical 

instruments, and in particular the fortepiano, which 

he first encountered at the age of sixteen. At first, 

however, it was an extremely discouraging 

experience. These new old instruments demanded 

such a major technical transformation—a kind of 

rehabilitation programme of such magnitude—that 

it might almost have discouraged him entirely. But 

he was determined to continue down this path. 

For here, on the fortepiano, he finally found the 

level of musical freedom, richness, and ease of 

expression he had been searching for in vain on the 

modern grand piano. Here, a Mozart interpreter did 

not need to walk on eggshells; one could go to 

extremes when extremes were called for, without 

being a teenager who ought to be put in a 

straitjacket. 

And with Beethoven, who always pushed the 

instruments of his time to their absolute limits, one 

truly followed in the footsteps of the earliest test 

pilots—those who hurtled through the skies and 

down towards the ground, who, by the narrowest 

margin and with the utmost precision, had to land 

a falling contraption of wood, canvas, and wire on 

a small strip of earth before it all came apart. 

And now, increasingly, Schubert as well—where a 

Viennese fortepiano, even in the most intimate and 

hushed moments, can sing with a sweetness that 

Viennese audiences adored, but could not find in 

English or French instruments, and would likely 

search for in vain in today’s muscular concert 

grands. 

 

Ulrik D. Andersen 
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A warm thanks to these foundations and sponsors 
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