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This investigation sought to compare the transcription 

techniques of two pianist-composers, Godowsky and Liszt, 

using three Schubert lieder as examples. The 1ieder were 

"Das Wandern" from Die Schone Miillerin, "Gute Nacht" from 

Winterreise, and "Liebesbotschaft" from Schwanengesang. 

They were compared using four criteria: tonality, counter-

point, timbral effects, and harmony. 

Liszt, following a practice common in the nineteenth 

century, was primarily concerned with bringing new music 

into the home of the domestic pianist. The piano tran-

scription was the most widely used and successful medium for 

accomplishing this. Liszt also frequently transcribed 

pieces of a particular composer in order to promulgate them 

by featuring them in his recitals. The Schubert lieder fall 

into this category. Liszt did not drastically alter the 

original in these compositions. Indeed, in the cases of 

"Liebesbotschaft" and "Das Wandern," very little alteration 

beyond the incorporation of the melody into the piano accom-

paniment, occurs. 



Godowsky, in contrast, viewed the transcription as a 

vehicle for composing a new piece. He intended to improve 

upon the original by adding his own inspiration to it. 

Godowsky was particularly ingenious in adding counterpoint, 

often chromatic, to the original. Examples of Godowsky's 

use of counterpoint can be found in "Das Wandern" and "Gute 

Nacht." While Liszt strove to remain faithful to Schubert's 

intentions, Godowsky exercised his ingenuity at will, being 

only loosely concerned with the texture and atmosphere of 

the lieder. "Gute Nacht" and "Liebesbotschaft" are two 

examples that show how far afield Godowsky could stray from 

the original by the addition of chromatic voicing and coun-

terpoint. 

Godowsky*s compositions can be viewed as perhaps the 

final statement on the possibilities of piano writing in the 

traditional sense. As such these works deserve to be inves-

tigated and performed. 



TABLE OF CONTENTS 

Page 

LIST OF ILLUSTRATIONS . iv 

INTRODUCTION 1 

LISZT AND GODOWSKY AS TRANSCRIBERS 5 

COMPARISON OF THREE SELECTED SCHUBERT 
LIEDER WITH THEIR TRANSCRIPTIONS 
BY LISZT AND GODOWSKY 9 

"Das Wandern" from Die Schone Mullerin 
Schubert's Setting 
Liszt's Setting 
Godowsky's Setting 

"Liebesbotschaft" from Schwanengesang 
Schubert's Setting 
Liszt's Setting 
Godowsky's Setting 

"Gute Nacht" from Die Winterreise 
Schubert's Setting 
Liszt's Setting 
Godowsky's Setting 

Godowsky, the Pianist 

Conclusion 

BIBLIOGRAPHY 28 



LIST OF ILLUSTRATIONS 

Example Page 

1. Franz Schubert, "Das Wandern," measures 
1 _4 . . . . 

2. Franz Schubert, "Das Wandern," measures 
8-10, 16-20 11 

3. Schubert-Liszt, "Das Wandern.," measures 
25-27 12 

4. Schubert-Liszt, "Das Wandern," measures 
33-36 . . . . . 12 

5. Schubert-Liszt, "Das Wandern," measures 
45-48 13 

6. Schubert-Godowsky, "Das Wandern," 
measures 13-16 . 14 

7. Schubert-Godowsky, "Das Wandern," 
measures 34-36 . . . . . . . . . 14 

8. Schubert-Godowsky, "Das Wandern," 
measures 45-48 . . . . . . . . . 15 

9. Schubert-Godowsky, "Das Wandern," 
measures 65-67 15 

10. Schubert-Godowsky, "Das Wandern," 
measures 73-75 . 15 

11. Schubert-Godowsky, "Das Wandern," 
measure 88 16 

12. Schubert-Godowsky, "Das Wandern," 
measures 102-104 16 

13. Franz Schubert, "Liebesbotschaft," 
measures 1-3 . . . . . . . . . . . . 17 

14. Schubert-Liszt, "Liebesbotschaft," 
measures 6, 18 . 

15. Schubert-Liszt, "Liebesbotschaft," 
measures 32-33 18 

IV 



16. Schubert-Liszt, "Liebesbotschaft," 
measures 51-53, 57-58 . 19 

17. Schubert-Godowsky, "Liebesbotschaft," 
measures 3-4 19 

18. Schubert-Godowsky, "Liebesbotschaft," 
measures 7-9 20 

19. Schubert-Godowsky, "Liebesbotschaft," 
measure 15 20 

20. Schubert-Godowsky, "Liebesbotschaft," 
measures 31-32 21 

21. Schubert-Godowsky, "Liebesbotschaft," 
measures 41-42 22 

22. Franz Schubert, "Gute Nacht," 
measures, 1-3 23 

23. Schubert-Liszt, "Gute Nacht," 
measures 48-50 . . . . . . 24 

24. Schubert-Liszt, "Gute Nacht," 
measures 72-74 . . . . . . 24 

25. Schubert-Liszt, "Gute Nacht," 
measures 90-93 25 

26. Schubert-Godowsky, "Gute Nacht," 
measures 72-74 . . . . . . 25 

27. Schubert-Godowsky, "Gute Nacht," 
measures 10-14 26 

28. Schubert-Godowsky, "Gute Nacht," 
measure 75 2g 



INTRODUCTION 

Compositions for the piano have exhibited a steady 

development from their beginnings with Haydn, Mozart, and 

Beethoven, the first brilliant exponents of piano writing, 

through a rapid burgeoning during the nineteenth century and 

culminating in the works of Franz Liszt. This development 

shows a pattern of ever increasing complexity, sonority, and 

technical virtuosity. Liszt, whose works represent the 

fruition of this development, explored the parameters of the 

piano composition in an effort to translate multi-dimension-

al orchestral effects to a uni-dimensional instrument. The 

peculiar capabilities of the piano allowed him to success-

fully accomplish this transferral. 

. . . Liszt employs techniques of piano writing not 
used by [contemporary] composers, and prophesies 
many later developments. These techniques can be 
divided roughly into the following categories. 

1. Effects dependent on the sustaining pedal. 
2. Effects dependent on the 'double 

escapement' and involving repeated notes. 
3. Rapid octave work and leaps. 
4. Rapidly changing chords and double notes.1 

By freely employing these techniques, Liszt realized 

startling masses of sound that, surprisingly, limned recog-

nizably their orchestral models. The technical virtuosity 

that was fundamental to Liszt's method required a degree of 

mastery that was unknown before. 

"'"Alan Walker, Liszt: The Man and His Music, 184. 



Liszt's music, even with all its attendant difficul-

ties, did not explore every musical parameter of which the 

piano is capable. Two areas that were largely left 

untouched were counterpoint and rhythm. It was in the music 

of Leopold Godowsky that these elements became fully real-

ized. Godowsky, although he received some formal education 

in music, was mostly self-taught. He is best known as a 

pianist and only secondarily as a composer. However, he 

wrote prolifically for the piano. As a composer he was a 

traditionalist, writing within the confines of the tonal 

system of the nineteenth century. His most salient gifts 

from a compositional viewpoint were a very highly developed 

mastery of counterpoint and a fascination with rhythm. His 

penchant for counterpoint, which engendered criticism when 

applied to certain works in the standard repertory, is 

ubiquitous in his own compositions. He investigated the 

polyrhythmic aspects of the piano in works such as Triankon-

tameron and the Java Suite. These two elements of his 

style often resulted in music of unequalled complexity and 

virtuosity. Perhaps because of this fact, his music is not 

well known today. However, Godowsky could also write in a 

less complex idiom. When choosing to be a miniaturist, he 

could endow a small form with the same contrapuntal 

2 
J. B. Hinderer, "Godowsky and Javanese Music: Showing 

How Its Influence upon the Continental Modernists Dates from 
the Paris Exposition of 1890," The Godowsky Society 
Newsletter, 1/2 (n.d.), 12. 



ingenuity and timbral color that he did in larger works of 

his own and in transcriptions of works by other composers. 

Having placed Godowsky's music in the line of develop-

ment that began with Mozart and continued through Liszt, one 

can view his compositions as perhaps the final statement 

about the possibilities of the piano in a traditional sense. 

As such, these works deserve to be investigated. This lec-

ture will demonstrate Godowsky's particular gifts of 

counterpoint, timbral color, and unique insight into pianis-

tic writing, by means of a comparative descriptive analysis 

of three Schubert Lieder that have been transcribed by both 

Liszt and Godowsky. In so doing, Godowsky's unusual view of 

music will be clarified. 

Leopold Godowsky was born in Soshly near Vilna, Poland 

in 1870. At an early age he evinced unusual talent for the 

piano and by the age of 7 was composing for it. Although he 

did study at the Berlin Hochschule fur Musik for four 

months, he was largely self-taught. In 1884 he appeared for 

the first time in New York. In 1886 he returned to Europe 

intending to study with Liszt. However, Liszt's death ended 

that aspiration and instead he earned his living playing in 

the salons of London and Paris. While in Paris he met and 

became the protege of Saint—Saens who wanted to adopt him 

legally. He held various posts in the United States and 

Europe between 1890 and 1915, including the New York College 



of Music, the Broad Street Conservatory of Music in New 

York, the Chicago Conservatory of Music, and the Royal 

Academy of Music in Vienna. While chairman of the piano 

department of the Chicago Conservatory of Music, 1895-1900, 

he developed his pedagogic theories of.weight and relaxation 

in piano playing. 

In the late 1890's Godowsky began his series of fifty-

three transcriptions of Chopin's Etudes. This effort would 

occupy him for the next twenty years. He was widely and 

virulently critized for daring to transcribe Chopin, even 

though some of the transcriptions display remarkable contra-

puntal ingenuity. During the period 1912-1922, he composed 

the Triakontameron, a set of thirty lyrical pieces contain-

in<? Wien, the work by which he is best known. 

Godowsky continued to concertize in Europe and the 

United States until 1930, when he suffered a stroke. After 

that he did not play in public again. He died in New York 

City on November 21, 1938. 



LISZT AND GODOWSKY AS TRANSCRIBERS 

Both Liszt and Godowsky expended much energy on 

transcriptions. However, the motivation which inspired them 

stemmed from quite different sources. Liszt's transcrip-

tions generally fall into two categories.3 One category 

comprises transcriptions that substantially alter the origi-

nal. For the most part, these include transcriptions of 

orchestral or operatic works. In these compositions Liszt 

endeavored to transfer to the piano an orchestral medium. 

This transferal represented a significant test of Liszt's 

musical abilities. It involved a process of selection by 

which the important elements of a work were chosen and 

reworked in a way that was suitable to the piano. The 

techniques Liszt employed, as cited earlier, strained the 

capabilities of the nineteenth century piano. 

In the second category Liszt either transcribed 

the original literally or adhered very closely to it, adding 

a minimum of extraneous material. Many of the song tran-

scriptions, including the Schubert Lieder, fall into this 

group. Liszt's motivation for his transcriptions centered 

on the idea of promulgating a particular composer's works by 

transcribing them for piano and then featuring them in his 

concerts. 

3 
H u mP h r®Y Se^rle, "Franz Liszt," The New Grove 

Dictionary of Music and Musicians, 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), XI, 39. 



Godowsky approached the transcription from a 

different viewpoint. He intended to "improve" upon the 

original by adding various elements such as counterpoint or 

tonal colorations that did not occur to the composer, e.g., 

his additions to the Chopin Concertos.4 He is even reputed 

to have reworked the orchestral parts for these two 

concertos, although this has been denied in print by members 

of the Godowsky Society."* 

His more usual approach involved what amounts to the 

creation of a new piece using another composer's work as an 

impetus. 

My aim in transcribing these twelve songs of Schubert 
was not merely to transplant them from the voice to the 
piano; it was to create piano compositions out of vocal 
material, to comment upon and interpret songs as a 
composer would treat a theme when writing free varia-
tions . . . . The songs of Schubert will not cease to 
be sung, notwithstanding all transcriptions. A tran-
scription, an arrangement, or a paraphrase, when 
conceived by a creative mind, is an entity, , 
which in its own worth may prove a masterpiece. 

Another justification that Godowsky used for creating 

transcriptions was pedagogical purposes. When the 
4 

James Methuen-Campbell, Chopin Playing {New York: 
Taplinger, 1981), 105. 

^Harry Winstanley, "Foreword," Godowsky Society 
Newsletter, II/2 (n.d.), 4. 

6 
Leopold Godowsky, Preface to Schubert Songs, 

Freely Transcribed for the Piano (New York: Carl Fischer, 
1927) , T. 
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Chopin Etude transcriptions began to appear, they engendered 

a maelstrom of protest from his colleagues and critics. As 

a rebuttal Godowsky found it necessary to exonerate himself 

in these words: 

To justify himself in the controversy which exists 
regarding the aesthetic and ethic rights of one 
composer to use another composer's works, themes or 
ideas, in order to freely build upon them new 
musical creations, such as arrangements, tran-
scriptions, paraphrases, variations, etc., the 
author desires to say, that it entirely depends 
upon the intentions, nature and quality of the 
work of the so-called transgressors. As the 
Chopin studies are, as compositions in etude form, 
universally acknowledged to be the highest attain-
ment in the realm of beautiful pianoforte music 
combined with indispensible mechanical and 
technical usefulness, the author thought it wisest 
to build upon their solid and invulnerable founda-
tion, for the purpose of furthering the art of 
pianoforte playing. Being adverse to any altera-
tions in the original texts of any master works 
when played in their original form, the author 
would strongly condemn any artist for tampering 
ever so little with such works as those of Chopin.7 

Godowsky's monumental transcriptions of the Chopin 

Etudes and the Sonatas and Suites for violin solo and cello 

solo by Bach are considered to be his masterworks in this 

8 

genre. The Schubert transcriptions, while less luxuriant 

and overgrown from a timbral viewpoint, are nonetheless 
7 
Leopold Godowsky, Studien uber die Etuden von Chopin, 

4 vols. (Berlin: Schlesinger, n.d.), I, ivT 
g 
Andrew Cockburn, "The Six Bach-Godowsky Suites and 

Sonatas for (Respectively) Unaccompanied Violin and Cello " 
The Godowsky Society Newsletter, III/l (October ' 
1982)r 7. 



representative examples of Godowsky's transcriptions. Em-

phasis is placed on coloration and counterpoint. 



COMPARISON OF THREE SELECTED SCHUBERT LIEDER WITH 

THEIR TRANSCRIPTIONS BY LISZT AND GODOWSKY 

The Lieder are "Das Wandern" from Die SchSne 

Mullerin, "Gute Nacht" from Die Winterreise, and "Liebesbot-

schaft" from Schwanengesang. The Lieder will be compared 

using the following criteria. 

1) Tonality—Liszt simply reset the Lieder using the 

original tonality; Godowsky chose the tonality which he felt 

best expressed his interpretation of the work at hand. In 

all three cases the tonality of the Godowsky transcriptions 

is different from that of the original. One infers that 

Godowsky was exercising his license as a composer to work 

upon not only the melody and harmony of the piece but also 

the tonality. Schubert, too, occasionally experimented with 

tonality, employing several, before finally deciding upon 

Q 
one that was most appropriate. 

2) Counterpoint—This is one of the major distinctions 

between the two composers. Godowsky is ingenious in discov-

ering new lines, often chromatic, to play against Schubert's 

melodies. Counterpoint is not central to any of Liszt's 

Schubert transcriptions. 

3) Timbral effects {coloration)--Coloration devices 

include choice of register, doublings, and addition of me-

lodic material. 

9 
John Reed, The Schubert Song Companion (New York: 

Universe Books, 1985), 484. 
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4) Harmony (where applicable)—Both Liszt and 

Godowsky in these compositions were traditional composers. 

Their efforts in the Schubert transcriptions did not take 

them into daring regions harmonically. Godowsky*s counter-

point is sometimes chromatic, but it is used more as a 

coloring device and does not alter the basic harmony. 

"Das Wandern" from Die Schone Mullerin 

Schubert's Setting 

"Das Wandern" is the first song in the cycle Die Schdne 

Mullerin. Composed in 1823-4, the cycle is based on the 

poetry of Wilhelm Muller. It speaks of the joy of wander-

ing. The setting is appropriately lighthearted and joyful. 

It is a strophic song. The opening accompaniment with its 

repeated sixteenth-note pattern adroitly suggests three of 

the images contained in the poem: wandering, the flowing of 

water, and the incessant turning of the mill wheel (Ex. I).10 

Example 1. Franz Schubert, "Das Wandern," measures 1-4. 

( Massiy geschwiiid. 

Sing-stimme. 

Das 
Vom 

™ , 1 t * * i T 
/ L" # f"~r~"P * M—f— ~~W~P~V~P ' j P m P 0 " |* P ̂  

Pianoforte. < 
Fine. 

Pianoforte. < 

J J 1 J 

Richard Capell, Schubert's Songs, 3rd ed. (London-
Duckworth, 1973), 197. 
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The jaunty character of the poem is made salient melodically 

in two ways: first by rhythm, five eighth-notes followed 

by four sixteenth-notes slurred in groups of two and an 

echo effect in the vocal part in measures 17-20 (Ex. 2). 

Example 2. Franz Schubert, "Das Wandern," measures 8-10 and 
16-20 of the vocal part. 

da* WHu.dern ist des Mul. lers Lust, das Wan. . dera, 

dun Wan - . dern, das Wan . . dern, das Wan. . dern, das Wan * . dern 

Liszt's Setting 

Liszt preserved the original key of B-flat major. He 

sets three strophes corresponding to verses one, three, and 

five of the poem. This can be discerned from the text that 

Liszt overlaid on music of his piano score. The first 

strophe is a resetting of Schubert's music adding the voice 

line to the accompaniment in the soprano. Strophe two moves 

closer to actual variation by merely suggesting the melodic 

outline in the first half of the song. He embellishes the 

melody with arpeggios, grace not6s, and broken octaves (Ex. 

3). The second half illustrates a very common transcription 

technique of Liszt's. He places the melody in the tenor 

register, to be played mostly with the left and right hand 

thumbs while the soprano and bass voices have harmonic 

filigree work (Ex. 4). 
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Example 3. Schubert-Liszt, "Das Wandern," measures 25-27 

\»»m Vlas-sor ha - b«*n wir's g**-lernt» vom 
Th»« w« - t»-r luti£4 ha* taught us this, The 

sew pre do!re grazioso. 

3 * 3 

# to. * 

Example 4, Schubert-Liszt, "Das Wandern, 11 nieasures 33—3 6 

hat nicht Hast bH 
know* no n̂f bv T«k und N.rhl, i,t stet» nut W«„ - der - 8,haft b„ . d„,-ht. da8 «r nip tit, In w.n-d'rinfr «l - »«y» takes ir . The 

A H 

P htfgero 

g H B S g s g j 

JTJI.'S -
f 8 i j 

Strophe five, corresponding to verse five, makes exten-

sive use of the inner voice, "thumbed" melody. The 

embellishments here are in the character of broken chords 

rather than the broken octaves of verse two (Ex. 5). The 

dynamic level of verse five rises to a forte at the words 

Meister und Frau Meisterin, lasst mich in Frieden weiter-

ziehen und wandern as if to emphasize the miller's impa-

tience to leave. Liszt concludes with an extended coda 
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Example 5. Schubert-Liszt, "Das Wandern," measures 45-48 

O Wan- d<?rn, Wnn-dorn, mei - ne Lust, o 
To wan - der l»r - ther I de - $lre, To 

yttfegamente 

put dohe 
camandiTla me twin ^ m 

based on the ritornello that begins each verse. The grad-

ually fading dynamic level of these repeated patterns aptly 

portrays the miller as he finally takes his leave. 

Godowsky's Setting 

Godowsky transposes the song to the brighter key of G 

major. The choice of key is not haphazard. Along with the 

opening indication leggiero, con umore, the tonality seems 

to underscore the miller's insouciance, in contrast to 

Liszt, Godowsky sets all five strophes. Each strophe re-

ceives a different treatment. The opening measures which 

serve as a bridge between each verse, are, for example, 

varied with each repetition. The first repetition of the 

bridge has added single grace notes. Verse one presents the 

melody with contrapuntal countermelodies that are Godowsky's 

trademark (Ex. 6). Verse two is displaced an octave higher. 
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Example 6. Schubert-Godowsky, "Das Wandern," measures 13-
16. 

ft 5 JD ^ 7 

'SSk (-*) SfiX («) 

At measure 35 Godowsky adheres to Schubert's original har-

mony, whereas in the corresponding measure (15, Ex. 6) in 

verse one, he emphasizes the V of V chord {Ex. 7). 

Example 7. Schubert-Godowsky, "Das Wandern," measures 34-36 

%s. ' 'Set Si.iSk & ^ 

The next appearance of the bridge has an added melodic 

figure in. the tenor. Verse three is the most complex yet. 

Godowsky achieves four independent melodies simultaneously 

(Ex. 8). The next repetition of the bridge has added grace 

notes, this time in the treble. Verse four presents the 

melody in the tenor in the manner of Liszt (Ex. 9). The 

left hand plays the melody while the right hand has added 



15 

Example 8. Schubert-Godowsky, "Das Wandern," measures 45-48, 

leggterisstmo sfP . . * 

• Sii* Sai * 

Example 9. Schubert-Godowsky, "Das Wandern/' measures 65-67. 

($&.) 

embellishments. At measure 73 Godowsky adds a rising 

ter-melody to the falling vocal line (Ex. 10). 

coun-

Example 10. Schubert-Godowsky, "Das Wandern," measures 73-
« J » 

Sa. * 
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The next bridge adds double grace notes with arpeggiated 

chords in the treble. Verse five weaves around the melody a 

flowing pattern of sixteenth-note triplets. Also in evi-

dence in measures 88 and 92 are chromatic inner voices 

(Ex. 11). 

Example 11. Schubert-Godowsky, "Das Wandern," measure 88. 

*£ai 

The final presentation of the bridge incorporates an ascend-

ing and descending chromatic sixteenth-note triplet figure 

in the tenor voice (Ex. 12). 

Example 12. Schubert-Godowsky, "Das Wandern," measures 102-
104. 

stnta rali, 
tci 5 

¥Tr*n fT-rT F r 

5k Sli % Sin 3a. $Si ' 
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"Liebesbotschaft" froim Schwanengesang 

Schubert's Setting 

Set in the key of G major, this song contains three 

melodies, giving it the form (a b c a). This is the last 

illustration of "brook music" in Schubert's Lieder.^ The 

opening 32nd-note figure represents the flowing of the brook 

and should evoke the calm, unhurried movement of the water 

(Ex. 13). 

Example 13. Franz Schubert, "Liebesbotschaft, measures 1-4. 

/ Ziemlich langsam. ^ 

Singstimme. 

Pianoforte. 

nspaga ngg 
1 P f l ™ ffR1 msrn ESS 

fj HJ# —H 
i& ii* 'J p 'Ji iji'i}\ 

1*^ 

The modulation in verse four is notable for its unusual 

progression from a minor to B major. At this point the text 

relates the lover's promise to return quickly. This is 

presumably the reason for the modulation. 

Liszt's Setting 

Liszt's setting adheres very closely to the original, 

adding very little variation. The first two melodies, begin-

ning at measure 6 and 18, are set in the tenor to be played 

by the thumbs (Ex. 14). The third melody, at measure 32, is 

11 
Ibid., 248. 
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Example 14. Schubert-Liszt, "Liebesbotschaft," measures 6, 
18. 

Ran - schendes Bach * lein, so 
(o g'li accompagnamenti semprc d< 

1 i 1 1 —T 
setnpre deiicato con gratia 

i 

1% All ill. re Bin • Aii m«re Ults - men im 

J- HI HIHI rri 
VP armonioso 

doles amorosamente 

JP: 

placed in the soprano, with the 32nd-note figures in the alto 

(Ex. 15). At measure 40 the left hand joins in the "brook" 

figure in the tenor. The restatement of the first melody is 

the most varied of all. The melody is played in octaves or 

tenths and arpeggiated chords. The "brook" figure has now 

descended to the bass, undulating in and around the melody 

(Ex. 16). 

Example 15. Schubert-Liszt, "Liebesbotschaft," measures 32-
33. 

fT\L H vdnto espresstvo 



19 

Example^16.^Schubert-Liszt, "Liebesbotschaft,» measures 51-

Ossia 
Neigt aiehdieSon . n« mit rat . li-ohemSehain 

non arpeggtando 
«*• * * * -k 

V dehcato 

B« . tali* siBraor . mtlni #fi . ^ 
5' * \ 5£-" 

is" i/JJ) 
armontoso 

i+t 

a ia i 

Godowsky's Setting 

Godowsky has doubled all the note values of the origin-

al, perhaps to facilitate reading. He has also chosen the 

key of F major, m the opening brook figure, a countermelo-

dy has been added in the tenor (Ex# 17) 

Example^17. Schubert-Godowsky, "Liebesbotschaft," measures 
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As in Liszt's version, the first melody is placed in the 

tenor and played mainly with the thumbs. The one-bar inter-

lude at measure 9 is altered rhythmically, and has a 

countermelody in contrary motion in the soprano (Ex. 18). 

Example 18. Schubert-Godowsky, "Liebesbotschaft," measures 
7—9 • 

jp *spr*ssivo 

J 'Lj " r - \ \ 

"Sfc 

hr W 

The interlude at measure 15 is notable for the tripling of 

the melodic motif (Ex. 19). 

Example 19. Schubert-Godowsky, "Liebesbotschaft," measure 
15. 
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The melody of the second section alternates between the alto 

and soprano resulting in a coloration that is continually 

varied. One prominent feature of Godowsky's transcription 

technique occurs here. The chromatic inner voices (e.g., 

measure 31 and following) add a coloring that is far removed 

from Schubert's initial intention, but one that is typical 

of Godowsky's rich timbral palette (Ex. 20). 

Example 20. Schubert-Godowsky, "Liebesbotschaft," measures 
31-32. 

"321 3a. 

The modulatory sequence that begins at measure 33 contains 

an added line in the tenor in the first half of the measure 

and a countermelody in the alto. The distant tonality of A 

major at measure 41 is emphasized in Godowsky's setting by 

being the most complex. The "brook" figure becomes almost 

linear, taking on the character of an independent voice. It 

weaves in and out of the bass line and the melody, which is 

in octaves in the soprano (Ex. 21). The tension of this 

complexity gradually dissolves to the level of the compara-

tively peaceful opening. Here the brook figure is broken 
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Example 21. Schubert-Godowsky, "Liebesbotschaft," measures 
41-42. 

* doieittimo (poco mono mas so) i ( 

V 

between the right and left hands. The dynamic level toward 

the end of this section rises to ff, in sharp contrast to 

Schubert's song and Liszt's transcription, which remain sub-

dued throughout. 

"Gute Nacht" from Die Winterreise 

Schubert's Setting 

"Gute Nacht" is a modified strophic song. The first 

two verses use the same music. Verse three presents some 

minor variations in the melody and accompaniment. Verse 

four shifts to the parallel major. "Gute Nacht" is another 

example of the Schubertian "wandering" song."^ it, however, 

stands in stark contrast to the ebullience of "Das Wandern." 

Here the protagonist, a jilted lover, embarks on a journey 

of uncertainty, full of depression and brooding. The open-

ing repetition of an unembellished d minor chord sets this 

12 . 
Fischer-Dieskau, Schubert's Songs: A Bioqraphical 

Study (New York: Knopf, 1977), 617 
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sombre mood with the utmost economy (Ex. 22). 

Example 22. Franz Schubert, "Gute Nacht," measures, 1-3, 

A Miissiy.iii jffliender Bewegung. 
Singstimme. 

Pianoforte. 

The modulation in measures 15 and 16 at the words Das Mad-

chen sprach von Liebe is a flashback to former happiness. 

The unexpected change of mode in the music of the last 

stanza enhances the change of mood in the poetry. However, 

the piece ends in the minor; the young man's future is again 

uncertain. 

Liszt's Setting 

Liszt's transcription of "Gute Nacht" generally follows 

Schubert's verse format. The one exception is that the 

music of the first verse is not repeated, resulting in three 

verses instead of four. The first verse is a literal tran-

scription of the original, incorporating the voice part into 

the accompaniment. The melody is doubled in octaves at the 

end of the first stanza. The second verse presents free 

embellishment of the melodic line. At the modulation to F 

major in measure 48 the appearance of a chromatic accompani-

ment figure is notable (Ex. 23). This treatment resembles 
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Example 23. Schubert-Liszt, "Gute Nacht," measures 48-50 

. T-

frttppn agtiutn 

Godowsky s style. Verse three, in D major, is a good exam-

ple of the "three-handed technique" that Liszt, along with 

Thalberg, often exploited. The melody in the middle is 

thumbed, while embellishment is carried on both above and 

below (Ex. 24). 

Example 24. Schubert-Liszt, "Gute Nacht," measures 72-74. 

rt-a. * +.7H 

I nini Ctirtftt 
PPP (i« /#• t.% .h imn 

('•ffatn Mrwpr 

3 5 M 

•' •• T.U.77HS. 

The end of this verse increases in both dynamic level and 

excitement (measures 90 to 100) and represents the climax of 

the transcription (Ex. 25). The mood then reverts to that 

of the opening, slowly descending and dissolving to a 

restatement of the opening melodic motif. 
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Example 25. Schubert-Liszt, "Gute Nacht," measures 90-93. 

i 
cmmta *tl» 

B S W 

Godowsky's Setting 

Godowsky's transcription has been transposed to e 

minor. It stands in great contrast to both Liszt and Schu-

bert. Whereas Liszt largely preserves the lean, sparse 

texture of the original, Godowsky chooses a very rich one. 

In almost every measure the harmony is filled in with added 

notes and non-harmonic tones. The result is a very dense 

texture, one that presents to the performer difficulties of 

balance and voicing. It is especially apparent in the last 

verse (measure 71 and following) where in the right hand 

the first five notes of the melody are given as four-note 

chords, while the left hand plays an arpeggio (Ex. 26). 

Example 26. Schubert-Godowsky, "Gute Nacht," measures 72-74. 

moito irtmfuillo 

mp 
doieittimo 
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Although further removed texturally, Godowsky has remained 

more faithful to the verse format by keeping the repeat sign 

at the end of verse one. Godowsky repeatedly displays his 

contrapuntal expertise in this transcription. Verse one has 

four independent lines throughout (Ex. 27) . 

Example 27. Schubert-Godowsky, "Gute Nacht," measures 10-14. 

• L U T 
3k 3k 

In measure 75 five lines can be found (Ex. 28). Although 

the intricacy of this setting is perhaps opposed to Schu-

bert' s intention, the richness and variety of timbre 

achieved by such interwoven counterpoint stands as a testa-

ment to Godowsky's mastery. 

Example 28. Schubert-Godowsky, "Gute Nacht," measure 75. 
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Godowsky, the Pianist 

To understand Godowsky as pianist, it is necessary to 

know something of his philosophy of piano-playing. Because 

he was largely self-taught he was not influenced by a 

particular school or manner of playing. Rather, in the 

process of solving the various pianistic problems; he began 

to develop his own system. 

Godowsky's temperament wwas well suited to such an 

endeavor. He possessed a superb intellect. This 

intellecutal acuity pervaded not only his approach to 

piano playing, but also his interpretation of music. He set 

the very highest standards for himself, demanding nothing 

less than absolute perfection in all aspects of music. 

By the mid 1890's, while teaching at Chicago Conserva-

tory, he had completed the codification of his system. 

Pedagogically, it is a hybrid system that combines aspects 

of two schools of piano playing: a) the finger school that 

relies almost exclusively on the action of the fingers; in 

this system the weight of the arm is eliminated as much as 

possible? b) the pendulum system that relies almost exclu-

sively on the weight of the arm. Godowsky called his system 

weight and relaxation. Some of the elements of this system 

are that the shoulder muscles are relaxed, the fingers 

support the freely hanging arm, atnd the weight of the arm is 

finely regulated according to the demands of the music. The 
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mind plays a key role, as it coordinates all the elements 

into a smoothly working whole. 

Godowsky's realization of this system in his own 

playing was startling. He was praised by all who heard him 

as having absolute control and an uncanny ability to play 

polyphonic music with the utmost clarity. Many conceded 

that his was, at least in the studio, the most perfect 

pianistic mechanism of the period. James Cooke described 

Godowsky's place among pianists in these words: 

Many of the most distinguished virtuosi I have 
known, including Paderewski, Rachmaninoff, Bauer, 
d'Albert, Gabrilowitsch, Hambourg, Sauer, and 
others, felt that Godowsky in his interpretations, 
in his tremendous technic, in his adherence to the 
composers' ideal and in his breadth of vision, 
ranked as one of the greatest masters of 
the piano since the days of Chopin and Liszt. 

Conclusion 

It is unfortunate that Godowsky's music should lie in 

desuetude. As a representative of the traditional line of 

development in piano music, his works deserve to be heard 

and analyzed. However, until the current renewal of inter-

est in romantic music and in the music of Liszt in 

particular, a widespread antipathy to the transcription 

genre in piano music has impeded a greater awareness, not 

only of Godowsky's music but also of that of many other 

13 
James Cooke, "The Genius of Leopold Godowsky," Etude, 

LXXI (April 1973), 26-29. 
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composers as well. But transcriptions do not necessarily 

have to be programmed as independent works. Another view of 

the transcription could place it in the context of a group. 

In this view the performer could participate, although mini-

mally, in the composition process by presenting a sort of 

theme and variations. The format of such an arrangement 

could begin with the original form of a piece, followed by a 

series of transcriptions of the same piece by different 

composers. By so doing the performer can exercise his 

creativity in the juxtaposition of such pieces and at the 

same time bring lesser known music to the attention of 

the public. 
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