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CHAPTER I
INTRODUCTION

This study of Franz Liszt presents the Hungarlan master
as a figure of conflicting forces, a sort of Dr. Jekyl and
Mr. Hyde of music. In other words, Liszt was a dual psrson-~
allty. He used to say he was half-Zlgeunmer, half-Francliscan.
Others classified him as half-saint, half-charlatan, half-
priest, half-eircus rider. In a letter to Brendel, whose

articles were published in the Neue Zeltschrift fur Musik,

Liszt wrote:

This much is certain, that few men have had
to labor at the wearisome task of self-eorrection
as I have, for the process of my intellectual
development has been, if not impeded, at all events
made considerably more difficult by reason of a
multiplicity of occurrences. Some twenty years
ago a gifted men sald to me, not inaptly, "You
really have to deal with three men in you who run
counter to each other--the convivial man of the
salons, the virtuoso, and the thoughtful creative
artist. If you ever menage to come to terms with
one of them, you will be able to congratulate
yourself on your luck." (Letter of 7th September,
1863 in L. Z. B., II, 50, 51).1

His entire life and work reflect this situation.

In this study of his character and his work, tremendous
admiration for his great genius should not cloud Judgment of
his art, which is not always free of faults. The sensa-
tionalism, the virtuosity for effect alone, the hollow

lgpnest Neumen, The Man Liszt (New York, 1935), pp. 8-9.
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filigree are often present. But there is alsoc the living
flame of inspiration, the remarkable innovations, ths unde-
niable power and beauty which can only be the product of a
brilliant, creative mind. To ignore this, is to fail to see
the forest for the trees.

In this study of Liszt's major plano works, it will be-
come evident that several factors were vital in the ultimate
realization of these works. The succession of environments
in which he lived, his constant contact with the other lead-
ing composers, performers, and writers of the ninsteenth
century, the spiritual forces which combined to affect
desply the character of many of his achievements, and the
peculiar qualities of the Romantic Age which wers reflected
in the extrsordinary circumstances of his personal life--
thess are the forces which molded the creative genius of
Liszt and which are discussed in Chapter II.

Chapter III is devoted to an analysis of two of Liszt's
definitive plano compositions~--the Sonata in B minor and the
Transcendental Etudes.

Chapter IV contains a short history of piano muslc pre-
ceding the time of Llazt.

The final chapter presents the general conclusions made

evident by the information previously consldered.



CHAPTER II

LIS2T: THE PRIMARY FORCES THAT
MOLDED HIS LIFE AND MUSIC

Liszt: The Prodigy

The conflicting forces prevalent in Liszt's carser
existed even in the place of his blrth, Raiding, Hungary.
This village was near to the culture and elegance of Vienna,
yot on the borders of the dominions of the Turk, the exotic
and savage land of the gypsies.

Iiszt's father, Adam Liszt, was a land-steward for the
Esterhﬁzys, the famous patrons of the arts., A noble tradi-
tion surrounds this family, who hed employed Franz Joseph
Haydn (1732-1809) as a court composer for thirty years. Dur-
ing his resldence there, the court was flooded with music--
daily concerts with either German or Italian operas on
alternating nights. By 1811, the year of Franz Liszt's
birth, the Esterhézys had become the patrons of Johann
Hummel (1778-1837) end Maria ILuigi Cherubini (1760-1842).
Adam Liszt was a Magyar, and his own family were of noble
origin. Adam's wife was Anna Lager or Laager, a native of
Lower Austria, with some German blood.

Franz grew up in music. As a child he must have heard
the native shepherd songs played on pipes and violins, end
the gypsy Tzlganea. His father played the violin and guitar,

S



snd could remember Haydn at Eisenstadt, the location of one
of the great Esterhémy houses. Also, he knew Hummel and
Cherubini.

Franz was most precocious as a child, and studied piano
with his father. At the age of nine, he appeared in concerts,
creating a sensation with his playing of a concerto by Ferdi-
nend Ries (1784-1838), and improvisations on well-known
themes. Adem lost no time in presenting his prodigy to the
court at Eisenstadt. The princeas was so impressed with the
youngster that she gave him the great Haydn's "name-book"
which contained the signatures of all the illustrious com-
posers and musicians the master had met in hils travels and
at home. To receive such a gift was a great honor for the
young Franz, who proceeded to lose the present almost imme-
dlately.

A concert was soon arranged at another‘Esterhazy palace,
this one in Pressburg. It was so successful that a committee
was set up and a subscription, headed by Counts Apponyl,
Szopary, and Erdody, guarantesed to the young Liszt the sum
of six hundred Austrian gulden a year for six years. Thus
relieved of financlial care, Adam moved his family to Vienna,
the better to launch a career for his young son.

A review of the first decade of Franz Liszt's life (18l11-
1821) reveals the curious extremes which existed in his en-
vironment. His early childhood was peaceful amid pastoral,
tranquil surroundings, yet all the world rocked with the chsaos



of war. His musical experiences embraced both the undiseci-
plined, exotic, native songs, and the elegant culture of
Hummel and Cherubini. The glamour of the courts contrasted
sharply with the drabness of his humble home just a short
distance away from the palace. The superficlal adulation he
received at the royal concerts differed greatly from the
sincere devotlon of his parents. This constant shift of
environment had an effect throughout his life, both on his
personal history and on his musiec.

In his book, Liszt, Sacheverell Sitwell comments on
these early years as follows:

Though he left Hungary in his tenth year, and
did not return to it till he was thirty, his early
environment had profound effects upon him. He was
no Viennese. He had the fire and brilliance, the
impetuosity and extravagance of his surroundings
and of the persons whom he heard of, or knew in his
infency. He had the manners and fine bearing of a
Court. If thers was something a little unreal about
him, we must lay it to the credit of his environment.
Those parts of him that suggested chlcanery, and the
wiles of the charlatan, were no more than the true
proof of the pecullar circumstences in which he was
born. In everything he was rare and phenomenal and
showed the strange aurraund%ngs, the charged atmos-
phere in which he was bred.

In contrast to this, hls native countryside waa:

. . . 8n endless plain, low-lying, and broken with
lakes and marshes. It had nothing, and left every-
thing to the imagination. Its only colour was in
the clothes of the people, in the Gypsles and thelr
music, and in the ceremenies of the Church. Liszt
never forgot any of these things and gheir effects
lasted with him all through his life.

lsacheverell Sitwell, Liszt (New York, 1965), pp. 7-8.
21p1d., p. 8.



In Vienna (1821-1823), Liszt was taken to study with
the famous pedagogue and pianist, Carl Czerny (1791-18857).
At the first lesson Adam Liszt had expected Franz to do his
usual virtuosic feats with the Ries Concerto. Instead, he
chose to play the Beethoven A flat Sonata, Op. 26. He had
grown to heve an obseaslion for Beethoven; and, in Czerny, he
found a master who shared his worshlp of the great composer.
Czerny became so impressed by Liszt's obvious gifts that he
did not accept pay.

Every evening Franz went to see his master who
found it a joy to make Putzi (as he called him)
practice, and often the lessons lasted for two or
three hours. But things did not always go well,
Able as he was to read anything at sight, Putzi
grew impatient over the minutiae that were his
master's passion. But Czerny was an admirable
monitor eand showed himself inflexible; nothing
that concerned execution was detall for him.

« « o Franz did not need to be taught as an artist--
e thing that cannot be taught; it was the humbler
duty of shaping the prodigious little hand to the
impossible. It was fog the sake of the soul that
Czerny was implacable.®

Liszt studied composition and harmony with Antonlo
Salieri (1750-1825), the last teacher of Beethoven. Salleri
insisted on correct harmonizations and the reading, analysis,
and playing from scores of instrumental music and operas.
Liszt's already maervelous ablility to invent variations on
given themes was further developed. At the age of eleven,

TLiszt contributed an Etude in C flat which was published 1ln
a collection of fifty variations on Diasbelli's Waltz by

SGuy De Pourtalés, Franz Liszt (New York, 1926), p. 12.



% Liszt's wes Waltz No. 24. After a year-

various composers.
and-a-half of study he was presented in concert in December,
1822, He played Hummel's Concerto in A minor and a Fantasia
of hls own on the Andante movement in Beethoven's Symphony
In C minor. This concert was s triumph. One critic remarked
in his paper, "Est deus in nobis."S

Liszt lived for two years in Vienna. Here he met Beet-
hoven. Sitwell states that it 1s doubtful that Beethoven
embraced Liszt in public concert as legend would have it.
However, there is no doubt that he did know Beethoven.

On April 13, 1823, the boy Franz ILiszt, who

was studying with Carl Czerny and had made his first

public appearance on the first day of the year, gave

a concert in the small ridotto room. Together with

hils father, he had been presented to Beethoven by

Schindler, but had not been received with any special

marks of friendliness.
Regardless of how the event ocecurred, this was the consum-
mation of Liszt's career up to this point. At the age of

twelve he was already a sensational pilanist. MNoreover,

4"anton Diabelll, head of the music-publishing house of
Diabelll and Co., having composed a waltz, conceived the idea
of having varlations written on its melody by a large group
of the popular composers of the day. Beethoven was among
those who received the invitation, but mindful of his experi-
ences in 1808, when he contributed a setting of 'In questa
tombe' to a simllar conglomeration, he declared that he would
never do so again." Alexander Wheelock Thayer, Ludwig van
Beethoven, III (New York, 1934), 127.

He did not like the tune, calling it a "Schusterfleck."
A Schusterfleck 1s a cobble or cobbles patch, in German
musical fermiﬁology 8 tune made up of repetitions on differ-
ent degrees of the scale of a single figure or motive.

5De Pourtalss, op. eit., p. 13.

Srheyer, op. cit., p. 124.



he also had the innate musiclanship to appreciate the music
of Beethoven.

The next step was Paris., Adem and Franz arrlived at this
city on December 11, 1823. The journey from Vienna had been
a profitable one. Concerts in Munich, Stuttgart, and Stras-
bourg haed been received with the usual applause and amazement.
At Munich, the art capital of Bavaria, he was halled as
another Mogart. His playing was said to be the equal of that
of Hunmel and Hosebeles.v He extemporized, as was then the

custom, using a theme of Molique8

and combining it with "God
Save the King." At Stuttgart, a critic praised his knowledge
of counterpoint and fugue in his "Free Fantasia" (i.e.,
improvisation).

Adam had hoped that upon their arrival in Parls, Franz
would be allowed to study at the Conservatory. This was not
to be. Even though armed with a letter from Prince Metter~
nich, Franz was denied admittance by Cherubini, who was deter-
mined to stand by ths "regulation" that no foreigner could be
admitted to the Conservatory. Desplte this temporary set-

back, his musical studles continued. He was taught privately

VIgnaz Moscheles (1794-1870) was a piano virtuoso,
teacher, and composer. His own playing was regerded as un-
surpassed in the classic school. "Ignaz Moscheles," The
International Cyclopedia of Music and Musiclans (New York,
1949), p. 1L177.

BWilhslm.Molique (1802-1869) was a violinist and composer
who studied under Spohr. He toured Germany as a violinist
with great success. Ibid., p. 1160.



by the famous musical theorist, Anton Relcha (1770-1836), a
pupil of Michael Haydn (1737-1806), and by Ferdinando Paer
(1771~1839), who was then a popular opera-composer. In Liszt's
daily practice routine he was required to play after every
meal twelve fugues of Bach, transposed into all the twenty-
four keys. His career as virtuoso also continued unabated.
Letters of introduction from the nobles of Hungary and Austria
gained him admittance to the salons of the French nobility
where he performed to tremendous acclaim. He became, at the
age of thirteen, one of the musical stars of Parils, along
with Giloacehino Rossini (1792-1868), Moscheles, De Bériot,g
and Herz.'C He was known as the "Petit Litz" /VSic'7. Fi-
nally, on March 8, 1824, he made a public appearance at the
Itelian Opera House with orchestra. He played the Hummel Con-
certo from memory. In order that the audlence might see his
hands, the piano was placed so that the keyboard was slanted
obliquely toward the hall. These were innovations that have
affected the presentation of piano concerts to this day.

The piano maker, Sebastien Erard, becams extremely
interested in the boy and took him to London. On June 21,
1824, Franz played a concert at the New Argyle Room before
an audlence that included Muzio Clementi (L752-1832) and

9charles Auguste De Bériot (1802-1870) was a celebrated
violinist. Ibid., p. 172.

10peinrich Herz (1806-1888) was a noted piano virtuoso
of the classic school. "Helnrich Herz," Groves Dictionary
of Music and Musicisns, II (New York, 1948}, 620.
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Johann Cramer (1771-1858). Liszt, as usual, extemporized on
themes called out from the sudience. One theme was "Zitti-
Zitti" from Rossini's Cenerentola. ILiszt immedietely con-

structed a fugue on this theme. The Harmonlicon of June, 1824,

comments thus:
His extemporansous performances are the most
remarkeble. He improvises with the fancy and
method of a deliberating composer, and with t
correctness of an experienced contrapuntalilst.
The young planist was presented to the Court of CGeorge IV,
and he earned the favour‘of the king. He toured England and
the French Provinces.
On returning to Parls, an operetta he had composed, en-

titled Don Sanche, based on the libretto Le Chateau de l'Amour,

was performed smid the usual éclat. The scores of this end
other early works have disappesred. Among the products of
these early Paris yesrs which have survived but are now out

of print are: (1) Impromptu on Themes by Rossini end

Spontini, Op. 3 (1824), (2) Allegro di Bravoura, Op. 4
(printed 1824), and (3) Etudes (Op. 1), printed 1826. The
Improwptu is a pot-pourrl written in a lyrlcal style. The
Etudes are the most 1mportaﬁt, for out of these small sketches

grew the twelve ﬁtudes d'ﬁxecutimn Transcendante, the cul-

mination of all plsno studies. Liszt continued to appear in
numerous recitals and resumed his study of the various poly-

phonic forms under Relchsa.

llgerbert Westerby, Liszt, Composer, and His Pieno Works
(London, 1936), p. 13.
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On & third tour to Englend he was heard in a concert by
Moscheles, who wrote in his diary concerning this event as
follows: ". . . a8 to his playing, it surpasses ln power
and mastery of difficulties everything I have heard."1%

Liszt began to show the effects of this constant activ-
ity. He was ordered by physiclans to retire to the sea baths
at Boulogne to recover his health. While there, on August 27,
1827, his father died of typhoid fever. Adem's last words
to Franz were: "I fear for you the women."'® Franz was now
only sixteen. With great composure he agreed to pay all his
father's debts. He returned to Paris and sent for hls mother
to join him.

It had been six years since Liszt's arrival in Vienna.
He had played innumerable concerts in Englend eand on the Con-
tinent. He was the darling of the salons. His virtuosity
was everywhere admired. In fact, 1t was this aspect of his
art that wes in greatest demand. Had Liszt ventured to play
the Beethoven A flat Sonate for the dilletantes of the French
Court, he would herdly have received the adulation that was
forthcoming when he extemporized on given themes or flashed
through the Hummel A minor Concerto. This was the kind of
playing they demended, and since his incredible natural
gifts could present such virtuosity, it is little wonder that

1213naz Moscheles, Recent Music and Musicians (New York,
1873), p. 94.

L 1347 crains pour toi les femmes." Sitwell, op. cit.,
p. 14.
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virtuosity beceme such a major factor in Liszt's artistic
development. This virtuosity was to function as a dual agent
in the music of Liszt, as so many other of the events and
environments sround his life also functioned. It would be
both a help end & hindrsnce to the completion of his musical
1deal, as will be seen in this study of hls plano music. 1In
these six years he had studled with Czerny, Relcha, and Paer,
and had met the principal virtuosos and composers of the day.

Paris: Devil and Salnt

Now at sixteen, & number of new forces began to shade
Liszt's life. He passed through a religious phase, he wes
precticing ten hours a day, he was teaching, and he fell in
love.

The object of his affection was Caroline de Saint-Crileq,
a sixteen-year-old girl who was his pupil at the time. Soon
after the affair had begun, her mother died. She gave thelr
romence her blessing before pessing aewey. However, Caroline's
father (who was the minister of commerce and industry to
Cherles X), did not feel so gently toward the young Liszt,
and, upon finding that the pianc lessons were being prolonged
past midnight, forbade Franz to see her again. Franz was
completely crushed, and for many months was actually 111. He
was not only a product of the Romantic Era, but was one of
its most ardent adherents and participants. After exheausting
himself at the keyboard, he would plunge passionately into

the most romentic novels of the day. He responded, as a Goethe
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hero might have, to the tragic end, as it seemed to him, of
a parsdise on earth. It 1s quite possible that during this
period he had a cateleptic seizure. It is known that he had
experienced such an attack in his childhood in Hungary. At
eny rete, it was reported that he had died. Etoile printed
his obituary, and a print of him wes on sale with the title:
"Pranz Liszt born, Railding, 1811; dled, Paris, 1828,"14
Over-drematic as this all may seem, Liszt never forgot this
first love. Years later, in 1844, after breaking with Madame
d'Agoult, he paid & visit to Pau to see Caroline, who was now
Mademe d'Artigeux. While there he wrote & melody for her,
based on two folk-tunes of Bearn, her native province, Farl-

bolo Pastour, and Chanson du Bearn. Still later, in 1860,

while at Weimar, just before taking the Holy Orders, he
wrote his will eand left instructions that she was to receive
a jewel mounted as & ring.

He now played few concerts, retiring inte a life of
monkish asceticism. He toyed with Saint-Simonlsm; thought
of becoming a religious recluse.15 He composed very little.
The only work published in 1829 was & Fantasia upon the Tyro-
lienne in La Fiancés, an opera by Daniel Auber (1782-1871).

141p14., p. 15.

16vphe school of Saint-Simon insists strongly on the
cleims of merit; they advocate & sociel hlerarchy in which
each man shall be placed accordin§ to his eapacit¥ and re-
warded according to his works." "Saint-Simonism," Encyclo-
pedis Britennica, 14th ed., S. V., XIX (Chicago, 1951), 858,
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Gradually religion began to shrink in importence to
Liszt, and the revolution (July, 1830) began to take over hils
thoughte, Beethoven was still his musical hero, but Willlem
Tell, the Swiss enemy of the oppressor, became hils spiritual
hero. At the same time he was especially impressed by the
doctrine of the Abbé de Lamennais whose teaching was, "Art is
in man what creative power is in God.“16 His belief in this
creed saved him from utter negation in his revolt against
soclety. Once again the character of Liszt wes belng molded
by his environment. Another factor that tended to distract
him from the revolution was his new friendship with three
fabulous musical personalities: Berlloz, Chopin, and Paga-
nini, Liszt heard the legendary Pagenini at a eoncert in
Paris in March, 1831, This weird figure, almost dlabollcal
in his technical mastery, who deliberately shrouded himself
in mystery, caught Liszt's fancy as no other performer had
ever been able to do. As planist, Liszt wes already the
acknowledged master. His technique was unsurpassed. But
this fantastic wizard of the violln performed feats Liszt had
never dreamed of . Now he determined to dupllcate them on the
piano. From this determination grew hls six Grandes études

de Paganinl, inspired by Pageninl's Twenty-four Caprices.

There was another aspect of Paganini's genius other than

sheer technique which profoundly influenced Liszt. This was

16Westerby, op. cit., p. 19.
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his ability to conjure en atmosphere of evil in his music.
Sitwell says that this feeling can best be deacribed by the
Ttalian word terribilite implying an art of terror and melo-

drame.. This espect of Paganini's music 1s responsible for
8 very important part of Liszt's creative output. All of
his "Mephisto"-inspired works may be put in this class: the
Faust Symphony, the "Sonate: d'apres une lecture de Dante,"
the Totentanz, and the Mephlsto-Waltzes.

In a letter tc one of his pupils at this time, Franz
Wolf, Liszt wrote:

My mind endi my fingers are working like two lost
souls: Homer, the Bible, Plato, Locke, Byron, Hugo,
Lamartine, Chateaubrisnd, Beethoven, Bach, Humme 1,
Mozart, Weber, are all about me. I study them, medl-
tate on them, devour them furiously. In eddition, I
work four or five hours at exercises (thirds, sixths,
octaves, tremolos, repeated notes, cadenzas, etc.).
Ah, if only I don't go mad you will find me an artist.
Yes, the kind of aertist you asked for, the kind of
artist that 1s needed todey. "I too am a painter!"
exclaimed Michael Angelo the first time he sew a
mesterplece. . . . Though small and poor your friend
has never ceased to repeat those words of that great
man since Paganini's last concert.

This wes the period immediately followlng Beethoven's
death (1827). Franz came out of his relative retirement of
two years to give three all-Beethoven recitals devoted to
the sonatas and concertos. They were not very succesaful.
He was criticized for programs that were "padly chosen." The
musicel connoisseurs of Paris called Beethoven a berbarian.

Cherubini said, "He mskes me sneeze."l® Liszt's admiration

17pe Pourteles, op. cit., p. 34.
181p14., p. 35.
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of Beethoven never ceased. He was gradually preparing his
piano scores of the nine symphonies (not completed until
many yeers later). All the piano sonatas were in his reper-
toire by 1832. Liszt frequently played the Beethoven sonatas
for Berlioz. Concerning the public reaction to Beethoven's
muslc at this time, Sitwell writes,

e o o« The inclusion of Beethoven's neme on the

programme of a recital was a dangerous act, for

the public wished to be pleased or astonished,

and the sonatas of Beethoven were altogether

too serious for them.l9

Liszt had the courage to live up to hils conviections.
There were very few at thils time who possessed the insight
of Liszt in regard to the true greatness of Beethoven. With
his meeting of Berlioz in 1831, and their ensuing friendship,
Liszt embarked on a new and important aspect of hls career.

This was the art of transeription for plano of operss and

orchestral works. He was overwhelmed by Berlioz's Symphonle

Return to Life. These works revealed to him the possiblli-
ties of a "fixed idea" or leitmotiv, endlessly modulated.
Also, 1t awakened his interest in descriptive music. Berli-
oz's flalr for colour, his freedom of form, and passion for
the grandlose all left a deep impression on Liszt.

In studying his transeriptions, it is ilmportant to real-
ize that they are divided into two types: (1) the partitions

19s1twell, op. cit., p. 27.
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de piano, which are practically straight transcriptions from
one medium to another, and (2) the "fantasies," which are
original works based on other composers' themes. The plano
transcription of Berlioz's Symphonie Fantastique is a per-
tition de piano. ILiszt has not simply arranged the notes

for plano, but has recast the texture 1n such a way as to
make the piano give an orchestral effect. Liszt was twenty-
two yeers old when he completed this extraordinary production
of his skill. His technique was now phenomenal. When it 1s
remembered that during the last century the Symphonie Fan-
tastique was performed by orchestre perhaps once in flve
years, the importance of Liszt's transcription and the numer-
ous times he performed it is clearly understood. Otherwise,
this revolutionary music would have been virtually unheard.

Liszt also wrote a short piano plece, L'Idée Fixe, Andante

Amoroso on the main theme of the Symphony, and he tran-
seribed Berlioz's overture, Les Francs-Jugues. In 1834 he

wrote a Grende Fantasie Symphonique on themes from lLelio

for piano and orchestra, and in 1836 he also transcribed

Harold in Italy and the King Lear Overture.

Meanwhile, Liszt had met Chopin, George Sand, end the
Countess d'Agoult. Chopin hed arrived from Poland in 1831.
He was a yeer older than Liszt. His quiet, refined, re-
strained personality was in direct contrast to that of the
flamboyant virtuoso. Sitwell writes of Chopin,
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This great artist had come from the same

landscape as Liszt, for the difference between

Poland and Hungary 1s only that Hungary lies more

to the South. The inhabitants are Magyars and

not Slavs, but both churches belong to the Church

of Rome, and the conditions of life are the same.

Both countries are alike also in that they have

no middle class, so that it was impossible for

Poland to produce burgher-musicians of the type

of Bach or Brahms. Instead, they would be drawn 20

naturally into the salons of the rich aristocrats.
Both Liszt and Chopin were romantics, but there were great
differences between them. Chopin was extremely withdrawn,
his music personal almost without compare; he loved no com-
poser but Mozart. Liszt, on the other hand, embraced with
the greatest enthusiasm almost every artist with whom he
came in contact. Despite Schumann's great admiration for
Chopin, Chopin never showed any interest in Schumann's musiec.
Liszt, however, immediately recognized the unusual gifts of
Schumann: in fact, it was perhaps dangerous for him to be so
receptive to the musiec of other men; hils creative mind was
sometimes smothered by so many new ldeas, leaving little that
could be expressed of his own inspiration. This, plus his
phenomenal technique, threatened to make him nothing but a
virtuoso pianist.

There can be no doubt that Liszt and Chopin, both gen-
iuses, influenced each other very deeply in regard to their
respective compositions. In his preface to the Schirmer

edition of the Chopin Etudes, James Huneker writes:

201pid., pp. 23-24.
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With the present editlion an attempt has heen
mede to establish a tradition at second-hand. True
the man from whom this tradition 1s derived was not
merely by far the most renowned pianist of the last
century . . . but also enjoyed while & youth of
nearly the same age as Chopin, such intimate intel-
lectual Intercourse with him that in Paris, in the
early thirtles, they were called the Dioscuri. The
Etudes of Op. 10 are dedicated to Liszt, and the
two friends discussed every detail most thoroughly
before surrendering the booklet to the printer, as
Liszt frequently related. Thus it 1s only natural
that Liszt should have been the first to introduce
Chopin's name to the BEuropean public on his concert
tours.

Chopin, in a letter to a friend, writesa:
I write to you without knowing whet my pen

is scribbling, because at this moment Liszt ias

playing my etudes, and transporting me out of my

respectable thoughts. I should like to steal

from him the way to play my own études.22

Chopln definitely gained by his acquaintance with
Liszt's bigger style., The F minor and C minor Etudes in the
Op. 10 reflect the dramae and heroic appeal of Liszt, and
more especially the B minor (octave), the A minor and C
minor Etudes in Op. 25. Also, the C sharp minor Etude from
Op. 26 has the chromaticism and deep emotion of Liszt.

It was at this time that Liszt met Madame d'Agoult at
a musical party in Paris. The guests included Berlioz,
Chopin, Rossini, Meyerbeer, the poets Heine and Mickiewiecsz,

and the painter Delacroix. From this first meeting developed

21 yames Huneker, "Preface," Chopin's Etudes, XXXIII
(New York, 19168), 1.

lvizﬂenryk Opienski, Chopin's Letters (New York, 1931),
p. .
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an affair that lasted for ten years. Madame Marie d'Agoult
(vorn Marie Catherine Sophle de Flavigny) was the wife of
Count Charles d'Agoult, twenty years her senlor. Despite her
station in soclety (far above that of Liszt) and her two
children, she fell deeply in love with Franz. She had a
brilliant, active mind and was bored with the frills and chit-
chat that was prevalent in her husband's circle. Liszt was
very handsome, and she found him irresistible. The Liszt-
d'Agoult relationship caused such a scandal and furor that
it became neceasary for them to leave Paris. Since the
purpose of this paper is primarily to make a study of Liaszt's
music and the various environmental forces that were Ilnvolved
in its creation, it is impossible to elaborate on the romance
of this pair, regardless of its importance. It is true that
by causing Franz to leave Paris Madame d'Agoult gave him the
peace snd quiet that were necessary for his serlious compo-
sition. Wagner wrote concerning Liszt's eternal dilemma:
Were he no famous man or rather, head not

people made him famous, he could and would be

a free artist, a little god, instead of belng

the slave of the most fatuous of publiecs, the

public of the virtuoso. This public asks from

him, at all costs, wonders and foollsh tricks;

he gives it what it wants.23
Madame d'Agoult (later known as the writer Danilel Stern)
wanted a lover to release her from the monotony of her mar-

ried life. Liszt was eager for the chance to give up virtu-

osity and embark on a career as a composer. Their love achieved

23R1ichard Wagner, Prose Works, VIII (London, 1899), 137.
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these aims, no matter how disillusioned they were to become
in later years. Liszt was the father of three children by
Madame d'Agoult: Blandine, Daniel, and Cosima. Cosima later
beceme the wife of Von Bilow, and still later, the wife of
Richard Wagner. Liszt and Mademe d'Agoult mede a final
separation in 1844, largely because of his many escapades

with other women.

The Years of Pilgrimage

When Liszt and the Countess left Paris, thsir‘destina-
tion was Switzerland. In Geneva he found the incentive for
his first really creative compositions, the Album d'un
Voyageur (now out of print). The most important of these
were later to appear in the gggégg,gg Pélerinage. They ere:
(1) "Au Lac de Wallenstadt," (2) "Au Bord d'une Source,"

(3) "Les Cloches de Gen‘eve,“ (4) "Chapslle de Guillaume
Tell," and (5) "Vallee d'Obermann."”

Liszt's two-year sojourn in Switzerland was interrupted
when he returned to Paris to answer the challenge of the
pianist, Sigismond Thalberg (1812-1871), by giving a series
of recitals that have become legendary. Liszt was still the
champion. From Switzerland Liszt and Mademe d'Agoult moved
on to the Italian lakes. He commenced work on the "Italian

Album," and begen to revise the youthful exerclaes which he
had first written in Paris, and which were now to become the

Etudes d'éxecution transcendante. He played at Rossini's
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Soirees and transcribed the Overture to Willliam Tell, and
later on, the Stabat Mater and Charitd .24

In 1838 Liszt journeyed to Vienna for the purpose of giv-
ing benefit concerts to ald flood-ridden Hungary. Besides the
classles, Weber and Chopin, Liszt played some fourteen of his
transcriptions and three original works--Etude No. 2 in A

minor, Chromatic Galop, and the Hexameron.2® As a result of

Liszt's playing of Scarlatti's "Cat's Fugue," a movement was
started to revive interest in the old master, and Czerny
prepared an edition of Secarlatti's works. Also, while in
Vienna, Liszt beautifully trenscribed twelve of Schubert's
songs, thus doing much to gain them popularity. Liszt tran-
scriptions of twelve Schubert Lieder (1838) were: (1) "Sei
mir gegrusst," (2) "Auf dem Wesser zu singen," (3) "Du bist
die Ruh," (4) "Erikonig," (5) "Meeresstille," (6) "Die junge
Nonne," (7) "Frmihlingsglaube," (8) "Gretchen am Sprinnrade,"
(9) "Standchen" (Hark! Hark!), (10) "Rastlose Lisebe," (11)
"Der Wanderer," and (12) "Ave Maria." Other Schubert compo-
sitions transcribed by Liszt were selected plano waltzes

entitled Soirée de Vienns. Later transcription of Schubert

songs included: Four Sacred Songs, Six Songs including "The

24“La Fol, 1' Esperance, La Charite": A plece of sacred
music written by Rossini in 1844. "Ignaz Moscheles," The
International Cyclopedia of Music and Musiciana (New York,

» P. 1583.

zs“The Hexameron was & set of variations by various com-
posers upon the March from Bellinl's Puritani. Liszt wrote
the introduction, the connecting links and the finale."
Sitwell, op. cit., p. 84.
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Trout," The Millers Songs (six), Swan Songs (fourteen), and

The Winter Journey (ten songs).

A visit to Rome caused Liszt to experiment with the
blending together of the two arts, palnting and music. He
was influenced by the entique and art assoclations of the
ancient world capitol. Two products of this influence were
"Sposalizio," suggested by Raphael's pleture of that title,
and "Il Penseroso," inspired by the Michael Angelo statue in
the Medicl Chapel at Florence. Liszt attempted in these
works to interpret the mood or emotion he experienced upon
viewing these two works of art. These became the first two
pieces in the second volume of the Années de Pélerinage.

The full set of compositions in this collection are: (1)
"Sposalizio," (2) "Il Penseroso," (3) "Canzonetta di Salvator
Rosa," (4, 5, 6) "Tre Sonetti di Petrarca," (7) "Fantalsle,
quasl Sonate; d'apréa une lecture de Dante." Venezia e
Napoli: (8) "Gondoliera," (9) "Canzone," and (10) "Taran-
tella."

In October, 1839, Liszt left Madame d'Agoult in Italy
and began a concert tour that was to carry him all over
Europe, and was to cover a period of seven years. He needed
the money to support their five children (two were by her
marriage to the Count d'Agoult). Also, there can be little
doubt thet Liszt reveled in the fame and glamour of public

performance.
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In Germany, when performing in Lelpzig, Liszt met
Henﬂelaaohnzs and Schumenn, and the three men became close
friends. Liszt played Schumann's Carnaval in Leipzig.
Schumann wrote to Clara Wieck to say that hearing Liszt play

.« « was the greatest artistic experlence of his
lifetime Liszt would play Schumann's Sonata to

him, or his Fantasies, or the Novelettes, and he

10he had mover heara it bafore oo
Liszt's concerts in England were not successful. The Eng-
lish were outraged by the d'Agoult affair, and refused to be
swayed by his planism. Liszt's tours on the continent were
nothing short of triumphant. He played in Seville, in Lis-
bon, in Copenhagen, all over Russia and Poland, at Jassy in
Moldavia, and at Constentinople. There was little time for
composition during these hectic, breathtaking years. One of
his finest achievements was the piano version of six organ

preludes and fugues of Bach. These transcriptions were as

26". « o Liszt, on the other hand, poasesses a certain
suppleness and differentiation in his fingering, as well as
a thoroughly musical feeling that cannot be equaled. In a
word, I have heard no performer whose musical perceptions
extend to the very tips of his fingers and emanate directly
from them as Liszt's do." From a letter to his mother dated
March 30, 1840, Leipzig. Fellx Mendelssohn, Letters (New
York, 1945), p. 289.

" « . What you say of Liszt's harmonles is depressing.

I had seen the work before, and put it away with indifference
because 1t simply seemed very stupld to me; but if that sort
of stuff is noticed and even admired, it is really provoking.
But 1s that the case? I cannot believe that impartial people
can take pleasure in discords or be in any way interested in
them." From a letter to Ignaz Moscheles dated Mareh 25, 1835,
Dusseldorf. Ibid., p. 245.

2731twe1l, op. cit., p. 92.
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follows: (1) A minor, (2) C major (4-4), (3) C minor, (4)
C mejor (9-8), (5) E minor, and (6) B minor. This brought
about the beginning of the revival of Bach. The credit for
the starting of the Bach-Gesellschaft belongs almost solely

to Liszt and Mendelssohn. Liszt's pupil, Felix Welngartner,
writes,

Bach and Beethoven were his idols. Some-
times, after some newer music had been heard, he
would open a volume of Bach, ask one of his pupils
to play from it, and with peculisrly radiant mien,
say, "Now let's get washed!"<8

Liszt also created during this period many fantesies drama-

tiques based on operas by Mozart (Don Juen), Bellini, Rossini,
Donizetti, Meyerbeer, and Verdl.

Now, after seven years of ceaseless, exhausting travel,
of countless energy-draining concerts, Franz was tired. At
thirty-six he realized he had achieved the ultimate as a
planist. He wanted to turn his back on the past. He wanted
to compose. He was offered a contract binding him to glve
his services every year for three months, as conductor and
muslical director to the Grand-Ducal Court in Welmar. He
sccepted at once. Due to certaln concert commitments, he
could not take over his new dutles until 1844, This was salso
the year he made the final break with Madame d'Agoult. He
continued to concertlize until 1847, when he made his final
tours 1n Russia. At Kiev he was heard by the wealthy Princess

28re11x von Weingartner, "Franz Liszt, as Man and
Artist," The Musical Querterly, No. 3, XXII (July, 1936), 257.




26

Carolyne of Sayn-Wittgenstein. She was twenty-elght years
0ld; the wife of Prince Nicolas of Sayn-Wittgenstein, adju-
tant to the Tsar. They had heen separated for many years
but the church refused to grant them a divorce.

The princess became enamored of Liszt and was completely
devoted to him and his work. He had much in common with her:
both admired the same literature (she was extremely culti-
vated), and both were deeply religious. It was agreed that
she would coms to Welmar and share with him his creative life
in that center of culture. She finally arrived in February,
1849, Liszt abandoned his career es concert pianist and be-

gan a new life as conductor, composer, and teacher,

The Welmer Years (1849-1861)
While at Welmar Liszt produced four operas by Gluck:
Orpheus, Iphigenie, Armida, and Alceste. These productions
amounted to a revival of these works. He conducted Don

Glovanni and The Megic Flute of Mozart and Euryanthe of

Weber. Alphonse und Estrella by Schubert owed its first per-

formance to Liszt. He produced Fidelioc by Beethoven (an
opers almost unknown at this time), the Benvenuto Cellini

of Berlioz,29 Ernani by Verdl, and numercus lesser operas,

29". + o Late in autumn of 1852, Dr. Liszt, always
chivalrous in coming to the rescue of genius neglected or
unfalirly treated, had brought about a representation, in the
little theatre at Weimar, of this Benvenuto Cellint, which,
on its production at Paris had been cruelly maltreated."
Henry F. Chorley, Thirty Years' Musical Recollections (New
York, 1926), pp. Sﬁvfsﬁg

*
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His orchestral concerts included all the Beethoven sympho-
nies, also symphonies of Mozart, Heydn, Mendelssohn, and
Schumenn. He elso conducted Handel oratorios. An entire
week was devoted to the music of Berlioz, including perform-

ances of Benvenuto Cellini, Romeo and Juliet, the Damnation

of Faust, the Symphonie Fantastique, Harold in Italy, and the
Overtures to Waverly, King Lear, and the Corsalr.

The most impressive events of the Weimar years were a
result of his friendship with Richard Wagner. Liszt hed met
the revolutionary young composer in Paris in 1842. 1In the
ensuing years he grew to admire Wagner's music and constantly
chempioned his cause. He even saved him from imprisonment in
18490 when Wagner fled to Weimar from Dresden where he was
wanted by the State Police for his sctivitles against the
king. Liszt spirited him away to Paris.

Wagner conducted the first performance of Lohengrin at
Weimar (1850), and also presented Tannhauser and the Flying

Dutchman. A strong Wagnerilan influence was seen in the
music of Liszt in the followlng years, but also Liszt had a
ecorresponding influence on the music of Wagner. In a letter
from Weimar, dated October 7, 1852, Liszt wrote to Wagner:

« « o your Faust Overture you will receive by today's
post. A copy of it exists here, and I shall probably
give it again in the course of this winter. The work
is quite worthy of you; but if you will allow me to
make & remark, I must confess that I should like
either a second middle part (at letter E or F) or
else a quleter and more agreeably coloured treatment
of the present middle part: the brass 1is a little
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too massive there, and forgive my opinion--the
motive in F 1s not satisfactory; it wants grace
in a certain sense, and 1s a kind of hybrid thing,
neither fish nor flesh which stands in no proper
relation or contrast to what has gone before and
what follows, and the consequence impedes the
interest. If instead of this you introduced a
soft, tender, melodious part, modulated a la
Gretchen, I think I can assure you that your work
would gein very much. Think thils over, and do not
be angry in case I have sald something stupid.s0

Wagner's reply from Zurich, dated October 13, 1852,
starts as follows:

My Dearest Best-Beloved Friend: For your last
letter, and especlally for your remark about the
FPaust Overture (which has delighted me!) I owe you
a regular long letter.Sl

In a famous letter to von Bulow, Wagner wriltes:

There are many matters on which we are quite
frank smong ourselves (for instance, that since
my scquaintance with Liszt's compositions my
treatment of harmony has become very different
from what it was formerly), but %5 is indiscreet,
to say the least, of frlengd FPohlY to babble thils
secret to the whole world.

These letters reveal the kind of close cooperation that
existed between the two composers. Their friendship later

beceme strained ss a result of Wagner's relationshlp with

S0prancis Hueffer, Correspondence of Wagner and Liszt, I
(London, 1888), 227.

51Ib1d., 231.

32Richara Pohl (1826-1896) was a Germen music critic
and an editor of Neue Zeitschrift fur Musik. He championed
Wagner and had a close assoclation with Liszt during the
Weimar years. "Ignaz Moscheles," The International Cyeclo-
pedis of Music and Musiclans (New York, 1949), p. 1160,

33mumphrey Searle, The Music of Liszt (London, 1954),
p. 64,
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Liszt's dasughter, Cosima, but they were reconciled before
Wagner's death.

During Liszt's twelve years at Welmar that city became
the center of musical culture ln Europe. Composers and stu-
dents from all parts flocked to Welmar to learn at the feet
of the master and to hear the production of the small but
expert body of singers and instrumentalists under Liszt's
direction. He was producing and interpreting the "Music of
the Future." His center of culture was known as "The School
of the Future." Liszt exerted great influence also through
hls many piano puplls., Over sixty puplls were to become
really distingulshed. Twenty-nine toured the United States
as concert planists. Among his famous pupils were Sophie
Menter, D'Albert, von Bulow, Friedheim, Jaell, Joseffy,
Sauwer, Lemond, MacDowell, Rosenthal, Tausig, Saint-Seens,
Siloti, and many others. Despite his heavy duties es con-
ductor and teacher, Liszt also composed a vast amount of
music during the Weimar years. The works completed here in-
cluded the first twelve symphonic poems, the Faust and Dante
symphonies, a number of major piano works (among which were

the B minor Sonata and revisions of earlier piano pleces).

He also composed songs, numerous transcriptions and large-
scele vocal works,

The first of the important plano compositions on which
he worked during the Welmar years was the collection entitled
Harmonies Poétigues et Religleuses, written over a period
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from 1847 to 1852. This collection consists of the following
pleces: (1) "Invocation," (2) "Ave Maria," (3) "Benediction
de Dieu dens la solitude," (4) "Pensee des morts," (5) "Pater
noster," (6) "Hymne de l'enfant a son reveil," (7) "Fune-
railles," (8) "Miserere, d'apres Palestrina," (9) "Andante
legrimoso,” and (10) "Cantique d'amour."

This collectlon evidently had a strong per-

sonal significance for Liszt; it is dedicated to

Princess Sayn-Wittgenstein, and it was the work

which he took the greatest pleasure in playing

to his friends in later years when he retired

from public activity.o4
The pleces are not all of equal worth: some are wesk, but the
"Benediction of God in Solitude" and "Funerailles" are among
Iiszt's masterpieces.

Perhaps his greatest work of this or any period is the
Sonata in B minor. 1Its speclial qualities will be dlscussed
in the third chapter of this thesis.

The effect of Chopin's style 1s shown in two Ballades,

two Polonalses, a Berceuse, and a Magzurks Brilliante.

These were creative, enormously important years at
Welmar, but they came to an unhappy end. As always, there
was much gosslp and scandal concerning Lliszt's private life.
This caused the Princess of Sayn-Wittgenstein to fall out of
favor with the Weimar Court. One of Liszt's pet projects was

the production of Cornelius' Barber of Bagdad, but at the

first performance in 1858 the reception was so violent against

S41p14., p. 55.
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the work that Liszt offered his resignation to the Grand
Duke. Later, in 1860, Brahms and Joachim signed a newspaper
protest against the "New German School" as exemplified by
Wagner and Lisgt. Liszt was also deeply grieved by the
deeth of his son, Daniel, at the age of twenty-one. All
these events combined to make Liszt declide to leave Welmar.
He finally resigned his post and sent the Princess Sayn-
Wittgenstein to Rome 1n the hope that she would be able to
receive a document from the Pope granting her a divorce
from Prince Sayn-Wittgenstelin. Liszt followed her to Rome
in 1861.

Rome

The marriage of Liszt and Princess Sayn-Wittgenstein
was scheduled to take place, but at the last moment the Pope
refused to grant her a divorce from the Prince so the mar-
riage never took place. In 1862 Liszt's eldest daughter,
Blandine, dled. These experlences, plus the memory of early
spiritual experilences, were turning Liszt ever closer to
religion. In 1863 he entered the Oratory of the Madonna del
Rosario at Monte Mario. In 1865 he received the four minor
orders and became an Abbé. His compositions now reflect the
religious side of his 1life: the two legends--"St. Francis of
Assisl preaching to the birds" and "St. Francis of Paola
walking on the waves"; the set of variations on the theme of
Bach which 1s the basso ostinato of the first movement of his
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cantata, Welinen, Klagen, Sorgen, Zagen. Also of this period

are the marvelous concert studles, Waldesrauschen and Gnomen-

relgen. Liszt was now living a quiet, tranqull existence,
doing no concertizing, only teaching and composing.

The last fifteen years of Liszt's life, beginning in
1869, were divided among three citles, Rome, Welmar, and
Budapest. His composltions were less virtuosic than before;
more thoughtful, as though he were writing for himsslf rather
then the public. Between 1867 and 1877 he wrote the third
year of the Années de Pélerinage. This consists of: (1)

"Angelus-Priere aux anges gardiens," (2) "Cypres de la Villa
d'Este, I," (3) "Cypres de la Villa d'Este, II," (4) "Les
Jeux d'Baux & la Villa d'Este," (5) "Sunt lacrymee rerum

(en mode hongrois)," (6) "Marche Fundbre (to the memory of
the Emperor Maximilian of Mexico)," and (7) "Sursum corda."
Several of the late Hungarlan rhapsodles are of this period:
much more experimental and less brilliant than the early
works. Some arrangements of flve Hungarian folk-songs antic-
ipate Bartbk's work. Also anticlpating this modern composer

is a Csardas Macabre which is full of bare, parallel fifths.

Many of Liszt's late plano works ars mood pieces such as

Romence Oubliée (1881) and the two élegies (1870) . Nostalgia

seems to be prevalent in the Valses Oublides, although he can

still summon the old verve and fire in Mephisto Waltz. The

complete catalogue of Liszt's piano pieces alone is enormous,
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numbering over one hundred. His works for orchestra and the
choral and organ pleces would require a completely separate
study.

In the final years, 1880 to 1886, Liszt was at his peak
as a teacher. He gathered the most gifted planlsts in the
world around him. In 1886 he again returned to the concert
stage after an absence of forty-five years. A "Jubilee Tour"
in celebration of his seventy-fifth blrthday revealed his
magnificent powers once more. He appeared in Paris and
London, This tour so fatigued him, however, that he was un-
able to recover from an attack of pneumonia, and he died on

July 31, 1886, at Bayreuth.



CHAPTER IIl
THE B MINOR SONATA

The B minor Sonata of Liszt holds a unique position 1n

the pisno literature because of 1ts remarkable form. This
form consists of a single movement containlng three themes
that are presented, and then developed throughout the sonata
by means of "thematic transformation." In the pieno reper-
toire of the classic and romantic schools, including sonatas
by Haydn, Mozart, Beethoven, Schumann, Schubert, Chopin, and
Brahms, there 1s no other major work using a form simllar to

this one movement scheme of the Liszt B minor Sonata.

The following musical examples show the main themes and
the various methods by whlch they are transformed throughout

the sonata.

Fig. l--Measures 1-3

54
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39



40

i YIS S

Flg, 17--Measures 321-323

Flg. 18--Measures 466-471

IR

Fig. 19--Measure 787



PRINCOAL THEME @
: > _ qr— ~
oy t t Bh—=
] ()
- o —
3
¥

B adaidaiiii s

Fig. 20~--Measures 13-15

Fig. 21--Measures 17-18

Fig. 22--Measure 35
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Fig. 32--Measures 382-383

Flg. 33--Measures 333-3356

The form of the B minor Sonata can be analyzed by divid-
ing it into four sections, as follows: '

Introduction: Lento assel (measures 1-7) ‘

lst Section: Allegro energico--exposition and develop-
ment (measures 8-332) :

2nd Section: Andante sostenuto (measures 333-465)

3rd Section: Further development of the first section
and reprise. The third section opens with a fugue (measures
466-816) .
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4th Section: Coda, ineluding a partial repeat of the
second section (measures 817-866).

The first seven measures are marked lLento assal and form

an introduction. This introduction contains a rhythmlc motif
--two repeated notes, in octaves, alternating with reste--
which happens to be the exact duplicate of the final two
notes of the Prelude to Act I of Tristan. (See Figure 1,
page 34.). This motif alternstes with two descending scales.
The first of these 1is a natural minor scale in the tonality
of C minor. The second scale 1s G harmonic minor with the
raised fourth. The introductory theme, hushed, mysterious,
making drametlc use of the low register of the piano, is the
source of Lisgt's inspiration for the work as a whole.

The normal exposition in B minor suddenly opens with
the Allegro energico in glla breve meter. The principal

theme is in two parts. The first part is bold and heroic,
brosdly outlined in strongly rhythmic octaves. (See Figure 6,
page 36.) Dotted rhythms and triplets give added tension to
the harmonic device which 1s the interval of the diminished
seventh. The second part of thils principal theme 1s sinister
and evil sounding in the manner of Paganini. (See Figure 20,
page 41.) Liszt then returns to the lower reglons of his in-
strument and with a repeated note figure (marcato) uses one

of his most famillar devices, the rapld, ascendling, chromatilc
triplet, which 18 the trademark of the Hungerlan Rhapsodies,
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the Spenish Rhapsodie, and Mephlsto Waltz. This supports a
simple chord motif of Ig resolving to a diminished chord by
means of & suspension. There is one remeining element which
is of prime importance in the analysis of the introduction
end principal theme. That is Liszt's dramatic use of the
rest. The first note of the sonata falls on the second beat
of the messure. The first section of the Allegro energico
begins with one quarter rest followed by a dotted-elghth
rest, and the second part is preceded by two quarter rests
and a dotted-eighth rest. This carefully devised rhythmic
pattern works as a cohesive agent in that 1t serves to con-
nect the three extremely contrasting moods which Liszt
achieves in these first seventeen measures of the sonata.
The remaining portion of the sonata is almost completely de-
rived from the materisl of these opening measures. There ls
only one new theme in the entire work.

After the two principal themes of the Allegro energico
are stated, an agitato episode of seven measures (which con-
sists of a syncopated diminished seventh resolution alter-
nating with minor trieds, alsc in syncopation) reaches a
climex which leads back into the principal theme of the
Allegro energico. (See Figure 21, page 41.) A clearly de-
fined development of the two main themes 1s now in progress.
The future of this development is extremely complicated and
involves the use of all the various materials of the exposi-

tion in diminution, augmentation and}syncopation. From the
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shifting modulations and convulsive rhythms of this poly-
phonic section, Liszt brings the principal theme out into the
open where it is heroically treated in massilve, electrifying
octeves. Then he returns to the theme of the introduction,

but not in the sotto voce, hnahad'atmmsphsre of the opening

measures. Instead, it is pesante, and sccompanied by relent-
less repeated notes which gradually become richer as the
notes are piled one on snother until first inversions and
£inally Vngp chords are struck. (See Figure 2, page 35.)
This section reaches a tremendous c¢limax, growing ever
brosder as 1t leads into the new theme marked Grandioso.

This 1s e chorale-like section and 1s the only remain-
ing plece of new material. (See Figure 30, page 44.) It is
in D Major end in 3/2 meter. It graduelly becomes quiet and
modulates into the relative minor coming to e long stop on a
diminished seventh chord. After an introductory four-measure
recitative, the principal theme ls presented in a dolce con
grazia treatment. (See Figure 9, page 37.) The gecond part
of the principsl theme appears, but now sempre pilanc instead
of marcato. Wagnerien harmonies with chromatic inner voices
constantly modulate above this theme. In the ensulng section
Iiszt for the first time brings this sinister figure up into
the treble clef. But here it is completely transformed. It

is now cantento espressivo, beautifully lyrical, accompanied

by simple arpegglated chords. (See Figure 23, page 42.)
The key of D Major offers complete relief from the emotional
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stresses of the previous moduletion. Gradually the treat-
ment becomes more elaborate and correspondingly more agitato,
but the climax is interrupted by the sudden appearance of the
first section of the principal theme, now dolce instead of
Allegro energico. It is accompanied by a planissimo trill
which leads into a most delicate and ravishing cadenza. This
short six-measure eplsode 1s extremely effective because it
stands alone in the center of an emotional storm.

By means of a caedenze passege marked crescendo molto,

Liszt returns to the herolc trestment of his principael theme,
and brings out all the brillient elements in the vast reper-
toire of his virtuosity. But here the treatment is valid.

He is working with strong thematic material and the virtuosle
elements are bullt in such a way as to be completely integra-
ted with the basic themes. It is masterful, powerful, poly~-
phonic writing. The principal theme 1s suddenly altered,

now in a scherzo-like pesssge, vivamenta, with a non legato

accompaniment. (See Figure 15, page 39.) Feathery arpeggilos
and chrometic sceles form the background as the melody sings
out in a lovely lyrical song. The mood again becomes agitato
and the second part of the principal theme 1s announced in a
nervous, erratic march-like section. (See Figure 26, page 43.)

This becomes con streptito. Extremely dissonant intervals

and leaps are strongly accented in the most modern-sounding

passage In the entire work.
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This marvelous section leads into the restatement of the
grandiose chorsle-like theme. DBut this time 1ﬁ 1s pesante,
almost brutal. (See Figure 31, page 44.) This is treated

in a recltetivo alternating with cadenzas. The second part

of the Allegro energico appears in its orlginal form but 1s
interrupted by & chain of diminished-seventh chords which
create an impressionistic atmosphere. The first section ends

on a gquiet diminlished-seventh chord over a tonic pedsal.
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Fig. 34--Measures 311-312

The second section l1s labeled Andante sostenuto. It

opens with a Tristan-like treatment of the chorale theme.
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Fig. 3b--Measures 3435-346
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A remarkable correlation exists between this Andante
passege in the sonata and the "King Mark" monologue in the

second act of Tristan.

Fig. 36--Act II of Tristan and Isolde by Wagner

Suspensions, diminished-seventh chords, slow-moving ornaments
such as are found in the Riengi overture, combine to set the
Wagnerian mood. This section is extremely chromatic, and is
in the key of F sharp Major. The time signature is 3/4.

But Liszt constantly metemorphizes his themes. He develops

& new passage marked "doleissimo con intimo sentimento."

The chorale theme, now in A Major over a tonie pedal point,
is "nocturnal" accompanied by a double-sixth figure which
ascends chromatically. Then it reverts into its original
form, greadually becoming more end more grsndiose. The whole
section finally becomes impressionistic by use of long chord-

chains and modal scales to be played planissimo. With truly
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marvelous ingenulty Liszt returns to the introductory theme,
this time in the dominant.

The key signabure is changed enharmonically to G flat,
and the principal theme 1s announced as a fugue subject.
(See Figure 18, page 40.) Liszt constructs a brilliant

fugue using both themes of the Allegro energico. Thls leads

into a long development which is a reprise of the original
development-section. The chorale theme appears this time in
B Major, and establishes a definite tonality which continues
for some time, eventually becoming the relative minor, G
sharp. The real climax of the sonata is reached in a monu-
mental statement of the chorale-like theme ending on an F-
sharp chord, the dominant of B Major. The final measures
consist of a Coda, which contains a partlal repeat of the

second section in Andante sostenuto, gradually becoming Lento

as the introductory theme is finally stated once more, con-
cluding on B Major.

As has been seen in this analysis, Liszt departs from
the standard treatment of the classlcal form of the sonata
to a degree that had never before been attempted even by
Besethoven. He has replaced the rigid framework of the clas~-
sical sonata with a remarkably cogent treatment of three main
themes which are developed and transformed In a varlety of
rhythmiec, harmonic, and melodic mutations,.

This piece is multi-metric as the following chronological

gsequence 1llustrates:
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¢ ¢ 3/2 ¢ 3/4 C 3/4 C 3/4 C 3/2 C 3/2 3/4 C
This work is also multi-tonal. A chronological sequence of
key slgnatures reads as follows: B minor, E flat, D, C sharp
minor, D, F minor, E minor, F sherp, A, F sharp, G minor,
E minor, F sharp, G flat, A minor, B minor, B. Within these
key signatures are constant modulations.

Despite this frequent shift of tonality and meter,
Liszt has created a unified and compact work of art which
remains a landmark in the keyboard literature of the Roman-
tlc Era.

The B minor Sonata is perhaps the most important, and

certainly the most controversial work written by Liszt for
the piano. The opinlons concerning this work run to violent
extremes. Listeners and critics are always divided into two
camps: either the sonata is praised for being one of the
noblest snd most beautiful of piano sonatas, or it 1s De-
11ttled as a curious example of bad taste containing nothing
but hollow bombast.

Tt is not unusual for a critic to change his opinion of
the work over the passage of years. In the 1934 edition of
his book, Liszt, Sitwell wrote:

The Sonata in B Minor 1s not a favourite pilece
with the writer of this book, even if it is admitted

to be a proud passage of Romanticlsm. 1In the hands

of Busoni, or even Horowitz, it sounds magnificent;

but in the opinion of the writer, always empty; and,

unless it is played by such planiste as these, the
awkwardness of the pauses and the Jerky staccato
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sentiments render the sonata painful and irritating
to the nerves.l

However, in the appendix to his 1956 edition of this same
book, Sitwell, having changed his mind completely, has this
to say concerning the sonata:

But the greatest change of all in matters
concerning this present book since it was first
published is the increasing popularity of Liszt's
B minor Sonata now an almost inevitable feature
of the recital programme. At the time when
Busoni gave an extraordinary and electrifyling
performence of it at the Wigmore Hall 1t was
seldom, if ever, played. I have to admit, too,
for what it 1s worth, that I have altered my
own view of the sonata and would now put it
among the supreme masterpieces, next to the
"Appassionate" and the "Waldstein."®

Whatever the many opinidns of this work may be, there
is common agreement as to its uniqueness in the plano liter-
ature. In his book on the planoforte sonate, Shedlock writes:

After Beethoven, the only work which, from

an evolution point of view, really claims notice

1s one by Liszt. All other sonatas are written

on classical lines with more or less of modern

colouring.

Liszt was strongly influenced by the late sonatas of
Beethoven which appear to serve as a model for the B minor
Sonata. In the Beethoven sonatas a situation sometimes
exists in which several movements outwardly independent are

inwardly connected. This situation is especially noticeable

lsacheverell Sitwell, Liszt (New York, 1955), p. 192.
21bid., p. 370. |

BSZJ. 8. Shedlock, The Pianoforte Sonata (London, 1895),
P. .
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in the D minor and F minor sonatas. In the "Appassionata"

Sonata, Op. 57, there 1s no formal break between the second
and third movements, In Op. 109 the third movement contains
material derived from the first movement. There is no doubt
that the herolc mold in which the late Beethoven sonatas are
set is the model for the lofty and grandiose 1deal of the

Liszt Sonata, But 1t 1s not a copy. It is uniquely Liszt's

own crestion.

The Transcendental Etudes

It is especlally useful to make a study of the Trans-
cendental Etudes of Liszt for they represent a period of his
creative life covering some thirty-five years., He first
composed the set of twelve "exercises" when he was only six-
teen, while living in Paris., The final version was published
by Breitkopf and Hartel in Lelpzig in 1852. He had reached
his peak as & creator of music for the plano., The history
of these etudes from the first Paris sketches to their final
transcendental frultion may "be taken to represent the his-
tory of the planoforte during the last half century, from
the Viennese square to the concert grand, from Czerny's
Etudes to Liszt's Dance Macabre."?

It was quite fitting that Liszt should dedicate these
works to his first formal teacher, Czerny, who started Liszt

4Herbeft Westerby, Liszt, Composer, and His Piano Works
(London, 1936), p. 118.
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on the road to greatness., Nothing could more sharply focus
the true artistic value of Liszit's Etudes than to compare
them with the purely formal and pedantilc studies of Czerny,
beneficlal as these may be for the development of technique.
Liszt's Etudes are magnificlently evocative expressions of
different moods and pictures. They contain a great variety
of harmonies, rhythms, and melodic inventlon. The content of
the music 1ltself 13 of first importance in these works; the
technical problems, great as they may seem, are nevertheless
of secondary importance.

In his approech to the problem of the etude, Chopln is
much closer to Czerny than is Liszt. The Chopin Etudes are
masterpieces of musical expression and virtuosity, but each
etude treats just a single technical problem. There 1s some-~
times a middle section to give a change of mood, but it 1s
usually of a purely lyrical nature and does not present any
new technical problems. In other words, Chopin treats
double~thirds, double-sixths, octaves, broken chords, or
articulation separately in specific etudes, each one deslgned
for a single technical problem. In the ILiszt Etudes, any one
plece can contaln a great variety of technical and musical
problems.

Only three of the Transcendental Etudes are without de-

scriptive titles. They are Etude No. I, Preludio in C Major,
Etude No. II, in A minor, and Etude No. X, in F minor. The
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remaining nine etudes are identified by descriptive titles
and are really tone poems for the piano.

No. I, Preludio in C Major, 1s closest to the Czerny
type of study. It is not very diffilcult, yet it manages to
treat several problems in its three short pages. The basic
technical device used is the arpegglated dominant-7th chord,
but another running figure contains a double fourth and
requires that the fourth finger be accented. A middle tran-
sitional section contains chords moving in contrary motion,
and there is a small portion devoted to trills in the left
hand. The whole etude 1s one long crescendo and is a con-
cise velocity study.

Etude No. II in A minor 1is marked Molto vivace and is in

3/4 meter. It i1s mainly devoted to the problem of using the
hands alternately. The interlocking chords are very disso-
nent. There are tone clusters here that closely resemble
those of Bartok in his Sonata (1926). A useful stretching
device 1s included for the left hend which causes 1t to play

in succession an octave, minor ninth, ma jor ninth, and a
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Fig. 37--Etude 1II, Measures 63-65
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tenth. The rhythmic accents are very strong and combine
with the dissonant harmony to make this piece quite modern
sounding. Major 2nds, minor 2nds, 7ths, 9th, and the tri-
tone are used with abandon and to brilliant effect.

Etude No. III is entitled "Paysage" ("Landscape"). It
is in F minor, 6/8 time, and marked Poco adagio. This 1s
the first etude in the collection that can be called a tonef
painting. It needs a fine legato touch, capable of delicate
shadings, and strict control of the pedals due to the many
passing-notes. The beginning resembles a Chopin "Nocturne,"
featuring a singing melody in the right hand accompanied by
a triplet figure in the bass. Liszt does not hesitate to
shift the treble melody to the bass, and vice-versa. A
middle séction becomes more animato, and develops the bass
theme as both hands play 1t simultaneously in both gtaccato
and legato chords. Gradually the opening mood is reestab-
lished as the nocturnal melody of the right hand brings this
work to a qulet end.

Etude No. IV, "Mazeppa," is a work of tremendous diffi-

culty and belongs in the category of "programme music." This
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tone-poem 1s inspired by Victor Hugo's poem relating the
famous ride of a Cossack hero who was being punished for an
escapade at the Pollsh Court. He was bound to a horse and
sent riding across the steppes. The terror and drama of this
legend is vividly captured by Liszt in this etude. The mood
is set by a series of twelve arpegglated chords--dominant and
diminished-7ths, followed by a cadenza which spreads over a
six-octave range, and reaches a great climax as it works into
the main theme of the etude. This theme 1s in D minor and
consists of é broad, herolc series of simple, widely-spaced
chords. Within these chords Liszt tells his story with a
galloping figure which is treated in five‘different ways
throughout the etude. The original figure is a strongly
accented couplet in double thirds, requiring quick alterna-
tion of the hands. The first varliation keeps the alternating
double thirds, but alters the rhythm to triplets. The second
varlation chenges the streptito mood to an 11 canto. The
melody 1s sung out majestlcally in the left hand under an
accompanying figure in the treble that requires double ﬁhirds
and fourths to skip, octave-wlse, both ascending and descend-
ing. Variation three continues the 1l canto but brings the
melody up into the treble, accompanied by a chromatic figure
which moves in dlssonance against a repeated ostinato, a
device later used by Samuel Barber. The tension mounts as
the theme returns to the bass and supports a long chromatic

scale spelled out in major triads of the second inversion.
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Fig. 40--Barber Sonata Op. 26, Measure 33

Varlation four returns to the galloping figure, this time
lightly and with double third grace-notes in alternating
hands. The final varlation continues the grave-note device,
but intensifies it by forcing both hends to play simultan-
eously, thus thickening the harmonic texture. Each of these
five varlations 1s linked by a bravura passage containing
octave skips. Liszt achieves the ultimate of dramatic roman-
ticism in this work. He utilizes every concelvable technical

device and supplements the musical notation with descriptive

terms such es, streptito, vibrato assai, a placere, il canto

espressivo ed appassionato assal. The work ends with a coda

marked Trionfante. Beneath the last line, Liszt quotes

Victor Hugo, "Il tombes enfin! . . . et se releve roi." Liszt
later made this etude into an orchestral tone-poem of the

sams name,



61

Etude No. V, "Feux Follets" (Will-o!~-the-Wisps) 1is

extreaordinarily advanced in its impressionistic devices.

Ravel's Ondine 1is closely related to "Feux Follets" in its

use of alternating double intervals in the right hand manip-
ulated so as to create an aurs of descriptive soﬁnd. Another

work somewhat resembling "Feux Follets" in technical form is

the Chopin Etude in C Major Op. 10, No. 7. This is also an
alternating-interval study but is rather more like a toccata
in 1ts relentless emphasis on the problem at hand. The most
interesting comparison to be found in these three works of
Ravel, Chopin, and Liszt is in their tonality. Ravel makes
use in Ondine of minor and modal scales. The Chopin etude 1is
chiefly diatonic, while the Liszt "Feux Follets" uses chro-

maticlsm. The real problem in playing this work 1s one of
articulation in the right hand. The fourth and fifth fingers
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Flg. 41--Btude V, Measure 35

Fig. 42--Chopin Etude Op. 10, No. 7, Measure 37
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Fig. 43~--"0Ondine" by Ravel, Measure 65

are required to play legato while the other three fingers
play non-legato. At other times the situation 1s reversed.

At the same time, the utmost dellcatlissimo must be achieved.

This work demands more finger control than any other of the
Transcendental Etudes.

Etude No. VI; "Vision," 1s a poetic arpeggio study. It
makes effective use of the lower register of the plano. A
broad, sustaining melody in the soprano is accompanled by an
alto arpegglo figure while a tonic pedal is played in the
bass. These volces are interchangeable throughout the pilece.
Liszt constantly makes use of his favourite device, the
transformation of themss. He manages in this one etude to
present four technical problems for the planist: arpegglos,
octaves, chords, and tremolos. The harmonles constantly
modulate as the arpegglos eoéer the full range of the key-
board.

Etude No. VII, the "Eroica" is one of the most typical
products of Liszt's penchant for "the vibrating of the heroic
string." This etude is the progenitor of two of the Hungar-
ian Rhapsodies, No. 3 and No. 10. In those two works, he
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allows himself to descend into the mundane, and & rather
cheap form of virtuosity is allowed to dominate the work.
The heroic subject merely serves as a frame for hollow dis-
play. In the Eroica Etude, however, he makes valid use of
virtuosity. The greatest technical test in this work is the
long passage of octave arpeggios. These are in triplets,
and on the strong beats, the chord changes must be brought
out with great force. The octave etude of Chopln also uses

such a deviece but in chromatic octaves. Other problems

Fig. 45-~-Chopin Etude Op. 25, No. 10, Messure 109

throughout Eroica are arpegglos and syncopated chords. These
chords are also of much harmonic interest for their use of

the exposed tritone. Again, Lliszt 1s the modern harmonist.
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Etude No. VIII, "Wilde Jagd" (Wild Hunt) returns to the

kind of dramatic idiom that was prevalent in Mazeppa. "Wild
Hunt" is a daring and execiting study in rhythmic contrasts;
the rhythmic accents are violent and sudden. 1In the key of
C Major, and in 6/8 meter, it is marked Presto furioso. The

two main elements in conflict with each other are short,
rapld scale passages and massed chords in syncopation. Liszt
constantly changes registers from high to low and from low to
high. The dynamic scheme fluctuates rapidly from loud to
soft. Some of the romantic effects he achieves have a de-
clded Germanic flavor, he especially seems to have been

influenced by Weber's Der Freischutz. A quiet middle section

marked espressivo combines three different rhythms at once.
The soprano voilce 1s in long sustained notes. The bass con-

sists of chords in syncopation (guasi timpani). The middle

volce contains broken chords in couplets. The right hand
must negotiate the two top rhythms without assistance. The
top voice must be played legato and must sing out above the
other volces. The octave leaps in "Wild Hunt" are especlally
treacherous as they leave the right hand exposed while the
left hand plays a counter-melody.

Etude No., IX, "Ricordanza" (Remembrance) is perhaps the
most personal of the Etudes. Busoni has likened it to a
packet of old love-letters. In the key of A flat, this work
has the rather unusual time signature of 6/4. A romentiec,

almost sentimental, theme of a cello-~like nature opens this
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work. In the opening three measures this theme is played by
the left hend alone. Graduelly, as the work unfolds, Liszt
treats 1t 1n a verlety of ways. This theme becomes the frame
upon which Liszt bullds a serles of cadenzas. In fact, this
work is sometimes known as the "Cadenze" etude. Every con-
celvable embellishment 1s devised: sequences of five~note
phrases, contracting and expanding interveals in repid motion,
arpeggleted diminished-seventh chords in triplets, and trills.
The calmato section marked cantando is similar to the andante
sostenuto section of the B minor Soneta.

Etude No, X in F minor 1s without & descriptive title.

It is marked Allegro sgitato molto. Overlepping rhythms are

treated in e menner that is similar to the coda of the final
movenent of Samuel Barber's Plano Sonatakap. 26. The maln
technical problems are:; interlocking chords, contrasting
rhythms, and very difficult, involved writing for the left
hand. The Interlocking chords descend dlatonically in trip-
let rhythm. This passage alternates with a nervous, agltated
figure in triplets 1n which a non-chord tone 1is accented,

then resolves first to a minor chord, then to a major chord.

Flg. 46--Etude X, Measures 78-79
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Fig. 47--Barber Sonata Op. 26, Measures 109-110

The left hand is extremely active as wildely spaced broken
chords in counter rhythms support the exposed melody in the
right hand, The chief intervals in the bass are minor
sevenths, and augmented fourths.

Etude No. XI, "Harmonles du Soir" (Evening Harmonles) 1s

pure impressionism., La Cathedrele engloutie of Debussy owes

much to this etude. The shifting tonalitles, the chord suc-
cessions, the velled sonorities, those qualitles so typlcal
of the French composer are most evident in Liszi's Harmonles
du Soir. The first five pages of this work could easily have
been written by Debussy. However, the middle section is pure
Liszt, romantic and emotional. A haunting melody, con intlmo

sentimento, is supported by an accompagnamento quasi Arpa.

This gradually becomes turbulent and great masses of chords
bring the work to a tremendous c¢limax which slowly fades back
into the mist-like impressionlism of the opening.

The final Etude No. XII, "Chasse-Neige" (Impetuous

winds which raise whirls of snow) 1s one continuous tremolo
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supporting a melencholic meledy. Aside from the problem of
the tremolo, and the treacherous sudden leaps, the chief
purpose of this etude is the development of careful tone-
coloring. The tremolo itself must be absolutely even, like
a vibration. The middle section contains a canon in octaves
which reaches an overwhelming sonority, subsiding into a

mezzo pleno in which chromatic sceles vividly create a plc-

ture of snow swirls., The long tremolo section in the Poeme,
"Vers la flamme" Op. 72 by Scriabine, is strongly reminlis-

cent of "Chasse-Neige."

In his Twelve Transcendental Etudes, Liszt explored
every tonal and musical device known to be possible on the
pisno, and discovered many that have influenced pisno music

to the present time.



CHAPTER IV
THE IMPORTANT PREDECESSORS OF LISZT

Piano music may be sald to have 1its roots in the harpsl-
chord music of the 17th and 18th centuries with the music of
Johann Kuhnau (1660-1722), Francois Couperin (1668-1733),

J. S. Bach (1685-1750), and Domenico Scarlatti (1685-1757).

Among Kuhnau's many compositions for the harpsichord
were a set of six "Biblical Sonatas" which attempted to pic-

ture musically such subjects as, "The Fight Between David
and Goliath," "David's Herp," and the "Burial of Israel."
These were bold attempts at program music and made use of
various expressive quavers, scales, arpeggios and other fig-
ures to achieve their affect.

Francois Couperin was the greatest of the French com-
posers for the harpsichord. His compositions were written in
the form of sultes or ordres. These sultes contained dance-
forms in which each number wes a little piece of program
music--each with its own title. These portralts not only
represented persons or concrete objects (such as windmills
or waving banners), but moods and emotions es well. This
music was embellished with an elaborate system of ornaments.

J. S. Bach wrote such masterpieces for the keyboard as

the Forty-Eight Preludes and Fugues (known as the Well

68
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Tempered Klavier), utilizing for the first time, all the

tonalities of the octave. Other representative works were

the French Sultes, English Suites, Goldberg Variations, and

the Chromatic Fantesy and Fugue. Bach had a commending

sense of architectural form and an lnexhaustible contra-
puntal and harmonic resourcefulness.

Scarlatti's keyboard works show great advances in
developing the technique and style of keyboard writing.
Scarlatti was a great virtuoso and as a result of this fact,
his pleces, which consisted of sonatas, toccatas, preludes,
and dences of all sorts made greater demands on the player
than had any music previous to that time. They required the
full and independent use of all the fingers, the crossing of
hands, and brilliant runs in thirds, sixths, and octaves.
His virtuosity and fertile imagination made Scarlatti an
illustrious predecessor of ILiszt.

The ensuing history of plano music was greatly influenced
by the development of the instrument itself. The composers
for the predecessors of the plano naturally were governed by
the nature of their instrument, which was divided into two
maln clesses, the harpsichord and the clavichord. The harp-
sichord achieved sound by meens of a quill attached to a
Jack. When the key was struck, the quill plucked a string,
producing a tone of rather short duration and could not be
sustained. In the clavichord a metal tangent was made to

press the string, permitting e slight sustaining of the tone
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and producing a sound more sensitive than that of the harp-
sichord. The invention of the piano by Bartolommeo Cristo-
fori (1665-1731) made possible the ability to sustain and
color the tone by mesns of finger and pedal control. The
action of the piano involves the striking of hammers on
strings.

The early history of the literature for piano conslsts
chiefly in the development of the sonata. The first great
figure is Franz Joseph Haydn (1732-1809), who clarified what
1s now known as the sonata form; this conteins three main
parts: exposition, development, and recapitulation. This
music was much less polyphonlc then that of Bach, and a
homophonic style was gradually gaining prominence.

The next great plano-composer was Mozart, who wrote with
more freedom in the spirit of the Italien opera of hils time,
floridly and with grace of line. His sonates and concertos
are marked by plasticity, lyricism, and great spontaneity.
He introduced the form of the "Theme and varilations" into
soms of his sonatas, anticipating Beethoven in his use of
this device.

With Ludwig van Beethoven (1770-1827), ths door was
opened to the Romantic movement. Beethoven enriched immess-
urably the resources of modulation and harmonlic development,
and as the piano itself was constantly growing in renge and
volume, he fully utilized the new opportunitles for express-
ive sonorities and pedsl effects. Beethoven gradually
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emencipated himself from the strict forms of Haydn and
achlieved a freedom of expression involving poetic and spirit-
ual experiences that had great effect on Liszt.

Two important contemporarles of Beethoven who wrote in
the early Romantic style but were not appreciated at the
time were Franz Schubert (1797-1828) and Carl Maria von Weber
(1786~1826) . Weber was especially important as an innovator.
His "fantasles in sonata form" contained much picturesque
colouring, poetry, and dramatic effect which deeply impressed
Liszt.

Schubert, Weber, and especially Beethoven, were such
towering geniuses and wrote with such daring insight into
the future thet much of their music was not understood by
the public of theilr time.

When Liszt entered upon the scene, along with the other
Romantics, Chopin, Berlioz, Wagner, and Schumann, the most
popular musical figures were such lesser composers as Daniel
Steibelt (1765-1823), Josef Woelfl (1773-1812), Herz, Mos~-
cheles, and Friedrich Kalkbrenner (1785-1849). These men
were content to write music to suit the popular taste of the
day, such as sonatas contalning varilations on national and
favourite airs. They offered little that was plastic, dra-
matlc, or of emotional content. The studies of Johenn Cremer
(1771-1858) are beneficlal for educational purposes, but are

muslcally uninteresting. Hummel's sonatas are mechanical and

cold.
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0f rather greater lmportance than these was the Italian
composer, Muzio Clementi (1752~1832). He was overshadowed
by Mozart, but hls Gradus ad Parnassum is considered to be
the foundation of modern piano technique. He was responsible
for freeing plano technique from dependence on harpsichord
me thods ,

Clementl's most gifted pupil was John Field (1782-1837),
an Irish planist and compossr who wrote nocturnes that
exerted a marked influence on Chopin and to some extent on
Liszt.

In reviewing this long line of keyboard composers who
preceded Liszt 1t appears that the principal contributors
to his particular type of creative expression were the early
composers of progrem music, Kuhnau, Couperin, the great vir-
tuoso Scarlatti, sand the heroiec figure, Beethoven, who freed
maslc from its restricting forms and opened the door to

Romanticiam,



CHAPTER V
THE FINAL EVALUATION

The problem of evaluating the full contribution of Liszt
to the world of music 1s difficult and complex because his
art embraced so many different creative channels.

As a concert planist he stands as the original virtuoso,
the founder of the kind of plano concert that is presented
throughout the world at the present time. His interpretive
powers were such that he could reveal new meanings not only
to the critical audlence but to the original composers of
the music that was being played. In the second chapter of
this thesis, 1t is observed that both Chopin and Schumenn
attested to this fact. Liszt vastly enriched the pilano
repertolre not only with his own compositions but also by
performing works of composers that were as yet unknown or
haed been forgotten by the public. When Liszt first began his
tours, Beethoven was seldom played. Of his thirty-two pieno
sonatas, only three were performed with any frequency: the
A flat ma jor sonata, Op. 26, the C sharp minor sonata, Op. 27,
No. 2, and the F minor sonata, Op. 57. It was Liszt who
brought the other sonatas to the attention of the public. Of
Liszt's Beethoven interpretations Wagner writes:

He who has had frequent opportunities, partic-
ularly in a friendly circle, of hearing Liszt play,
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for instance, Beethoven, must have understood that

this was not mere reproduction, but production.

The actual point of division between these two

things is not so easlly understood as most people

believe, but so much I have ascertalned without a

doubt, that in order tf reproduce Beethoven, one

must produce with him.

Liszt was a true friend to the other great musical fig-
ures of his day and championed the muslc of Chopin, Schumenn,
Berlioz, Wagner, and Weber, by playing this musiec and per-
sueding others to perform it also.

Liszt's abllities as a conductor resulted in revivals
of early operas and performances of new works by Wagner,
Berlioz, and Schumann. Liszt was one of the most influential
teachers of all time. The Liszt School of piano-playing is
8t1ll having a great effect on the style of piano-performance
as practiced today.

Finally, as composer, Llszt's great contribution was as
an innovator, who, by his daring and powerful style of com-
posltion, provided a link with the late classicist, Beethoven,
and such modern composers as Debusay, Ravel, Bartok, and
Barber. Paul Henry Lang writes:

o« « o Liszt emerges an independent innovator, the
first real romanticist who clearly thought the
new art which was lurking about the classical
secene could not rise from the ruins of the old
art; it hed to break completely with the past and
had to develop i1ts own esthetic principles.2

lGeorge T. Ferris, The Great Violinists and Planists
(New York, 1888), p. 324,

2Paul Henry Lang, "Liszt and the Romantic Movement ,"
The Musical Quarterly, XXII (July, 1936), 320.
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The musical examples contained in the analyses of the
B minor Sonata and the Twelve Transcendental Etudes clearly
indicate Liszt's influence on Wagner, Debussy, Bartok, Scri-
abine, snd Barber. It is pertinent in this final chapter to
include two more exemples that reveal graphlcally the contri-
butions mede to Wagner and Debussy. Both of these excerpts
are from ‘the Annees de Pelerinage, written in 1838. 1In "Il
Penseroso," Liszt has written a passage that closely resembles
an episode in the last act of Wagner's Parsifal, which was
written in 1879. Debussy's Arabesque No. I (1888), 1s ex-
tremely similar in melodic content and treatment to Liszt's

Sposelizio. Debuasy heard Liszt play in Rome in 1884 and

admired the master, both as planist and composer.

Fig. 48--"I1 Penseroso," Measures 26-27, 34-40
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Fig. 49-~Parsifal, Act III

-6

Fig. 50--"Sposalizio," Measures 75

Fig. 5l1--Debussy, Arabesque No. I
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In the study of Liazt's music it becomes clear that the
quality varies, His virtuosity sometimes leads him to write
in a tawdry and superficial maenner. Thils fault is not un-
usual in the prolific composer. The complete catalogue of
his works numbers over twelve hundred. Out of this great
total is to be found sufficient music notable for its color,
stylistlec flavour, and emotional power to rank Liszt with the
ma jor composers of his time.

o+ « o there must reside in Liszt's compositions soms

peculiar power, something which all the eritics in

the world could neither discover nor kill--sharp,

intelligent, penetrating as that criticism may at

times have been . . . this peculiar power exists

as an active force which could not be kept gown,
even by the cleverest or bittersst critics.

Spaul Bekker, "Liszt and His Critics,® The Musical
Quarterly, XXII (July, 1936), 283.
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