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ABSTRACT

Franz Liszti's transcriptions of his own works and the
"works of others represent a significant segment of his key-
board compositions. These transcriptions (and his numerous
revisions of them) provide opportunities for studying the
development of his compositional styles. For example, the
four versions of three Petrarch sonnets reveal the manner in
which he used his own basic musical material in two dif-
ferent areas of performance (that is, vocal and keyboard),
and they illuminate the path he took that led to his late
style. »

The purpose of this study was to examine Liszt's four
versions of the sonnets (the 1838-39 tenor songs, the 1846
keyboard transcriptions, the 1858 keybcard rgvisions, and
the 1861 baritone songs) from a historicai and styliétic
standpuint, examining in particular the characteristics that
indicate a change in style which, in turn, pointed toc his
late works of 1869-86. -

Of the four sets, the 1858 piano transcriptions are
particularly effective examples of their genre--the

nineteenth~century character piece for piano. In them,
Liszt's skillful and tasteful transference of extra-musical
ideas to the keyboard can easily be grasped and appreciated.

They have eclipsed the more virtuoso 1846 transcriptions

x
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to such a degree that the latter are rarely performed. The
“"operatic" 1838-39 songs, with their expansive accompani-~
ments, display characteristics that have prompted criticisms
of Liszt's early songwriting téchnique. Just as the 1858
piano revisions represent a refinement and sophistication in
style, so do the 1861 song rewrites reveal a certain control
and restraint. Characteristics are to be noted in them that
predict the changes in Liszt's style that were to occur
during the last seventeen years of his life.

All four settings provide an interesting insight into
the long compositional career of one of music's most fasci-
nating personalities and most innovative composers. Each

set is worthy of study and performance.

xi

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



CHAPTER I

INTRODUCTION

The emphasis on virtuosity during the nineteenth
century encouraged pianists to program showy transcriptions
that demonstrated virtuoso and bravura techniques. Many of
these works merely served as a timely means fo; displaying a
particular pianist’s technical command of the keyboard, and
having served that purpose, faded into oblivion. Great
showman that he was, Franz Liszt (1811-86) often included
virtuoso transcriptions of his own original works and the
works of others in his concerts; these transcriptions repre-
sent & significant segment of his keyboard compositions.

With the numerous contributions made to tramscription
literature by Liszt and other pianists of the period, the

nineteenth century proved to be the Golden Era of the key-

board transcription. However, the genre's history begins

with The Robertsbridge Codex of the fourteenth century, the
earliest existing keyboard manuscript. Intabulations of
motets and French chansons form the bulk of keyboard reper-

tory from the fourteenth to the sixteenth centuries.l Even

1 For a more detailed discussion of early intabulation
sources, see Willi Apel, The History of Keyboard Music to
1700, trans. and rev. Hans Tischler (Blaom1ngton' Tndiana
University Press, 1972), pp. 288-90.

1
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2

after the emergence of an idiomatic harpsichord style in the
late sixteenth century, composers continued to transcribe
works. The Fitzwilliam Virginal Book (c. 1620) contains
transcriptions by such composers as Giles Farnaby (c. 1565-
1640) and Peter Philips (c. 1561-1628) of centemporary

vocal compositions.2 During the seventeenth and eigh-
teenth centuries, much music was written which could be
performed on different imstruments (for example, sonatas for
violin or flute or oboe, for harpsichord or organ), and this
procedure was compatible with contemporary transcription
practices.3 It is well documented that J. S. Bach (1685-
1750) transcribed the works of others plus many of his own
works for keyboard. In the late eighteenth and early
nineteenth centuries, composers rushed to publish tran-
scriptions of their own works. For example, Ludwig van
Beethoven (1770-1827) published keyboard transcriptions of
his Violin Concerto in D Major, Op. 61 (written in 1806;
transcribed for piano and orchestra, without opus, in 1807)
and the "Grosse Fugue," Op. 133, for string quartet (written
in 1825; transcribed for piano duet as Cp. 134 in 1826).

This was necessary in order to counteract the practice of

_——

2J. H. Fuller Maitland and W. Barclay Squire, eds.,
The Fitzwilliam Virginal Book, 2 vols. (Leipzig: Breitkopf
and Hirtel, 1899; reprint ed. New York: Dover Publications,
Inc., 1963). Giles Farnaby's transcription of his "Ay me,
poore Heart," (I:33-32) and Peter Philips' transcription of
Caccini's "Amarilli" (1:329-31) and Lasso's "Le Rossignuol"
(1:346~50) are representative.

3 Marcel Grandjany, "In Defense of Transcriptions,"
Harp News (1963), pp. 2-3.
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lesser-known composers who published transcriptions of works
of the better-known composers without acknowledging the
original sources (the practice proved lucrative for many
lesser-known composers and their publishers).“

Improvements in the piano and the development of
piano virtuosity in the early nineteenth century (c. 1830's)
produced pianists who thrilled the new middle-class
audiences with their awesome technical command of the
instrument. Keyboard transcriptions of popular orchestral
and operatic works were favorite concert pieces for leading
piano virtuosos such as Friedrich Kalkbrenner (1785-1849),
Ignaz Moscheles (1794-1870), Henri Herz (1803-85), Sigismund
Thalberg (1812-71), Stephen Heller (1813-88), and Adolf
Henselt (1814-89).5 It was this obsession with technical
display that prompted Robert Schumann to make the following

statement in the Neue Zeitschrift fiir Musik:

The public has lately~“begun to weary of virtuosos,
and, as we have frequently remarked, we have too.

The virtuosos themselves seem to feel this, if we

may judge from a recently awakened fancy among them
for emigrating to America; and many of their enemies
secretly hope they will remain over there; for, taken
all in all, modern virtuosity has benefited art very
little.6

4 Watson Forbes, "Beethoven's Op. 14, No. 1," The
Musical Times 86 (April 1945): 108.

5 Rey Longyear, Nineteenth-Century Romanticism in
Music, History of Music Series (Englewood Cliffs, N. J.:
Prentice Hall, 1969), p. 108.

6 Robert Alexander Schumann, On Music and Musicians,
ed. Konrad Wolff and trans. Paul Rosenfeld (New York:
McGraw-Hill Book Company, 1964), p. 81.
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While much has been written about piano music of the
nineteenth century, early nineteenth-century keyboard
transcriptions have received only minimal attention in con-
junction with discussions of those pianists who performed
them. Rey Longyear notes that "the musical value of most of
these works is virtually nil,"7 and Kathleen Dale mentions
only the transcriptions of major composers.8 Recognizing
certain composers' primary purpose in writing these tran-
scriptions (that is, to highlight the performer's technical
skills rather than to create works of musical substance),
Alfred Einstein does point out, however, that through this
"brilliant" literature the piano "conquered for its own
domain all composition--opera, symphony, song.™"?

Most of the early nineteenth-century piano tran-
scriptions merely transferred the musical material to the
keyboard. It was left to Franz Liszt and a few contemporary
pianists/composers to elevate the transcription to a work of
art.10 Karl Tausig (1841-71), Hans von Bilow (1830-94),

Karl Kliadworth (1830-1916), and Ferruccio Busoni (1866-

1924) were respected by music critics of ft:ue time for their

7 Longyear, Nineteenth-Century Romanticism, p. 109.

8 Rathleen Dale, Nineteenth-Century Piano Music (New
York: Da Capo Press, 1972), p. 169.

9 Alfred Einstein, Music in the Romantic Era (New

York: W. W. Norton and Company, inc., 1947), p. 199.

10 joe Banowetz, "A Liszt Sonetto: Sonnet 47 of
Petrarch," Clavier 27 (March 1978): 13.
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contributions to transcription literature.ll Liszt's and
Busoni's transcriptions continue to be programmed today.l2

Liszt wrote four versions of three Petrarch sonnets:
the 1838-39 original vocal settings for tenor voice and
piano, the 1846 piano transcriptions, the 1858 revised
piano transcriptions, and the 1861 vocal settings for
baritone voice and piano. The purpose of this study is to
examine these works from a historical and stylistic stand-
point.13 As a background, Chapter II includes a survey of
the composer's general output of keyboard transcriptions for
the purpose of identifying stylistic ieyboard characteris-
tics. Specific transcriptions are cited which illustrate
the composer's overall conception of the transcription.

Chapter III examines the four settings of the Petrarch

11 Arthur Friedheim, Life and Liszt, The Recollections

of a Concert Pianist (New York: Taplinger Publishing Com-
pany, Inc., 1961), pp. 160-83.

2 For a description of Busoni's best known tran-
scriptions (i.e., J.S. Bach's chorale preludes, preludes and
fugues for organ, and Chaconne in D Minor for unaccompanied
violin), see F. E. Kirby, A Short History of Keyboard Music
(New York: Schirmer Books, 1966), pp. 438-39.

13 In this monograph, a combination of Arabic and
Roman numerals is used to clarify which sonnet and which one
of the versions is being referred to or discussed. For
example, 47/I refers to sonnet 47 in its first version (the
1838-39 song for tenor voice and piano); 104/II refers to
sonnet 104 in its second version (the 1846 pisnc tran-
scription); 123/III refers to sonnet 123 in its third
version (the 1858 revised piano transription); and 47/IV
refers to sonnet 47 in its fourth version (the 1861 song for
baritone voice and piano).
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sonnets for inherent stylistic characteristics that (1)
illustrate the weaknesses which are often cited in Liszt's
early songs, (2) illustrate the composer's mature keyboard
style and his effectiveness in writing for the piano, and
(3) illuminate the compositional path he took. 1In addition,
the texts of the sonnets are examined as inspirational
sources for Liszt's musical ideas. Chapter IV contains
conclusions arrived at through this study and recommen-
dations for further research.

Since the primary scope of this paper is historical
and stylistic, there is a minimum of musical analysis (that
is, melodic, harmonic, formal, etc.). Therefore, the reader
may find it helpful to consult the complete scores for more
thorough examinations of the works being discussed. Musical
examples for this study are taken from Franz Liszt's Musi-

kalische Werkel4 and The Complete Works of Franz Liszt ("Fir

Klavier zu 2 Hinden").15 Translations of the sonnets' texts

are taken from Robert Durlings's Petrarch's Lyric Poens. 16

14 Franz Liszt, Franz Liszt's Musikalische Werke,
(Leipzig, New York: Breitkopf and Hairtel, 1908-26; reprint
ed., Farnborough, England: Gregg Press Limited, 1966-).

15 Franz Liszt, The Complete Works of Franz Liszt
("Fiir Klavier zu 2 Hénden"), 12 vols., Emil von Sauer, ed.
(Leipzig: C. F. Peters, 1917).

- 16 Robert Durling, Petrarch's Lyric Poems (Cambridge,
Massachusetts and London, England: Harvard University
Press, 1976).

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



CHAPTER II

THE PIANO TRANSCRIPTIONS OF FRANZ LISZT

Between 1839 and 1847, Liszt toured Europe, thrilling
audiences with his phenomenal virtuosity, flamboyance, and
sensitive interpretive skills. He had heard the astoundiﬁg
Italian violin virtuoso Niccolo Paganini (1782-1840) perform
in Paris in 1831, and the resultant influence is one that is
well documented.l In creating his own highly individualized
style, Liszt sought to incorporate Paganini's memorable use
of double and triple stops, fast chromatic scale passages,
and widely-spaced arpeggiated figures.z His success in
creating a similar virtuoso technique for the piamo is to be
seen in many works, such as his transcriptions of six of
Paganini's Caprices (published in 1840).

The works of two other composers, however, were also
to have a profound influence upon Liszt's compositional
style. His introduction to the dramatic orchestral works of
the young Hector Berlioz (1803-69) played a significant role

in his stylistic development; and, of course, his acquain-

lections of a Concert Pianist, (New Yor Taplinger
Publishing Company, Inc., 1961), p. 69.

2 Franz Liszt, in La Mara, ed., Letters of Franz
Liszt, vol. 1, trans. Constance Bache (New York: Haskell
House Publishers Ltd., 1968), p. 9.

7
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tance with the poetic music of Frederic Chopin (1810-49) is
known to have influenced his own lyricism and poetic expres-
siveness.3 His success in combining showmanship and
sensitivity prompted a contemporary to write:

Liszt exhibits in himself an absolute mastery
over the entire realm of musical art, he is a
predestined composer in the largest forms--in all!
Out of his great diversity of gifts arises his
virtuosity; Paganini never soared as high as
Liszt, he stopped at virtuasity.“

Indeed, Liszt's concern with a balance of showmanship
and emotion produced his own prophetic definition of the

"virtuoso":

The virtuoso is not a mason who, chisel in hand,
faithfully and conscientiously whittles stone

after the design of an architect. He is not a
passive tool reproducing feeling and thought and
adding nothing of himself. . . . He is calied upon

to make emotion speak, and weep, and sing, and
sigh--to bring it to life in his consciousness. . . .
He breathes life into the lethargic body, infuses
it with fire, enlivens it with the pulse of grace
and charm. He changes the earthy form into a
living being. . . .

This definition has stood the test of time, exemplified as
it is by twentieth-century virtuosos such as Jascha Heifetz
(b. 1901) and Vladimir Horowitz (b. 1904).

Like many of his contemporaries, Liszt found the

3 Friedheim, Life and Liszt, p. 156.

Time from Personal Acquaintance, trans. Madeleine R. Baker
(New York: G. Schirmer, Inc., 1899; reprint ed., New York:
Da Capo Press, 1973), p. 98.

5 Franz Liszt, quoted in Friedheim, Life and
Liszt, p. 52.
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popular nineteenth-century piano transcription to be ideal
for demonstrating his artistic abilities and for giving
audiences what they wanted. Although he composed tran-
scriptions over the span of his creative career, most of
them date from the virtuoso years (1839-47). In addition to
his own original works, other sources for his transcriptions
include orchestral, operatic, chamber, organ, and vocal
works by both great and lesser-known composers. Tran-
scriptions offered him unlimited opportunities for including
pianistic "fireworks" and orchestral effects that had never
before been heard to such an extent on the piano. These
were to become trademarks of his keyboard style: fast
repeated notes, brilliant solo cadenzas, echo effects,
alternating-hand chordal tremolos, scintillating passage-
work in the upper register, wide skips, swirling arpeggios
(sometimes in octaves), rapid chromatic double thirds,
trills, and every other imagina§1g chromatic figuration.
Einstein notes, moreover, that Liszt was not only an inno-
vator in piano technique, he was also original in his treat-
ment of harmony and his use of thematic transformation.6
These qualities became more and more apparent as his career
unfolded.

Liszt's skill in improvisation served him well in

transcriptions. Commentaries from his contemporaries attest

6 Alfred Einstein, Music in the Romantic Era (New

York: W. W. Norton and Company, Inc., 1947), p. 209.
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to his reputation for "adding to" the music:
. . . Liszt played most things best the first time
because they gave him enough to do. The second
time he always had to add something for his own
satisfaction. [Ferdinand Hiller]7
. . . Having played some piece, [Liszt] will sometimes
begin to add things of his own, and gradually under
his hands will emerge not the same piece but an
improvisation on it. [Alexander Borodin]

Humphrey Searle has divided Liszt's piano tran-
scriptions into two basic types. First, there are the
partitions de piano (sometimes called "arrangements") in
which Liszt is concerned with faithfully (that is, liter-
ally) transferring the material from the original medium to
the keyboard. Among those included in the partitions
category are (1) the orchestral transcriptions (Liszt him-
self called these partitions de piano or “piano scores"),
(2) the numerous transcriptions of short operatic excerpts
(such as the Wagner-Liszt arrangements), and (3) the tran-—
scriptions of the organ works of J. S. Bach. The second
type is the operatic "paraphrase" in which he transforms the
original work, using the old material as the basis for a
freely composed re-creation or variation of the original.

Complicating the matter, various other terms have been used
synonymously within the “paraphrase" category--namely:
—

7 Ferdinand Hiller, quoted in Harold Schonberg, The

Great Pianists from Mozart to the Present (New Yerk: Simon
and Schuster, 1963), p. 165.

8 plexander Borodin, quoted in Schonberg, Great
Pianists, p. 167.
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"illustrations," "fantasias, reminiscenses," and sometimes
simply "transcriptions."9 1In addition to Searle's two
categories, one writer identifies yet a third type of
transcription--the song transcription. Noting the variance
in Liszt's literal or free treatment of the original
sources, he places these transcriptions midway between the
partitions and the "paraphrases."10

In transcribing works written for other media, and
thereby promoting music of various types, Liszt not only
wrote transcriptions to demonstrate his transcendental
technique, he used them to acquaint audiences with works
which he felt were unduly neglected.u Furthermore, he saw
transcriptions as a means for advancing and befriending
young composers--a benevolence that he was to display
throughout his lifetime.l2 Illustrative of this is his 1833

9 Stanley éadie, ed., The New Grove Dictionary of
Music and Musicians, vol, 11 (London: Macmillan Publishers
Limited, 1980), s.v. "Franz Liszt," by Humphrey Searle: 39.
Alan Walker claims that Liszt himself was the first to

employ the titles "Paraphrases," "Transcriptions," and
"Reminiscences." See his Franz Liszt, The Virtuoso

Years (New York: Alfred A. Knopf, 1983), p. 167.

10 pavid Wilde, "Transcriptions for Piano," Franz

Taplinger Publishing Company, 1970), p. 179.

11 Kathleen Dale, Nineteenth-Century Piano Music (New
York: Da Capo Press, 1972). The author notes that Liszt
transcribed the then lesser-known works of such composers as
J. S. Bach, Weber, and Rossini (p. 170).

12 Liszt's initial promotion of Wagner is legendary;
his transcriptions of excerpts from Wagner's operas were
influential in the public's gradual acceptance of the young
composer's works. Other composers who benefited from
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12
transcription of the "March to the Scaffold" from Berlioz's
Symphonie Fantastique, for which Liszt himself assumed
publication costs, hoping that his name on the title page
would enhance the sale of the work.13 Large orchestras were
not then readily available, and this transcription was the
first of many that he wrote and perforhed in his efforts to
familiarize audiences with works otherwise inaccessible to
them.

+Partitions

£

In his partitions de piano or "piano scores" of
orchestral works, Liszt was primarily concerned with repro-
ducing the orchestral effects on the piano and not with
creating new compositions per se. In recasting orchestral
works for the piano, Liszt demonstrated his understanding
of both the music itself and the varied instrumental timbres
of the orchestra.l Pianistic techniques that he employed
to approximate orchestral effects on the piano include the
use of different registers to provide variety of color and
intensity (suggestive of various instruments) and the use of
trills, tremolos, and repeated chords in different registers
Liszt's transcriptions (including Glinka, chnod, Saint-
Sdens, and Cui) are noted in Humphrey Searle's The Music of

Liszt (London: Williams and Norton, 1954; reprxnt ed., New
York: Dover Publications, Inc., 1966), p. 8.

13 1bid.

14 yilde, Franz Liszt, p. 175.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



13

to simulate sustained string effects.

The piano scores of Beethoven's nine symphonies,
begun in 1837 and published in 1865, eventually became some
of Liszt's most popular transcriptions; others include
Berlioz's "March of the Pilgrims" from Harold in Italy
(1836) and Overture tc King Lear (1836), Rossini's Overture

to William Tell (1838), Weber's Overture to Obercon (1843),

and Wagner's Overture to Tannhauser (1841)--Liszt's first
transcription of a score by Wagner.15 The concluding twelve
measures of the Overture to Tannhauser, as seen in Example 1
(pages 14-15), include typical devices Liszt used for trans-
lating orchestral effects into pianistic terms: thick
chordal textures (measures 428-39), fast descending octave
scales (measures 428-29; alternating hands, measure 430),
arpeggios over full-chord tremolos (measures 431-34), and
rapidly repeated chords alternating between the hands in
their ascent of four octaves (measures 435-37). These
devices plus the ff and fff dynamic indications reproduce
the spirit of Wagner's grand finale.

5 For a complete listing of Liszt's orchestral

transcriptions, see The New Grove, Sadie, ed., vol. 11:
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Ex. 1. Overture to Tannhauser, mm. 428-39: use of
pianistic devices to approximate orchestral
effects--thick chordal textures, octave scales,
arpeggios, tremolos and changes of register in
chords (all bracketed).

el Descending diatonic scale
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Ex. 1 (cont.)

T3
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Full chords alternating between hands with changes of register

Similarly, other virtuoso and orchestral effects
(trills, chromatic scales and octave passages, fast tempi,
and swirling scales which accentuate the upper registers
over chords that emphasize the low bass) permeate the entire
transcription, making great demands on the performer's
keyboard technique and stamina. It is music such as this
that prompted Friedheim to write: "Liszt shone in every
department of technique and probably never has been
approached as a builder of 'orchestral' climaxes, over-
whelming masses of sound and exciting effects."6

Closely akin in concept to Liszt's partitions de
piano of orchestral works are his transcriptions of
individual operatic excerpts, cf which the Wagner-Liszt

transcriptions are the most numerous.1? 1In these, Liszt

16 Friedheim, Life and Liszt, p. 160.

17 For a complete listing of Liszt's transcriptions of
individual operatic excerpts by Wagner and other composers
such as Meyerbeer and Verdi, see The New Grove, Sadie, ed.,
vol. 11: 66-68.
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took few liberties with the original scores, seeking instead
to transfer Wagner's vocal and orchestral writing to the
piano. The results are very near to today's easily acces-
sible piano/vocal score arrangements and are now, with few
exceptions, of minimal value to concert performers. An
example of this type of transcription can be found in the
recitative preceding the aria, "O du mein holder Abend-
stern," of Tannhauser (see Example 2). Liszt scrupulously
adheres to Wagner's score, including every note of the reci-
tative and superimposing the text above the staff. He uses
simple arpeggios and broken chords to approximate Wagner's
accompaniment which was scored for harp.

Ex. 2. "O du mein holder Abendstern,"” mm. 11-20:
arpeggios, broken chords, and text (bracketed).

. Text indicated
Reaitatts [ TUaS T e e
e L Se——ie—c———
Dy I .m o _ ],
/v~ Arpeggio I = 3
pesantc Broken chord
guasi arpa
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Just as it will be seen that Liszt was a pioneer in
the development of the operatic fantasy, so was he innova-
tive in the practice of transcribing J. S. Bach's organ
works for piano. The "rediscovery" of Bach, which was
fostered by J. H. Forkel's biography of Bach in 1802 and the
performance of the St. Matthew Passion (directed by
Mendelssohn) in 1827, had already generated renewed interest
in Bach's works.18 During 1842-50 Liszt transcribed six
organ preludes and fugues, and his interest in these works
influenced later Bach transcriptions.19 Since the works
were originally conceived for the organ, Liszt merely sought
to approximate on the piano the greater resonance of that
instrument. The octave doublings, use of cadential broken
chords, idiomatic re-arranging of the upper parts, and use
of the damper pedal to approximate the sustained notes of
the organ's pedal keyboard served Liszt's purposes well in

" his scrupulous adherence to the original scores.

Paraphrases

Nineteenth-century audiences enjoyed hearing well-
known operatic melodies treated to virtuoso display; thus

18 Donald Grout, A History of Western Music, rev. ed.
(New York: W. W. Norton and Company, Inc., 1973), p. 435.

19 Gerald W. Spink, "From Bach-Liszt to Bach-Busoni,"
Musical Opinion 89 (July 1966): 60l. The author cites
transcriptions of Bach's organ works by Carl Tausig and

Ferruccio Busoni.

2 wilde, Franz Liszt, pp. 178-79.
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most contemporary virtuosos added their own contributions to
operatic transcription literature. Tausig, Klindworth, and
von Bulow, for example, regularly featured operatic tran-
scriptions in their concerts.2l Liszt was no exception.
Over a period of some fifty years, he wrote paraphrases of
operas by composers such as Mozart, Meyerbeer, Donizetti,
- Bellini, Wagner, and Verdi.Z2

In.the typical nineteenth-century paraphrase the
emphasis was on highlighting themes from various arias,
duets, ensembles. etc. of one particular operatic scene.
Generally recognized as being uneven in quality, many of
Liszt's paraphrases reflect his desire to satisfy audiences
who asked nothing more than to be entertained; these are,
therefore, basically flamboyant extravaganzas that reflect
prevalent transcription practices. With primary emphasis on
embellishment and elaboration of melodies, these paraphrases
are often little more than a p;tpourri uf‘recognizsble tunes
treated to ostentatious virtuoso display. Much of Liszt's
success as a concert artist was due to these operatic
paraphrases. For example, more than one account exists

which attests to the tremendous popularity of Liszt's

paraphrase of Meyerbeer's Robert le Diable (1841). Harold

2 Friedheim, Life and Liszt, p. 160.

2 For a complete listing of Liszt's operatic para-
phrases, see The New Grove, Sadie, ed., vol. 11: 66-68.
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includes a description of a concert at which Liszt and a
violinist were to perform Beethoven's "Kreutzer" Sonata.
The sonata was already in progress when the audience
interrupted with cries of "Robert le Diable!," "Robert le
Diable!"™ Calm was not restored until Liszt had played the
paraphrase, after which the "Kreutzer" was at last

performed.B Alan Walker, in Franz Liszt, The Virtuoso

Years, relates another incident which occurred when Liszt
was to perform Beethoven's "Emperor" Concerto with Berlioz
conducting. The audience insisted that Liszt play Robert le
Diable before he played the concerto, leaving Berlioz and
the orchestra standing idly by and waiting!26

On the other hand, nineteenth-century virtuosos who
turned to opera for transcription sources were indebted to
Liszt, for it was he who invented the popular operatic
fantasy--a paraphrase in which the drama or character of the
story itself is considered as important as the elaboration
of the vocal melodies.? These large-scale works repre-
sent well-organized, effective writing that demonstrates
Liszt's musical insight into the works he transcribed. The
best of these dramatic fantasias are skillful synopses of

the operas from which they are derived.
————

2 Schonberg, Great Pianists, p. 169.

2% Walker, The Virtuoso Years, p. 179.

%5 pale, Nineteenth-Century Piano Music, p. 179.
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In the opinion of one writer, the following fantasies
are the best of all the Liszt operatic transcriptions:

Mozart's Don Giovanni (1841), Bellini's Norma (1841) and

Sonnambula (1839), and Donizetti's Lucia di Lammermoor
(1835-36). The writer stresses that Liszt's impressive
musical craftsmanship and his ability to capture the dra-
matic character of the stories themselves are primary rea-
sons for the success of these particular fantasias.?
However, Crockett is also careful to give due recognition to
the musical quality and value of the original works on which
the fantasias are based.? In agreement with her point
regarding the quality of the original works, another writer
contends: "If the basic material of a work is strong
enough, it can survive performances by countless media."28

The scope of this study prohibits discussion of each
of the major fantasias, but the Reminiscences de Don Juan

deserves particular mention. The fact that Liszt chose to

transcribe an opera by Mozart is interesting in itself,
since Mozart is the only operatic composer from an earlier
era whose operas Liszt chose to transcribe.? Effective as
2% Barbara Allen Crockett, "Liszt's Opera Tran-
scriptions for Piano" (D.M.A. dissertation: University of
Illinois, 1968), p. 27. -
2 1bid., p. 29.

28 Richard Tetley-Kardos, "Piano Transcriptions--
Back for Good?," Clavier 25 (February 1986): 18.

2 yilde, Franz Liszt, p. 200. Liszt also left

unfinished a fantasy on two themes from Mozart's Marriage of
Figaro. He performed the unfinished fantasy in 1843; Busoni
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it is in its original dramatic form, Mozart's Don Giovanni
inspired Liszt to create a similarly dramatic concert piece
for the piano. Searle acknowledges the frequently raised
question of whether or not Liszt should have presumed to
tamper with a masterpiece, finally endorsing the fantasy
with the reservation that it should not be considered a
substitute for the opera:

Personally I find the work a completely satisfying

interpretation by one composer of the ideas of

another; it, of course, cannot make the same effect

as a hearing of Mozart's opera, but it is not

intended to--it is Mozart-Liszt and not Mozart.X

The Reminiscences de Don Juan is a tightly-knit

composition in which Lisztian keyboard gymnastics abound--
trills, diatonic and chromatic scales (in single notes,
octaves, double thirds and sixths), use of the extreme
registers of the piano, wide leaps, and brilliant cadenzas.
These virtuoso elements are an integral, and not a super-
ficial, part of the work since Liszt uses them to enhance
rather than to obscure the underlying dramatic character of
the piece. Less bombastic but equally effective pianistic
writing is also to be seen in short transitions such as that
illustrated in Example 3 (page 22) where Liszt interjects
delicate sequences of descending chromatic fourths and

fifths:

edited, completed, and published it in 1921. See Crockett,
"Liszt's Opera Transcriptions," p. 88.

0 searle, Music of Liszt, p. 41.
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Ex. 3. Reminiscenses de Don Juan, mm. 65-68:
effective pianistic writing as illustrated by
delicate sequences of descending chromatic
fourths and fifths.

Andantino. P

Song Transcriptions
In addition to his orchestral and operatic tran-
scriptions, Liszt transcribed numerous songs by composers
such as Beethoven, Franz, Rossini, and Chopin.31 However,
it was Schubert's songs that commanded most of his attention
(he transcribed over fifty).3 Liszt's expressiveness and
keyboard virtuosity in the transcriptions serve generally to

enhance and intensify the mood and character of the original

3l For a complete listing of Liszt's song tran-
scriptions, see The New Grove, Sadie. ed...vol. 11l: 68-69.
Among the Beethoven transcriptions are "Adelaide," Op.
(1839), and the song cycle An die ferne Geliebte, Op. 98
(1849); Franz transcriptions include numerous songs; Liszt
named the transcriptions of twelve songs by Rossini Soirdes
musicales (1837); transcriptions of Six Polish Songs by
Chopin were published in 1860.

2 Ipid. The first transcription was of "Die Rose"
(1835). Subsequent transcriptions include songs such as
"Erlkonig," "Gretchen am Spinnrade," "Stdndchen," and "Der
Wanderer." It is interesting to note that he transcribed
the complete song cycle Schwanengesang (1838-39) and twelve
of the twenty-four songs in the song cycle Winterreise
(1839).
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songs. Typical pianistic devices he uses for his elabo-
rations include cadenzas, tremolos, trills, and different
accompanying figurations for each successive verse.

While Searle notes that Liszt's preoccupation with
virtuosity often borders on the superficial and thus may
appear overdone at times (in the case of Schubert's songs in
particular), he also claims that Liszt's song transcriptions
most often remain true to the original composer's intent.

He further indicates that, since Schubert's music was not
well known or appreciated outside Vienna at the time,
Liszt's transcriptions helped to popularize the Viennese
composer's works in much the same way they had promoted the
works of Berlioz and Wagner.®

A comparison of Schubert's original "Gretchen am
Spinnrade" with Liszt's 1838 transcription (see Example 4a,
page 24, and Example 4b, page 25) shows Liszt's efforts to
add pianistic intensity for the purpose of emphasizing the

song's text: ¥

Meln armer Kopf st mir verriickt, My poor head is distracted,

Mein armer Sian ist mir zentiickt. My poor mind is shattered,

Meine Rub ist hin, mein Her Ist schwer, My peace is gone, my heart is heavy,
Ich finde ste nimmer und nimmermebr, I can never find peace, nevar zgain,

In the transcription the melody is doubled in octaves, the

middle sixteenth-note figuration is more complex and

B Searle, Music of Liszt, p. 37.

3% Franz Schubert, 200 Songs for Voice and Piano, 3
vols., trans. and notes Gerard Mackworth-Young (New York:
International Music Company, n.d.) 2: xix.
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thickens the texture, chords are broken, and the word
"agitato" is added to Schubert's crescendo indication.
Here, too, as in the Wagner-Liszt transcription of "O du
mein holder Abendstern" (see Example 2, page 16), Liszt
superimposes the text above the staff to indicate the
underlying mood or character of the work.

mm. 20-29.

Ex. 4a. Schubert's "Gretchen am Spinnrade,"
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Ex. 4b. Liszt's “"Gretchen am Spinnrade," mm. 20-29:
melody in octaves, complex middle sixteenth-
note figuration, broken chords, and text
(all bracketed).

Non troppo Allegro

JEE [ J—

S
ER

i =: T

Composers before Liszt made transcriptions of their
own original works. In doing s3, they not only counter-
acted transcriptions of these works by other composers, they
also took advantage of opportunities to rework.original

ideas and to demonstrate new techniques in the development

of their personal compositional styles.¥ Since Liszt was a

35 Myron Schwager, "A Fresh Look at Beethoven's
Arrangements," Music and Letters 54 (April 1973): 143-44.
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pianist, and since he excelled in transcriptions, it logi-
cally follows that he would transcribe for the keyboard many
of the works he originally wrote for other media. Aside
from his three Petrarch sonnet transcriptions, which are
discussed in detail in the following chapter of this study,
Liszt also transcribed such works as his symphonic poems
(piano duet and two pianos), his Dante Symphony (for two
pianos, 1856-59), three original choral works as Numbers

2,5, and 6 of the Harmonies potiques et religieuses (piano

solo, 1847-52), two versions of the Mephisto Waltz from its
original orchestral setting (both for piano soio--1859-60,
1881), and his great organ work, the Prelude and Fugue on
the letters BACH (1871).3 His transcriptions of the three
Liebestraume for voice (1850) are comparable to the Petrarch
sonnet transcriptions in that they, too, are performed more
often today in their piano versions than in their original
vocal settings.¥

Liszt's practice of transcribing music from other
media for the keyboard was beneficial both to him and to the
composers whose music he transcribed and performed. His one
hundred ninety-three piano transcriptions helped to promote
his own career as a virtuoso; they achieved public recog-
nition for his lesser-known earlier works as well as his new

¥ For a completé listing of Liszt's keybeard tran-

scriptions of his own original works, see The New

Grove,
Sadie, ed., vol. 11: 68-70.

3 F. E. Kirby, A Short History of Keyboard Music,
(New York: Schirmer Books, 1966), p. 319.
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works which were not yet fully appreciated; and they brought
to the attention of the world of music many masterpieces
which had not yet been acclaimed. The fact that only a few
of his transcriptions are programmed with any regularity
today in no way detracts from their initial impact and
importance. Indeed, their value must be weighed, not in
accordance with today's standards or demands, but in view of
the era in which they were written. Even the most super-
ficial ones had their moments-~they, too, helped prove the
capabilities of the modern piano and provided virtuoso
standards towards which pianists will most likely continue
to strive. Moreover, Liszt's development as a composer
exerted a far-reaching influence upon later musical trends.
This development along with the progressive experimentation
in his later compositions can be observed in the tran-

scriptions and revisions.
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CHAPTER III

FOUR SETTINGS OF PETRARCH SONNETS

Liszt's settings of three Petrarch sonnets are
representative of his practice of revising and transcrihiﬁg
his own original compositions. As a result of this prac-
tice, arranging his works in chronological order is often
complicated by the fact that he did not always date the
revisions. For example, it is known that he wrote at least
four versions of three Petrarch sonnets. The original
settings for tenor voice and piano were written in 1838-
39;1 hovwever, before the soﬁgs were published in 1847,
Liszt transcribed them for piano. These transcriptions were
published in 1846, ; year before the publication of the
original songs. Moreover, subsequent revisions of the
transcriptions resulted in their publication in 1858 as a
part of the Années de Pélerinage, Deuxiéme Année: Italie.
0f the two sets of piano transcriptions, the 1858 versionms
are those which are performed today. In 1861, Liszt rewrote

the songs--this time for baritone voice and piano--and these
—_—

1 Most of today's sources (for example, Searle and
Walker) indicate that the songs were written in 1838-39.
However, it should be noted that recent research by Rena
Charnin Mueller suggests that they could have been written
as late as 1843. See "Book Reviews," Journal of the

American Musicological Society 37/1 (Spring 1984): 190.

28
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settings were published in 1883.2 For this study, the vocal
versions are identified by their dates of composition, and
the piano transcriptions are identified by their publication
dates.

Liszt wrote over seventy songs. That he wished to be
considered a serious writer of songs is implied in his
expressed concern regarding the publication of his
Gesammelte Lieder (Collected Songs). In 1859 he wrote to
critic Franz Brendel: "It is of great consequence to me not
to delay any longer the publication of my 'Gesammelte
Lieder.'"3 His awareness that the songs would probably be
subjected to criticism is obvious in the following state-
ment:

The songs can hold their ground in their present
form (regardless of the criticism of our choking
and quarrelling opponents which will infallibly
follow!); and if a few singers could be found,
not of the raw and sugerflcial kind, who would
boldly venture to sing songs by the notorious non-
composer, Franz Liszt, they would probably find a
public for them.
Liszt's place as a composer of songs is superseded by

Franz Schubert, Robert Schumann, Johannes Brahms, and Hugo

Wolf. Einstein is critical of Liszt's songwriting efforts,

2 Humphrey Searle, The Music of Liszt (London:
Williams and Norton, 1954) p. 31.

3 Liszt, in La Mara, ed., Letters of Franz Liszt,
vol. 1, trans. Constance Bache (New York: Haskell House
Publishers Ltd., 1968), p. 413,

4 Ibid., p. 4l4.
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calling him an “experimenter."5 Searle, on the other hand,
is complimentary. Yet he credits the songs' value as
"showing an unfamiliar side of Liszt's art," acknowledging
that, in comparison to Liszt's other works, they have
received only minimal attention.6

What are the shortcomings of Liszt's songwriting

technique? Are the criticisms justified? The 1838-39
versions of the scnnets are among his earliest songs, and in
them are to be found some of the problems that are cited by
those who are critical of Liszt's early vocal style as well
as qualities that are representative of some of his most

expressive writing.

Text Selection_and Translations

Ninetéenth-century composers recognized a close
affinity among the arts, especially between music and
literature. Lieder composers looked to favorite German
poets for inspiration--Schubert to Goethe for fifty-nine
poems, to Wilhelm Miller for Die schéne Miillerin (1823) and
Winterreise (1827), and to Heinrich Heine for six songs in
Schwanengesang (1828); Schumann to Heine for Dichterliebe
(1840) and to Goethe, among others, for numerous songs.7
York: W. W. Norton and Company, Inc., 1947), p. 195.

6 Searle, Music of Liszt, p. 50.

7 For a survey of Schubert's and Schumann's Lieder,
see Einstein's Romantic Era, pp. 95-100 and pp. 186-89.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



31

Liszt, too, was inspired by German poets such as Goethe and
Heine.8 Why, then, did he turn to an Italian poet for the
texts of what Searle suggests may well be his earliest
songs, the settings of the Petrarch sonnets?9 During
1838-39, Liszt and the Countess d°Agoult traveled in Italy
where the composer's exposure to Italian literature, music
(folklore and opera in particular), and scenery is thought
to have inspired many of his works. The 1838-39 settings of

the sonnets count among these compositions.l0

Liszt chose the three poems from a collection by the
great fourteenth-century Italian poet, Francesco Petrarch
(1304-?4). The collection, Canzoniere (Book of Songs),
contains 366 lyric poems which were written and revised by
the poet over the span of his adult life from 1330-71.
These poems Fell of Petrarch’s love for a girl named Laura
(whether real or imagined), whom he claimed to have first
seen in 1327, For twenty-one years, until her death in
1348, Petrarch wrote of his love for her.ll

The story the love poems tell is not always one of

8 For a discussion of the Liszt songs, see The New
Grove, Stanley Sadie, ed., vol. 11 (London: Macmillan

Publishers Limited, 1980), s.v. "Franz Liszt: Opera and
Secular Vocal Style," by Humphrey Searle: 40.

9 Searle, Music gg‘Liszt. p. 31.

10 claire Aebersold and Ralph Neiweem, "Liszt's
Italian Years," Clavier 23 (March 1984): 23.

11 Robert Durling, Petrarch's Lyric Poems (Cambridge,

Massachusetts and London, England: Harvard University
Press, 1976), pp. 4-7.
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joy and happiness but often one of despair and sorrow. Much
of the appeal of Petrarch's poetry, however, is thought to
be the result of his original handling of the themes, or, as
Durling suggests, "in the intensity with which [Petrarch]
develops and explores them, in the rich, profoundly personal
synthesis of divergent poetic tradition, in the idea of the
collection itself."12 Perhaps it was this intense expres—
sion of conflicting emotions that appealed to Liszt and
suggested to him the possibilities of musical expression.
Translations of the three poems ("Pace non trovo,"

" and "I vidi in terra angelici

"Benedetto sia'l giorno,"
costumi") illustrate the great emotional appeal that is
characteristic of Petrarch’s poetry (see Appendix, pages
148-50). Petrarch's "Pace non trovo" ("Peace I do not
find") dramatically juxtaposes contradictory emotions of
love--feelings of frustration and hopelessness on the one
hand, joy and exhilaration on the other.’ Immediate con-
trasts of opposites throughout the poem sustain a tension
that is present even in the last stanza:

I feed on pain, weeping I laugh;

equally displeasing to me are death and life.

In this state am I, Lady, on account of you.
"Benedetto sia'l giorno" (“Blessed be the day") deals, too,
with the torments of love--in this case, the painful expe-

rience of first love, a love that happened at first sight.

In the lyrical "I vidi in terra angelici costumi" ("I saw on
-

12 1bid., p. 9.
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earth angelic qualities"), thoughts of love suggest heavenly
sentiment. The following examination of the 1838-39 songs
proposes to show the influence of the texts upon Liszt's

early vocal style and accompaniment techniques.

Vecal Stylistic Characteristics

Liszt's individuality and nonconformity to typical
art-song style of the early nineteenth century may be seen
in the 1838-39 versions of the sonnets. By this time he had
already transcribed for the piano many of Schubert's Lieder.
In fact, before the sonnets were actually published in 1847,
he had finished the Schubert transcriptions ali:ogel:hex‘.]-1
Furthermore, he had met Robert Schumann in 1840, the year in
which that composer wrote no less than a hundred and thirty-
eight sungs!la Thus it would appear that, even with expo-
sure to the éonguriting techniques of both Schubert and
Schumann (which provided  ample opportunities for him to
rethink his own 1838-39 songs), Liszt preferred not to model
these works after the style of his fellow composers.

The influence of Italian opera is apparent in the
sonnets. Such operatic style is particularly noticeable in
regard to their form. For example, in "Pace non trovo"

(104/I), Liszt chooses a recitative-aria format. In Example

3 Searle, Music of Liszt, p. 37.

14 Christopher Headington, "The Songs," Franz Liszt:
The Man and his Music, ed. Alan Walker (New York: Taplinger
Publishing Company, 1970), p. 221.
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5, it can be seen how he uses declamatory vocal style in
conjunction with some orchestral-like accompaniment and
figuration. Also, frequent orchestral-like interludes are
used to introduce and project the poem's themes of frus-
tration and confusion. The oxymoronic phrases in the text
of the opening stanza read:

Peace I do not find, and I have no wish to make war,

and I fear and hope, and burn and am of ice;

and I fly above the heavens and lie on the ground;

and I grasp nothing and embrace all the world.

Ex. 5. "Pace non trovo," I04/I, mm. 5-27: declamatory

opening section with orchestral-like accompani-
ment and interludes.
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Ex. 5 (cont.)
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Ex. 5 {cont.)

Examples 6a (below) and 6b (page 37) display recurrences of
the "Peace I cannot find" melodic motive which serve to
unify the work and help to sustain the dramatic mood of the
poem.

Ex. 6a. "Pace non trovo," 104/1, m. 33: "Peace I

cannot find" motive repeated before the
aria--notes of motive circled.
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Ex. 6b. "Pace non trovo," 104/1, mm. 93-97: "Peace
I cannot find" motive repeated before the
coda--motive (bracketed) with adjusted
intervals (circled).

Lento , omma passione
ibrato @

que_sto sta .to sof,

@l

Einstein observes: "With Liszt, song lost its form

“ e e w)':th him, form runs off into sentimental arioso."l5
Both "Benedetto sia'l giorno" (47/I) and "I vidi in terra
angelici costumi" (123/I) alternate between declamatory and
arioso styles. Collaboration of the two styles complements
both the lyric and dramatic content of Petrarch's poetry.

The following examples illustrate this alternation.

5 Einstein, Romantic Era, p. 195. Headington
disagrees with Einstein and states further, "It is easy to
refute Einstein, of whose remarks the most charitable view
is that he misread the music." See "The Songs," Franz
Liszt, (p. 241). T
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In "Benedetto sia'l giorno™ (47/1), Liszt's use of
declamatory style allows him to emphasize the words "and the
sighs and the desire" (see Example 7a).

Ex. 7a. "Benedetto sia'l giorno," 47/I, mm. 60-61:
declamatory emphasis of words.

a piacere ~
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On the other hand, arioso style (as shown in Example 7b) is
particularly suitable for the wordy opening stanza of the
poem:

Blessed be the day and the month and the year

and the season and the time and the hour and the

instant and the beautiful countryside and the place

vwhere I was struck by two lovely eyes that have me
bound.

Ex. 7b. "Benedetto sia'l giorno," 47/I, mm. 10-19:

arioso style compatible with the text.

Lento, ma sempre ua poco mMossO
.com anima
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€x. 7b (cont.)
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Example 8a contains an illustration from "I vidi
in terra angelici costumi" (123/I) in which each of the
words, "Love, wisdom, worth, piety, and sorrow," is

emphasized.

Ex. 8a. "I vidi in terra angelici costumi," 123/I,
mm. 40-47: declamatory emphasis of words.
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Ex. 8a (cont.)

in Example 8b it can be seen how arioso

Then again,

style complements the opening lines of "I vidi in terra

angelici costumi” ("I saw on earth angelic qualities and

heavenly beauties unique in the world").

Ex. 8b. "I vidi in terra angelici costumi," 123/I,
mm. i3~17: suitability of arioso style to
text.

Andante —
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Ex. 8b (cont.)

—

In projecting his interpretations of the three
Petrarch sonnets, Liszt sometimes repeats words and/or lines
of the texts. How many times, though, may a thought be
repeated before it loses its effectiveness? In the 1838-39
songs, Liszt apparently feels justified in reserving such
practice for those moments when he feels that the mood and
meaning of the text are enhanced by repetitive emphasis. He
particularly makes use of repetitions at important struc-
tural points. An illustration of this is to be seen in the
coda of "Pace non trovo" (104/I) where he repeats the final

' extending

line, "In this state am I, Lady, because of you,"
it over eight measures to evoke a feeling of resignation

(see Example 9a, page 42).

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



42

Ex. 9a. "Pace non trovo," 104/I, mm. 99-110: effec-
tive repetition of text for emphasis at climax.

vallent - 2" _
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Another example of repetition for emphasis (shown in
Example 9b) is found in "Benedetto sia'l giorno" (47/1).
The text ("and my thoughts which are only of her, so that no
other has part in them!") is interrupted and augmented to
read: "and my thoughts which are only of her--which are
only of her, yes, only of her--so that no other has part in
them!" Liszt's ascending melody with its suspension (mea-
sure 74) and retardation (measure 76) heightens the inten-
sity of the climax before relaxing in a descent that is
embellished by appoggiaturas.

Ex. 9b. ‘"Benedetto sia'l giorno," 47/I, mm. 69-78:

repetition for emphasis~-repeated words
(bracketed), non-harmonic tomes (circled).

Lento, ma sempre un poco mMossO
<om intimo senfimeno /;3'
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Ex. 9b (cont.)

Thus we see that Liszt's concern for content helped
determine fo}m. He chose the form on the basis of what he
felt would best meet textual and musical requirements.,

Further influence of Italian opera is to be seen
throughout the tenor settings in Liszt's use of bel canto
style with its emphasis upon beauty of sound and brilliance
of performance. Characteristic of the melodies of the
1838-39 Petrarch songs is the composer's frequent use of
non-harmonic tones (see Example 9b, page 43). Neighboring
tones, appoggiaturas, passing tones, and suspensions deco-
rate the melodies. Also illustrative of this is the very
expressive music that was composed for the text that reads,

"and blessed be the first sweet trouble I felt on being made
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one with Love," from "Benedetto sia'l giorno" (47/I) which
is to be seen Example 10a.

Ex. 10a. "Benedetto sia'l giorno," 47/I, mm. 21-25:
expressive writing through use of non-
harmonic tones--neighkboring tones, accented
passing tone, and suspension (circled);
melodic turn (bracketed).

tLento, ma sempre un POCO MOSSO

"and

Equally expressive is the setting of the words
the heavens were so intent upon the harmony that no leaf on
any branch was seen to move" from "I vidi in terra angelici

costumi" (123/I), as shown in Example 10b (page 46).
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Ex. 10b. "I vidi in terra angelici costumi," 123/I,
mm. 54-61: non-harmonic tones (circled),
melodic turn (bracketed).

Andante ("eta“"‘1 lﬁ"“)

Example 10c contains measures 57-59 of "Ben‘edetto
sia'l giorno" (47/I), which reveal how Liszt musically
depicts the word "tears" through the use of descending
chromatic passing tones that diminish in volume as they
fall.

Ex. 10c. "Benedetto sia'l giorno," 47/I, mm. 57-59:

descending chromatic passing tones depicting
tears.

Lento, ma sempre un poco MOSSO
swmore.
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The vocal writing of both "Pace non trovo" (104//1)
and "Benedetto sia'l giorno" (47/1), with their occasional
very high single notes, is again more representative of
Italian opera than nineteenth-century Lieder. In Example 9b
(page 43), Liszt's use of high notes to emphasize key words
in the text can be seen (measures 74-75), and Example 11
presents yet another illustration. In Example 9b, the high

"

note emphasizes the word "si" ("yes"); in Example 11, the’

word "amo" ("I love") is highlighted.

Ex. 11. "Pace non trovo," 104/I, mm. 75-78: use of
high individual notes and alternatives.
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Examples 12a and 12b provide illustrations of Liszt's

use of an ossia to afford the singer the options of more

difficult passages in both "Pace non trovo" (104/I) and
"Benedetto sia'l giorno" (47/I).

Ex. 12a. "Pace non trovo," 104/I, m. 90: ossia
indicated.

Lent 1.
et _.2 0 (eoco accel.)

Ex. 12b. "Benedetto sia'l giorno," 47/I, mm. 84-86:
ossia indicated.

Lento, ma sempre un poco mosso
—
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Also, to provide the singer with more dramatic
endings for the two songs, Liszt writes demanding options

with high d-flats (see Examples 13a below and 13b, page 50).

Ex. 13a. "Pace non trovo," 104/I, mm. 102-10:
ending with ossia.
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Ex. 13b. "Benedetto sia'l giorno," 47/I, mm. 89-96:
ending with ossia.

Pt (o] & - III pi adagio[G5] ./~ . [96]
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It is obvious that Liszt's persoral interpretations
of the poetry determined the style of the 1838-39 versions
of the Petrarch sonnets. Then, too, considering the
nationality of the poet, one might conclude that Liszt
believed it to be appropriate that the songs should be
"Italianate" and even operatic in style. It would also
follow that the accompaniments would be conceived in the
same idiom. Example 5 (page 34) has already been used to
illustrate orchestral-like accompaniment found in "Pace non
trovo" (104/I), the most dramatic of the three songs. Just
as operatic vocal style is not typical of nineteenth-

century Lieder practices, neither is such orchestrally-
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conceived accompaniment. Likewise, while the accompaniments
of "Benedetto sia'l giorno" (47/I) and "I vidi in terra
angelici costumi"(123/I) are not so orchestrally conceived
as that of "Pace non trovo" (104/I), they do include key-
board techniques that are outside the mainstream of
nineteenth-century art song practices. The following dis-
cussion of the 1838-39 Petrarch song accompaniments indi-
cates that negative evaluations of the works are in some
instances justified, and that perhaps Liszt was sometimes
overzealous and melodramatic in his efforts to enhance the

text.

Piano Accompaniments (1838-39)

One writer has described Liszt's early piano accompa-
niments as being "bombastic" and "boorish."16 While such
descriptions might themselves be considered exaggerations,
Turner is not alone in criticizing Liszt's song accompani-

ments. Longyear, for example, refers to Liszt's "

over-
written piano accompaniments," claiming that "Die drei
Zigeuner," written as late as 1860 and illustrated in Exam-
ple 14 (page 52), "even sounds like a Hungarian Rhapsody
with a vocal accompaniment."l7 ‘

16 Ronald Turner, "A Comparison of Two Sets of
Liszt-Hugo Songs," Journal of the American Liszt Society 5
(June 1979): 16.

17 Rey Longyear, Nineteenth-Century Romanticism in

Music, History of Music Series (Englewood Cliffs, N. J.:
Prentice Hall, 1969), p. 167.
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Ex. 14. "Die drei Zigeuner," mm. 29-44: showing
“overwritten piano accompaniment" as
described by Longyear.

Allegro vivace quasi Presto.
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Liszt himself was concerned in later years about the
appropriateness of the piano accompaniuments in his early

songs. In 1853, he wrote to critic Louis Kghler:
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Later on, when I bring out a couple more numbers,
I must make a somewhat remodelled edition of these
earlier songs. There must, in particular, be
simplifications in the accompaniment.

Searle suggests that the "romantic exuberance of
Liszt's youth" is manifest in the 1838-39 Petrarch songs.l9
Since the songs were written during the composer's early
virtuoso period, it is not surprising that the accompani-
ments should reflect his dramatic keyboard style. 1In his
attempts to write accompaniments that support his interpre-
tations of the poems, he often includes compositional
techniques and pianistic writing which serve to make the
piano an equal partner with the voice. This equality is to
be seen in Example 15a--with the singer given a high
g-sharp, the composer may have felt justified in writing so

" bombastic an accompaniment.

Ex. 15a. "Pace non trovo," 104/I, mm. 21-27:
dramatic accompaniment supports exciting
vocal line--use of ff, tremolos, and
bravura octaves (bracketed).

Tremolo

———

B Liszt, in La Mara, ed., Letters, p. 172.

19 Searle, Music of Liszt, p. 31,
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Ex. 15a (cont.)

Bravura octaves

Likewise, in Example 15b (pages 55-56) it can be seen
how the text "Blessed be the many words that I have scat-
tered calling the name of my Laura" inspired Liszt to write
the biggest climax that is to be found in "Benedetto sia'l
giorno" (47/III). The passage, which builds poco a poco
agitato (beginning measure 44), uses wide spacing (mea-
sures 44-50), thick textures (measures 44-50), changes of
register (measures 44-50), and a crescendo to fortissimo
(measures 48-49). Chords that alternate between different
registers (measures 44-48) suggest the word "scattered"--an
effective use of word-painting. Such emotional pianistic
writing may appear to be overdone, but it may be argued that

Liszt planned this climax in order to make the word-painting
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which follows more effective (see Example 10c, page 46).

The youthful exuberance of Liszt the pianist is illustrated
in the dramatic accompaniment, which he perceived as being
appropriate to the text. However, in measures 33-43 pre-
ceding the climax, the accompaniment includes an element
that may justifiably be considered too contrived and not in
keeping with the sentiment of the text--namely, the appear-
ance of incongruous left-hand grace notes in a passage which
is to be played according to the directions "in a sweetly
religious manner." Perhaps it is effects such as this that
prompted Liszt's own criticisms of the accompaniments in his

early songs.

Ex. 15b. "Benedetto sia'l giorno," 47/I, mm. 33-50:
left hand grace notes seem incongruous;
uses of wide spacing, thick textures, changes
of register, and word painting.
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Ex. 15b (cont.)

In addition to serving the functions of harmonic and
rhythmic support for the vocal line, the accompaniments
sometime assume melodic qualities that also demonstrate the
equal role Liszt assigns to the piano. For instance, in
Example 16a (page 57) it can be seen how the piano and
voice engage in an imitative duet in measures 79-82 of
"Benedetto sia'l giorno" (47/I) before they are combined to

double a melodic climax.
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Ex. l6a. "Benedetto sia'l giorno," 47/I, mm. 78-84:
imitative duet between voice and piano--
melodies (bracketed), doubling of melody

between two parts (circled).
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Measures 70-78 of "Pace non trovo" (104/I) illus-
trate a similar passage (see Example 16b). The accompani-
ment (which features a prominent melodic line that is
doubled in octaves with filled-in chordal textures) assumes
the lead in this duet (measures 70-76), and the two parts
combine to double the melody at the end of the phrase

(measures 76-78).

Ex. 16b. "Pace non trovo," 104/I, mm. 69-78:
duet between voice and piano--piano
and vocal melodies (bracketed), doubling of
melody between two parts (circled).

S S
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Ex. 16b. (cont.)

Yet another indication of equality between the vocal
line and the accompaniment is to be observed in the use of
piano interludes. For instance, in "Pace non trovo"
(104/1), the beautiful aria theme is given first to the
piano (see Example 17a); consequently, the eventual vocal

entry (measure 45) is somewhat anticlimactic.

Ex. i7a. "Pace non trovo," 104/I, mm. 34-45:
piano introduces aria theme (mm. 37-44).

Lento
P o — — =
[E3) [ L3 J—
= it
——
- onalo
T dim. assai | quasi fu;-p«qpmm g
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Ex. 17a. (cont.)

eapressivo accentualo assai

A lengthy piano interlude (marked dolcissimo and

pianissimo) which emphasizes the high registers of the

"heavenly" transition

keyboard provides an appropriate

"I vidi in terra

between the second and third stanzas of

(123/1) as can be seen in Example 17b

angelici costumi

(page 61).
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Ex. 17b. "I vidi in terra angelici costumi," 123/I,
mm. 34-40: piano interlude appropriate to
sentiment of text--high registers of the
keyboard emphasized.

un poco rilennto dl tempo

As can be seen in the following examples, the expan~
sive piano introductions of the three songs are indications
of the importance Liszt places on the accompaniments in
providing appropriate settings for the texts. The bold

Agitato assai exuberance of the opening of "Pace non trovo"

(104/1) prepares the initial declamatory vocal entry of the
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recitative (see Example 18a). Moreover, the sequence of
diminished- and dominant-seventh chords and the resultant
tonal ambiguity seem to suggest the contradictory, illusive

character of the song's text.

Ex. 18a. "Pace non trovo," 104/I, mm. 1-5: dramatic
piano introduction with its sequence of
diminished- and dominant-seventh chords
suggests the illusive character of the poem's
text.

Likewise, the introduction of "Benedettc sia'l
giorno" (47/I) with its frequent modulations is perhaps sug-
gestive of the torments of young love. The effective uses
of silence (created by rests) and augmented—sixth and dimin-
ished-seventh chords prolong the.final resolution in the

tonic key of A-flat major, while expressive double chromatic
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passing tones and appoggiaturas enhance the melodic line
(see Example 18b).

Ex. 18b. "Benedetto sia'l giorno," 47/I, mm. 1-10:

piano introduction with expressive features

and harmonic progression (all circled or
bracketed).

Lento, ma sempre un poco mosso.

____.? ke i . 7 Yy
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In the dolce misterioso opening of "I vidi in terra
angelici costumi" (123/I), eleven measures elapse before the

composer establishes the tonic key of A-flat major (see

Example 18c, pages 64~65). An expressive appoggiatura

“sigh" with its brief resolution supplies an appropriately

"mysterious" climax before the arioso section begins. The
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triplet figuration and chromatic unrest which undulate
throughout the introduction suggest the sensuous theme of

Petrarch's poem.

Ex. 18c. "I vidi in terra angelici costumi," 123/I,
mm. 1-13: piano introduction with expressive
features (all circled or bracketed).
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Ex. 18c (cont.)

Like the introductions, the piano postludes of the

1838-39 songs also contain noteworthy mglodic and harmonic
elements which complement the poems' texts and demonstrate
the importance Liszt assigns to the piano. The concluding
three measures of "Pace non trovo" (104/I) contain a
cadential harmonic progression that was to become, with some
variants, a hallmark of Liszt's style: a major mediant
chord before the final tonic chord (see Example 19a, page

66).
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Ex. 19a. "Pace non trovo," 104/I, mm. 105-10:
final harmonic cadence using I-III-I
chord progression (bracketed).

Example 19b illustrates the final cadence of

"Benedetto sia'l giorno" (47/I). The identical melodic

appoggiatura "sigh" which is used at the end of the intro-

duction of "I vidi in terra angelici costumi" (123/I), as

shown in Example 18c (page 64), may be seen. Liszt's use of

the major mediant chord in a cadential harmonic progression

may also be observed.

Ex. 19b. "Benedetto sia'l giorno," 47/I, mm. 94-96:
final cadence includes melodic appoggiatura
"sigh" (circled) and use of the major mediant
chord (harmonic progression bracketed).

#iv adagio Ofgy.r

i
1
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The postlude of "I vidi in terra angelici costumi"
(123/1I) is the most interesting of the postludes in regard
to harmony and the use of non-harmonic melodic embellish-
ments (see Example 19c). The ascending melodic line with
its appoggiaturas, first, over the alternation of dominant-
seventh chords (which function as augmented-sixth chords)
and tonic chords over a pedal a-flat (g-sharp enharmonic
with a-flat) and finally, over repeated tonic chords, pro-
vides an ending that implies final acceptance and resig-

nation.

Ex. 19c. "I vidi in terra angelici costumi," 123/I,
mm. 74-77: postlude suggestive of final
acceptance and resignation--non-harmonic
tones (circled).

The limitations of this paper preclude formal har-
monic analysis of each of the 1838-39 Petrarch songs. How-
ever, there are certain obvious harmonic characteristics
common to all three songs. Abrupt modulations, harmonic
progressions based on root movement by thirds, sequences of

diminished-seventh chords, and the frequent use of augmented
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triads are to beAfound. All of these are characteristic of
Liszt's style during this period.zj

In assessing the piano accompaniments of the original
Petrarch songs, then, it would appear that many of the nega-
tive observations regarding them stem from Liszt's appli-
cation of his already advanced keyboard technique to his
early vocal style. The application of these techniques
occasionally results in expansive accompaniments that, iﬂ
Liszt's attempt to equate the piano with the vocal parts,
overwhelm the latter to a degree that is not often observed
in nineteenth-century art songs. In short, Liszt the
pianist at times supersedes Liszt the accompanist.

It will be seen in the following discussion of the
two sets of piano transcriptions that the keyboard style,
which is already apparent in the 1838-39 songs, eventually
leads to the effective 1858 piano concert pieces that
successfully convey the mood of their literary sources

without the aid of texts.

Piano Transcriptions

The 1858 transcriptions of the Petrarch sonnets are
well known today as effective concert pieces, but it is

likely that few pianists realize that Liszt had written two

2 sadie, ed., The New Grove, vol. 11, s.v. "Franz
Liszt: Style and Structure" by Searle: 35.
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earlier versions of the sonnets. In addition to being song
transcriptions, these works are representative of the
nineteenth-century character piece for piano, a type of work
based on the premise that feelings and moods can be
expressed without the added use of a text.2l While Liszt
does preface each of the transcriptions with a quotation of
the poem that served as its inspiration, his purpose in
doing so appears simply to be that of acquainting the
performer with the general overall mood of the compo-
sition.2 Indeed, the listener need not be familiar with
the poetry in order to appreciate the expressiveness and
beauty of the music.

As a part of the Années de Pélerinage, Deuxiéme
Année: Italie which Liszt published in 1858, the revised
transcriptions of three Petrarch sonnets reflect the
composer's mature keyboard style. One writer states that

" the three volumes of the Années de PRlerinage represent the

composer's "most consistently well-written piano compo-

sitions,"B and that they, along with the Sonata in B Minor

(1854) and the Transcendental Etudes (final version, 1852),

2 yi1li Apel, Harvard Dictionary of Music, 2nd ed.,
rev. and enl. (Cambridge, Massachusetts: The Belknap Press
of Harvard University Press, 1972), pp. 147-48.

2 Louis Kentner, "Solo Piano Music (1827-61),"
Walker, ed., Franz Liszt, p. 123.

B John Gillespie, Five Centuries of Keyboard Music
(Belmont, California: Wadsworth Publishing Company, Inc.,
1965; reprint ed., New York: Dover Publications, Inc.,
1972), p. 240.
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are "proof enough of Liszt's talent [as a composer of piano
music]."2

Although the 1858 versions are revisions of an ear-
lier set of transcriptions which Liszt published in 1846,
today's references pay little attention to the early
versions (usually noting only their dates of publication);
it is the 1858 transcriptions that have found a niche in
pianists' repertoires. Since the 1858 revisions represent
the composer's mature style, this monograph is primarily
concerned with the examination of the later transcriptions.
However, for purposes of comparison, several examples which
illustrate the more obvious differences between the two
versions are included.

It is interesting that Liszt puhlished the 1846
transcriptions a year before the original songs were pub-
lished in 1847. Realizing the composer's awareness of
public sentiment towards his songwriting efforts (see page
29), one might conclude that Liszt hc.:ped the transcriptions
would promote an interest in the songs that would be compa-
rable to the interest and appreciation generated by his
transcriptions of songs by other composers such as Schubert.

In the 1846 transcriptions, Liszt transposed the
first two sonnets from their original key of A-flat major

(47/11 is transposed to D-flat major, and 104/II is trans-

% 1bid., p. 247.
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posed to E major), and the new keys are retained in the 1858
revisions. In both sets, Sonnet 123 is in the key of the
original song (A-flat major). In the later versions, he
also reversed the order of the first two sonnets, placing

47/111 before 104/III.

A Comparison of the 1846 and 1858 Transcriptions

As can be observed in the following examples, obvious
differences exist between the two sets in the introductions
of "Pace non trovo"™ (104/II and 104/III) and "Benedetto
sia'l giorno" (47/II and 47/III). By comparison, the
introductions of "I vidi in terra angelici costumi" (123/II
and 123/III) contain only one major difference--a cadenza-
like éhromatic figuration in measure 8 of 123/II that covers
several registers of the keyboard and ends with a trill,

interrupting the dolce misterioso mood which had been pre-

viously established (Example 20).

Ex. 20. "I vidi in terra angelici costumi," 123/II, mm.
7-8: a capriccio chromatic figuration ending
with trill,

Moderato. ’
2

In "Pace non trovo" (104/III), Liszt retains the

Agitato assai opening of the 1838-39 song (104/I--see
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Example 18a, page 62), thereby demonstrating a preference
for a dramatic beginning (illustrated in Example 2la).
Ex. 2la. "Pace non trovo," 104/III, mm. 1-4:

introductory material identical (except
for key) to introductory material of 104/I.

Agltato assaf.

In 104/1I, Liszt uses completely different introductory
material (see Example 21b, page 73). The Andante con moto
tempo indication and a change of meter (from 4/4 to 9/8)
transform the character of the opening section from that of
104/I. It may also be seen in Example 21b how the fast
chromatic harmonies of 104/I (compare Example 18a, page 62)
are augmented to become long pedal points over which chains
of first-inversion triads ascend and descend. Such augmen-
tation results in an extended introduction, which is twelve
measures in length in 104/II as compared to the four-

measure introduction of 104/III (see Example 2la, above).
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Ex. 21b. "Pace non trovo," 104/II, mm. I-8: char-
acter and mood of introduction transformed
by Andante con moto indication and change
of meter--augmentation employing long pedal
points and chains of first-inversion chords
(all bracketed).

(First-inversion triads)

Introduzione.
ndunte con moto.

[dddddddig

Similar abbreviations and changes are to be observed in
those sections that correspond to the recitative in the
original song. The thirty-two measures of 104/I are reduced
to two dramatic measures in 104/III (see Example 22a, page
74). However, in 104/II (Example 22b, page 74), the
composer again changes the meter (this time to 12/8) and
replaces the declamatory recitative with a nine-measure
transition (marked dolcissimo armonioso) which leads to the

beautiful aria theme.
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Ex. 22a. "Pace non trovo," 104/III, mm. 5-7:
abbreviation of recitative.
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Ex. 22b. "Pace non trovo," 104/II, mm. 13-21:
changes of meter and character transform
declamatory effect of the original recitative.

Andante con moto
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It is noteworthy, then, that after having made exten-
sive revisions for the introduction and.recitative of the
1846 version of "Pace non trovo" (104/II), Liszt finally
returned in the 1858 transcription to his origiﬂal concept
of the 1838-39 song. It is clearly a change from excess to
comparative restraint; in fact, a comparison of the two sets

of transcriptions reveals the more conservative and refined
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approach in the later versions.

Another direction towards refinement and sophisti-
catiovn in style is essily seen in a comparison of the two
versions of "Benedetto sia'l giorno" (47/II and 47/III).
Heaspres 50~54 of 47/II illustrate Liszt's emphasis on vir-
tuoso passage work with decorative right-hand scale and
arpeggio patterns that rise and fall over a left-hand thumb
melody. A lengthy cadenza-like passage of chromatic thirds
in both hands and a chain of major-minor and diminished—

seventh chords end the passage (see Example 23a).

“Benedetto sia'l giorno," 47/II, mm<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>