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Abstract 

Many factors affect the expressive quality of a petforniance. These factors include tempo. 

phrasing, dynamic inflection, rhythrnic inflection, accentuation and articulation. Many of 

the necessary ingredients for an artistic and communicative performance are either not 

included or merely hinted at in the score. If the perfomer merely foilows the markings, 

the performance will be wooden and unimaginative in the same way that an actor merely 

reading the words will be unconvincing. 

Articulation (the musical counterpart of diction) and accentuation affect the clarity and 

expressiveness of a performance. As the design and construction of the piano evolved 

.irough the f h t  half of the nineteenth century, the expressive capabilities aiso broadened. 

Franz Liszt's Sonata in B-minor provides an excellent vehicle for the study of articulation 

markngs. The Sonata is one of the most remarkable pieces of piano music nom the 

Rommtic era, and Liszt lavished comparatively great care in writhg out the articulation 

and accentuation markiogs. There is a complete original manuscript in existence and a 

facsimile edition is published by Henle. 

Performance practice treatises of the eighteenth century mention various types of articula- 

tion markings and their interpretation, and Liszt was a part of this tradition. Although 

there is a general consensus of opinion regarding many of the rnarkings, the interpretation 

of the staccato dot and wedge continues to generate much discussion. In the Sonata, 

these markings are often paired with other indications, and context often aids in making 

interpretive decisions. This essay discusses various articulation and accentuation mark- 

ings in the context of the Sonata and major performance practice treatises of the tirne. 
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Introduction 

There are many factors that must be present to make a performance expressive. The 
tempo must be appropriate, the rhythm must be acctuate and musically flexible, dynamic 
levels must be carefiilly chosen, and phrasing must be deac Vitrious ways of artïcuiating 

and accenniating are aiso cniciai in that they can significantly change the expressive 

intent and sometimes even the meaning of the phrase. Without clarity of articulation, the 

message may be lost. 

"Articulate" is defhed in the Webster New Collegiate Dictionary- as foliows: 

adj ... la : divicied into syliables or words meaningfully arranged: 
IN WLLIGIBLE ... c : expressing oneself clearly, readily or distinctly. .. vb ... 1 a: to 
utter distinctly ~rticulating each note in a musical phrase> ... b : to give clear and 
effective utterance to ... 2 a: to unite by means of a joint. 

"Aiziculation" is defined as follows: 

n... 1 a: the action or manner of joining or interrelating .... 3 b: the act or mariner of 
articulating sounds. ' 

"Diction9' is defined as follows: 

... 2: choice of words esp. with regard to conectness, cleamess, or eflectiveness 3 a : 
vocal expression : enunciation b : pronunciation and enunciation of words in sing- 

7 ing ... - 

As music may be thought of as a fom of language, an analogy may be made between 

articulation and accentuation in language may be useful. Articulation in language essen- 

tially refers to consonants, the sounds that set the vowels apart. Rinctuation is also a fom 

of articulation, and even a rnisplaced comma can alter the meanïng of a sentence. Musical 

punctuation is referred to as phrasing. If a person's speech is slurred, that is, unaaiculated 

or spoken with poor diction, consonants are the sounds that have lost their clarity. If 
words are not enunciated clearly and sentences are not punctuated properly, the intended 

meaning of the sentence will probably differ fiom the perceived meaning. Clarity of 

enunciation is referred to as diction in language and singing, but in instrumental music, 

this aspect is referred to as articulation. 

A classic Canadian example of slurring in Ianguage is the mispmnunciation of the city 



name, "Toronto". Most Canadians refer to it as ''TmnnaT", or some similar variant, and a 
person unfatnilias with the Caaadian accent would probably rnistake it for a Scandinavian 

town. Given the simple sentence: '4 walked home", the average Canadian, instead of 

enunciating al1 the consonants, would tend to say something Like "1 wok tome", minimiz- 
hg the aspirated "h" in home. A person who has celebrated enthusiasticaily and is inebri- 

ated will soften the consonant sounds, thus sayïng something like '4 wog dome". This is 

known as "slwring" the words. As the degree ofslurring increases, the sentence becomes 

more difficult to understand In the same sense, articulation in instrumental music pro- 

vides the clarity of expression in a "system of communicationy' that is much less tangible 

than language; an art form that seeks, in the Romantic concept of music, to communicate 

the ineffable. A person speaking with imprecise diction is described as a person who 

mumbles ( a word that is in itself onomatopoeic). 

Accentuation can change the meaning and the fofus of a sentence. The sentence "1 

walked home" contains three (or, if all are clearly pronounced, four) syllables. It is pos- 

sible, in speaking this sentence, to accent one, two, three or none of the syllables. If al1 

syllables are unaccented and spoken in a monotone, the sentence has no expression. it 

conveys nothing more than the bare meaning of the words with, perhaps, a certain degree 
of apathy. If al1 three syllables are accented, the arnount of Mormation conveyed by the 
sentence is increased. It can include the meaning of the words with an overtay of emo- 

tion: vehemence, irritation, anger, or something similar. 

If only one of the syllables is accented, the sentence takes on added meaning. Accenting 

the first word, "I", indicates that there was some doubt as to who was walking home, and 

the accent clarifies the situation. "Was it Franz who walked home ?" " No, 1 walked 

home." Moving the accent to the second word, "walked'', changes the focus to the mode 

of transportation that "I" used to get home. An accent placed on the second syllable of 

b'walked", as in '4 walKED homeTy, is wrong. The speaker sounds either like sorneone 

unfamiliar with the language or a parody of a Shakespeacean actor. A misplaced accent of 

this type does nothing to clarify the intent of the sentence. It c m  even obscure the mean- 
ing if the accent is exaggerated enough. The misplaced accent distracts the listenefs 

attention fiom the content of the sentence and focuses it on the error. Finally, if the word 
"home" is accented, it puts the fofus of the sentence on the destination: "Did you walk to 

the store ?" "1 walked home." 



The degree of accentuation, the manner in which the words are enunciated, and the tone 

of voice will also affect the expressive content. The degree of emphasis on the accented 

syllable can convey, for example, irritation. if the person speaking had missed the bus, 

they would emphasize "walked" as a means of conveying the fitutration they had Simi- 
larly, shortened vowels and spat out consonants convey excite- and softened conso- 

nants and drawn out vowels express a more relaxed mood The bbcolour" of the voice wül 

also play a part in the added meaning. Even the speed at which the sentence has expres- 

sive implications. 

Articuiation and accentuation play an important part in the possibiliaes of expression and 

nuance of meaning in language. Similarly, shades and nuances of expression in music are 
crucial eiements in b ~ g i n g  a performance to Life and making the music an effective 

means of communication. Aithough the present system of musical notation provides a 

great deal of idormation, it ïs not enough for performers simply to follow the composer's 

instructions. The artkt must study the score with intelligence and imagination in order to 

determine not only the b'what" of a pdcular  marking Ui a panicuiar context, but the 

'Why". It is not enough to present a work with the onus of understanding king on the 

audience. The perfomer has the responsibility to "translate" the "dots on the page" into 

an intelligible, coherent, and meaningful experience for the audience. A pianist whose 

articulation is unclear is a pianist who mumbles. 

The focus of this essay is the interpretation of accentuation and articulation markings as 

notated by Fraru Liszt in his Sonata in B-minor. in this essay, 1 will use the term "articu- 

lation" to refer to the manner of playing a note or group of notes that sets it apart fiom 

other notes by means of caesuras in the sound (various types of staccato). 1 will also 

discuss various combinations of staccato and legato. The term "accentuation" refers to the 

emphasis of a note relative to the surrounding texture by dynamic or agogic means. 

Combinations of both articulation and accentuation markings will be examined and 

discussed. It is not my intention to discuss every marking in the Sonata, but rather to 

discuss pertinent examples f b m  which broader conclusions may be drawn. 

One of the facets of Liszt's playing that set him apart from other virtuosi of his t h e  was 

the almost supernatuml clarity of his playing. In the words of Charles Hallé, a pianist 

who heard Liszt play in 1836: 
One of the traascendent merits of his playing was the crystal-like clearness which 
never failed for a moment even in the most complicated and, to anybody else, 



impossible passages; it was as if he photographed them in their minutest detail on 
the ear of the listener. 

This clarity of expression and execution must have been one of the reasons for his phe- 
nomenal success. There were many Whiosi who could pefiom astounding feats of speed 

and agility at the piano, but none could project the musical ideas and complex textures 

with the same effortless lucidity as did Liszt. 

Liszt's desire for clarity of expression in his playing had a counterpart in his composi- 

tions, which manifested itself in the wide range of articulation markings that he used. 

Markings which cannot be found in the music of other composers up to this point appear 

in his Sonata, and it is evident that Liszt took a great deal of care in writing in the articu- 

lation markuigs. His method of notatbg the Sonata was to write the notes h t  and then 
go through the manuscript with red ink and fil1 in the articulation rnarkings, dynamic 

markings, and any other expressive indications that he might have omitted on the first 

wr-iting. Unfomuiately, Liszt was not always careful to make a clear distinction between 

the dot and the wedge types of staccato markings, but in many cases a study of the musi- 

cal context helps to make a decision as to which type is appmpriate. He was also, on 

occasion, careless about the notation of rests and accidentals. 

The Sonata is a particularly appropnate work in which to study articulation markings as 

Liszt lavished great care on the composition of the piece. in a study entitled Liszt's 

Sonata in B-minor: a Studv of Autonra~h Sources and Documents, Sharon W i h o f e r  

writes: 

Among a representative sampling of Liszt's musical documents ... .none approaches 
the Lehman MS (manuscript) in the extent of revisions, early sketch material in the 
first draft, and discemible recomposition long after a suitable text had been deter- 
mhed. Liszt labored upon îhis work with unusual care. The autograph transmits 
evidence of a complex evolution, fiom an early draft to the finished product. 

An interesting aspect of the manuscript is the use of colfettes, or pieces of manuscript 

paper with revisions pasted over the original passages.5 Ms. Wùiklhofer discusses these 

revisions in a chapter titled ' ' n e  Lehman MS: Compositional Genesis and   vol ut ion".^ 

The manuscript itself has an interesting history. M e r  publication of the fkst edition in 
1 854, there is no record of ownership of the MS until 19 16, whea it re-appeared in the 

private collection of the Marchese Silvio della V i e  di Cassanova of Pallanza in Italy. In 



1 9 L 7, Breitkopf und Hartel issued a collected edition of the works of F m  Liszt, edited 
by José Vianna da Motta, who evidently c o d t e d  the MS duriDg the preparation of the 

edition. It was acquired by Alfked Cortot on the Marchese's death. Uniilce ail of the other 

manuscripts in his collection, though, it does not bear Cortot's stamp. The current owner, 

Robert Owen Lehmann, acquired the manuscript in 196 1, and in 1972 placed it on de- 
posit at the Pierpont Morgan Library in New York. It is now known as the Lebmann 
Manuscript. tn 1973, Hede Verlag pubüshed a facsimile edition as well as an Urtext 

edition, based on the Lehmann MS and the k t  edition. Unfortwiately, the facsimile 
edition does not reproduce the original passages nom undenieath the collettes. 

The Sonata is officially dedicated to Robert Schumann, in r e m  for the dedication to 

Liszt of Schumann's Fantasy in C-major, Op. 17 (1 838). ûn the title page of the MS, 

howwer, there is no dedication. According to WtUiam Mason, Liszt hunself wrote a 
dedication on the title page of the manuscript to a select group of his students, or "Muls" 

as they referred to thernselves. Tbis society of "Murls" was descnbed by Mason as: 

... a little society, the object king to oppose the Philistines, or old fogies, and uphold 
inodem ideas. ... On the manusixipt of Liszt's "Sonate", he hirnself (Liszt) wrote, 
"Für die Murlbibliothek" ' 

A paraIlel may be drawa between the bbMurls" and Schumann's b'Davidsbündler", a 
society dedicated to the eradication of ali that was tasteless and trite in music. This title 

page has not been found perhaps because of Liszt's (and bis housekeeper's) reported 
carelessness with manuscripts. 

There is no evidence of Lisa having prepared a fair copy, or Stichvorlage, for the pub- 

lisher. [t is believed that the Lehmann Manuscnpt was the copy sent to Breitkopf und 

Hartel, and this is to some extent borne out by the instructions written for the publisher 

by Liszt in the MS. In one cadenza-like passage Liszt writes in brown crayon that the 

note heads should be in large print rather than using smaU note heads, as was the general 
practice in sïmilar contexts. 

In nineteenth-century treatises on performance practice, very little is written concerning 

the precise interpretation of the various markùigs, although much was written about 
general aesthetic principles and various opinions regarding the necessary components of 

beauty in music. It is this lack of a definitive interpretive tradition that makes the interpre- 

tation of a work such an interesting challenge. ï h i s  is partly the reason why no two 



performances of the same work by different artists sound the same. To a great extent, the 

context of a given markùig or combination of markings determines the interpretation. 

Where the marking has been careiessly drawn in the manuscript, an examination of its 

context and other contexts where similar markings appear can shed light on the appropri- 

ate interpretation, or in many instances, a range of possible interpretations. 

In attempting to determine the precise meanhgs of articulation markings, one may be 

tempted to be dogrnatic and apply the same interpretation in al1 contexts. in the following 

quote, Liszt hirnself wams against this attitude: 

There, as elsewhere, the letter killeth the spirit (Liszt's emphasis), a thing to which 1- 
. will never subscribe, however specious in theù hypocritical impartiaiity may be the 

attacks to which I am exposed. 

The incident that prompted Liszt to write this passage was a critical assault on his con- 

ducthg skills after a concert in Karlsruhe late in 1853. He had conducted Beethoven's 
Ninth Symphony as well as works by Wagner, Berlioz and Schumann (none of which the 

audience and critics would have known). It was adrnitted that the concert had gone well, 

suggesting that these were personal attacks rather than valid critical judgments. In the 

letter, he is inveighuig against conductors who act as nothing more than metronomes, 

who believe that tirne in music shodd have a rïgid, metronomic puise, and who evidently 
criticized Liszt for too much flexibility of rhythm. Characteristicdy, he does w t  mention 

names. Although this letter does not deal specificaily with the interpretation of articula- 

tion, in my opinion his remark implying that the spint of the music is vastly more impor- 

tant than its letter applies to al1 aspects of music making. It should be observed that this 

document was written after Liszt had stopped his habit of "re-writing" pieces by addhg 

octaves and altering passages to suit his personal w h h ,  or adding embellishments, as in 

the performance of a Nocturne that had infunated Chopin. When he taught, he demanded 

that his students seek the spirit of the music thtough the letter. If students ignored the 

composer's intentions in a lesson with Liszt, they did so at their own peril. 

In most instances, an unassailable decision is impossible and within any given context, 

several interpretations might be possible. In cases like these, performers must make 

decisions based on a thorough study of the score and rely on theù musical intuition to fil1 

in the missing information such as nuances of rhythm and dynamic shading. As Liszt 

wrote in the above letter, it is always the spirit that is essential in the music, never the 

mere letter of the score. 



As with many other basic concepts, the traditional manner in wbich articulation markings 

are interpreted tends to take a great deai of time to change, just as an attitude towards 

"hcts" that are considered common knowledge is difficult to change, even in the face of 

opposing evidence. A major alteration in perfiormance practice was the change in the 

nomai marner of playing unmarked notes. Before Clementi's the, they were generally 
interpreted as non-legato. Afterwards, they were played legato. Even this did not happen 

overnight, but came over a period of years. In general te-, attitudes towards music and 

the other arts changed fiom the universal Classical philosophy of the eighteenth to the 

personal Romantic philosophy of the nineteenth centwy. At the same the,  the construc- 

tion of the piano evolved so that a more legato singing sound was possible, and ideals of 

sound changed. A singing legato rather than a clearly articulated non-legato line was the 

ideal to which al1 pianists aspired. 

In order to make infonned decisiow about the interpretation of any aspect of music, it is 

necessary to provide a historical frame of refereace in which to place the work in this 

essay, references are made to performance practice treatises of Liszt's time and earlier 

periods and conclusions are drawn using suggestions in the treatises as a startiag point. 

When applyuig the suggestions to the Liszt Sonata, it must be remembered that some of 
the treatises date fiom up to one hundred ysars before the composition of the Sonata and 

reflect performance practices that had already been in effect for some tirne. Nthough 
many facets of Liszt's.musica1 vision such as his extensions of piano technique and 

compositional innovations looked to the fùture, his vision had a foundation in the prac- 

tices of his tirne. The fact that Liszt grew up in a period immediately following the publi- 

cation of treatises written by some of the foremost musicians of Europe suggests at least a 

tenuous link between the treatises and Liszt's performance practice. It is hoped that by a 

study of the musical context of various markings, this essay will shed some new light on 

an area of the perfonnance practice of Liszt's music that has to this date not received the 

attention it deserves. 

For purposes of identification throughout the essay, the following ternis will be used to 

label the various themes: 



Lento assai 

1 
Erample 1: mm. 14 

Theme b: 

Example 2: mm. 9-11 

Theme c: 

Example 3: mm. 14-15 



Grandioso 

Example 4: mm. 105-106 

Theme e: 
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A Historical Perspective 

Fra= Liszt is one of the most remarkable figures in the history of Western art music. He 

was a musician who excelled at every aspect of music making that he was involved in. 
Not only is he considered one of the greatest pianists of ail the,  but his compositional 

output exceeded even that of Mozart- He was a conductor comtantly promoting new 

music and one of the most sought after teachers in Europe. in addition to his musical 

career, he managed to find the t h e  to mite severai books and essays. Some of his essays 

helped establish such composers as Berlioz and Wagner, and his literary work spans six 

volumes. 

Liszt was bom in Raiding, Hungary, in 18 1 1. He showed an amazing aptitude for music 

and playing the piano, and until I 82 1 was taught by his father, Adam Lisa  Recognizing: 

his son's enonnous talent, Adam moved the f d y  to Vienna so that the boy could study 

with a more suitable teacher. The fint person considered was Johann Nepomuk Hummel. 

However, Hummel had just accepted an appointment at Weimar, so Liszt was brought to 

Car1 Czerny. It is interesting to note that later on, "Hummel's family held Liszt respon- 

sible for the serious decline in ' the true.art of piano playing' '". Liszt was taught by 

Czerny, his only professional teacher, for a rnere eighteen months. During this time, Liszt 

was subjected to a rigorous program of technical practice. After complethg his studies 

with Czerny, the twelve- year-old boy was compared favourabl y to Ignaz Moscheles, one 

of the outstanding piano virtuosi of the the .  

When Lisa was fifieen his father died, leaving him to support his mother in Paris. He did 
this by giving lessons and with his reputation as a pianist, he had no trouble finding 
students. Some years later, Liszt suffered a nervous breakdown as a result of an abruptly 

terminated love affair with one of his students and did not touch a piano for over a year. 

He withdrew from the public view which at one point prompted someone to unite his 

obituary for the Paris newspaper, I 'Étoile. During this period, his religious persuasions 

convinced him to joui the priesthood, but he was dissuaded fiom this action by one of his 
fiiends, the Abbé Lamenais. 

in 1830, stimulated by the sounds and sights of the July Revolution, Liszt recovered and 
began to play again. In March of the following year he attended a concert given by the 

foremost virtuoso of the thne, Nicolo Paganini. Hearing the astounding virtuosity of 
Paganini, who effortlessly perfiormed breathtaking technical feats on the violin, Liszt 



resolved to do the same for the piano. Aided by the enonnous self discipline that was 

partly the result of Czerny's teaching, he set out to master the piano to the same extent 

Paganini had mastered the violin. h a letter to his firiend, Pierre Wolf, he wrote: 

that my muid and fingers have been working like two lost spirits, Homer, the Bible, 
Plato. Locke, Byron, Hugo, Tammadne, Chateaubriand, Beethoven, Bach, 
Hummel, Mozart, Weber, al1 are around me. 1 study them, meditate on them. devour 
them with fury; besides this 1 practice four to five hours of exercises (3rd~. 6ths, 
Iths, tremolos, repetition of notes, cadences, etc., etc. ). Ah! provided 1 don? go 
mad, you will find an artist in me! Yes, an artist such as you desire, such as is re- 
quired nowadays! ' 

As an hommage to Paganini, he wrote a set of six études entitled Sùr grandes eludes 

d *es les caprices de Paganini. 

After this period of study, Liszt embarked on a heroic virtuoso career. He was treated like 
royalty alrnost everywhere he went, and with the exception of his concerts in England 
(the English seemed suspicious of such a successful showman), his performances were 

triumphs wherever he appeared. This period, which Iasted until 1848, is referred to as the 

Gianz-Periode, the "glittering" or "brilliant" p e n d  

His stage presence was aiready the stuff of legends. Audiences were easlaved to him 
and there were times when they seemed to succumb to mass hysteria. Liszt's cmo- 
tionally charged concerts were not unlike seances which strove for contact with the 
metaphysical .... With his mesmeric personality, good looks, and B yronic manner, 
Liszt swept al1 ûefore him. 

After meeting Chopin and Liszt in 1836, and having heard both of them play, Charles 
Hallé describes their piaying, dwelling more on Liszt's than on Chopin's style: 

... a few days after having made the acquaintance of Chopin, 1 heard Liszt for the 
first time at one of his concerts, and went home with a feeling of total dejection. 
Such marvels of executive ski11 and power 1 could never have imagined. He was a 
giant, and [Anton] Rubinstein spoke the truth when at the tune when his own tri- 
umphs were greatest, he said that, in cornparison with Liszt, ail other pianists were 
children. Chopin carried you with hïm into a dredand, in which you would have 
liked to dwell forever; Liszt was al1 sunshine and splendour, subjugating his hearers 
with a power that none could withstand. For him. there were no difficuities of 
execution, the most incredible seeming child's play under his fingers. 

Liszt was also surprisingly active as a composer during this p e n d  as he was throughout 



his lifetime, considering the number of other activities he was involved in. He produced 

countless transcriptions (including transcriptions of ail of the Beethoven Symphonies and 
Berlioz' Svmphonie Fantastique), paraphrases, and études, and also some original works 

for piano such as the Album d'un voyageur, on which the Années depelerinage. premiere 

année: Suisse is based. 

In 1847, Liszt met Prïncess Carolyne Sap-Wittgenstein, who was to be his mistress 

throughout the Weimar period, and who would wield considerable infiuence over him. At 

about the same the, he began to tire of the constant traveling and the continuous aeed to 

please an undiscriminating audience was becoming increasingly more distasteful. In a 
lettet to his fiend, Madame von Moukhanov, née Nesselrode, he wrote: 

1 have gone so far as to play that nimbling m p u s  called "Erlking". Doubtless it is 
a masterpiece, but it has been spoiled for me by the public, which has condemned 
me to the perpetual gymnastics of stormïng octaves. What an unpleasant necessity 
that is in the virtuoso profession - that unrelieved chewing of the cud on the same 
thing! 

In September of 1847, Liszt played his f i a l  professional recital in Elizavetgrad in Russia, 

and withdrew fiom the life of a touring vimioso. This was the last tirne he appeared in 
public as a pianist for personal gain. It was also the last t h e  he accepted a fee for teach- 

ing or conducting. He then moved to Weimar, and took the position of Kapellmekter, 

conducting the orchestra, composing, and eventually, teaching. His efforts soon trans- 

formed the town of Weimar into the European centre for new music. He championed 

many lesser known composes, among them Wagner, Berlioz, and Robert Schumann. At 

that tirne, Schumann was better known as a writer than as a composer. Liszt also pro- 

grarnmed works of composers nom earlier periods, givuig, for example, a series of con- 
certs including al1 the symphonies of Beethoven. His dedication to the music of 

Beethoven is demonstrated in the following letter to W i e l m  von Lem: 

For us musicians, Beethoven's work is like the pillar of cloud and fire which guided 
the Israelites through the desert - a pillar of cloud to guide us by &y, and a pillar of 
fire to guide us by night, 4 b s ~  that we may progress both day and night ". ' 

Liszt's time in Weimar was the most creative period of his life for composition. With the 

presence of a good orchestra and his dreams and ambitions as a composer still intact, 
Liszt wrote most of his major secular works for orchestra there. Both of his symphonies, 

the Faust S'hony and Dante Symphony, and twelve of the thirieen Symphonie Poems 



(S'phonische Dichungen, a tenn that Liszt iwented) were composed there. Up until his 
tenure at Weimar, he had composed very little for orchestra, preferring to concentrate on 

composing showpieces for himseif and piano traascriptious of orchestrai works. The 
definitive version of the Tranrendental Études was finished in Weimar, as were the 

Années de pelerinage, premiere et seconde années. After completing the Soaata in B- 

minor and the Ballade in B-minor, Liszt refrained completely nom composing for the 

piano for over a decade. in a letter to Louis Kahler, he wrote: 

With these pieces (the Sonata. Scherzo and March, and Années de pelerinage, 
Suisse and Italie) I shall have done for the present with the piano, in order to devote 
myself exclusively to orchestral compositions, and to attempt more in that domain 
which has for a long thne become for me an inner necessity. 

The next piano compositions of note, the Deuir légendes (1 866), were written well after 

he had resigned his position at Weimar. 

Franz Liszt's Sonata in B-minor is one of the most important major piano works of the 

Romantic period in both form and content, the work broke new ground and as with much 
that is new in the anistic world, it gave nse to a stom of censure nom consemative 

cntics. Eduard Hanslick, a critic who later became a champion of Brahms's music and an 

exponent of conservatism in music, wrote the following review of a recital given by Hans 

von Bülow: 

Bülow began with Liszt's B-minor Sonata. It is impossible to convey through words 
an idea of this musical monstrosity Never have 1 experienced a more contrived and 
insolent agglomeration of the most disparate elements, a wilder rage. a bloodier 
battle against al1 that is musical. At first 1 felt bewildered, then shocked, and hally 
overcome with an irresistible hilari ty... Here all criticism, al1 discussion must cease. 
Who has heard that, and fin& it beautifhi, is beyond help. 

Even some of Liszt's students were at f k t  reluctant to play the Sonata. Arthur Friedheim 

writes the following conceniing the reaction of some of Liszt's students to his composi- 

tions: 

Many of Liszt's pupils at the Hofgarhierei condemned these compositions during 
his lifetime. Eugene d'Albert, for instance, found the B-&or Sonata unattractive. 
Yet, ten years after the master's death, be was performkg it with enthusiasm. Emil 
Sauer, on the other hand, who never had a good word for any of Liszt's other works, 
considered the A-major concerto one of the most beautifid works of its kind. 'O 



The comment about Emil Sauer is paaicularly interesting as he went on to edit the Sonata 

and many other of Liszt's piano compositions for C.F. Peters and came to be considered 

an expert on the interpretation of Liszt's music. However, many of the Wtwsi of the 

time, particularly former students of Liszt, fiequently played the work in recital. The 

Sonata has become one of the standard works in the piano tecita1 repertoire. 

The Sonata was completed on February 2, 1853 *11 and Liszt had probably been working 

on it since early in 1852. It was published by Breitkopf und Hartel in 1854, and the 

premiere was given in 1856 by Liszt's student, Ham von Biilow. In a letter to Liszt &ted 

January 23rd, 1857, von Biilow wrote: 

Je vous écris le lendemain d'une grande journée. J'ai joué hier soir votre Sonate 
pour la première fois devant la public a Beriin, qui m'a vivement applaudi et 
rappelé .... R (Relstab) est arrivé en toilette de bal, a trouvé la Sonate tres 
intéressante, meme fort belle ... Après le Trio de Voikmam qui précedait ... la Sonate 
a cornpletement abasourdi les gredin-cretins. 

write to you on the &y following an important event. Yesterday, 1 played your 
Sonata for the first time before the public in Berlin, who enthusiasticaliy applauded 
and recalled me.., R(e1stab) arrived dressed for the ball, found the Sonata very . 
interesting, even very beautifid ... after the Voikxnann M o  that precedes it-.. the 
Sonata completely durnbfounded the idiotic scoundrels.] l2 

The fom of the Sonata has given rise to many theones. Externally, it is structured in one 

extended movement with intemal divisions that can suggest either three or four separate 

movements or one movement in sonata-allegro form. However, as in most great works of 

art, the structural divisions of the Sonata do not correspond exactly to the fornial abstrac- 

tions found in textbooks on musical fom. hdeed, one of the principal àifficulties in 
analyzuig the form of the Sonata is that there are too many possibilities, leaving analysts 

with the problem of solving the enigma of how Liszt ''couid bave his cake and eat it 

too".13 William S. Newman labels the fonn a 'bdouble-f'unction" form containing ele- 

ments of a traditional single movement sonata-allegro fonn combined with four move- 

ment sonata structure in which the tust and last movements are incomplete sonatina 

forms. l4 Rey M. Longyear also subscribes to the double-function theory, but postdates 

three movements instead of four? The only main point of agreement between the two 

analyses is that if the Sonata is considered to be a multi-movement work, then the slow 

movement begins at the Andante sostenuto in measure 33 1. As a perfomer, one can be 

satisfied to regard the Sonata as a large, unconventional one-movement work. Recogniz- 



ing that it was one of the characteristics of Romt ic  composers to blur the neat outlines 

of classical forxns, particularly in large scale works, one need not worry about identifying 

and labeling sections in a form that was "cobsolete" before it had been precisely defined? 

The choice of tonality in which the Sonata was written is an interesting one. Liszt's 

original title page for the Sonata in the Lehman MS reads "Grande Sonate / pour le 

Pianoforte I par 1 F Liszt / terminé le 1 2 Février 1 853 ," with cm mention of key. in the 

first edition, the Sonata was caiied Sonata in B-&or, with Liszt's approval, although in 
the entire sonata there are only two strong points of arriva1 in B-minor, both in corn- 

sponding passages h m  the exposition and recapitulation in meamres 32 and 532. '' 
From measure 600 on the Sonata is in the key of B-major, or in B-minor with a tieme de 

Picardie. The key of B-minor had beeo a key that was for some reason avoided by the 

major composers as a tonality for large scde works for piano. Haydn wrote one Sonata in 

B-minor, Beethoven and Mozart wrote neither sonatas nor concertos in B-minor. Ten 

years before Liszt mote his Sonata, Chopin haily ended the "boycott" and in 1844, 

wrote his magnificent Sonata in B-minor, Op. 58. 

The Sonata is a perfect example of Liszt's compositional technique hown as thematic 

transformation or metamorphosis, whereia a theme or motif is varied by changing tempo, 
rhythm, texture, dynamics, etc., in order to give it a different character. This technique 

was probably inspired by the traasformation of themes in Schubert's Wanderer 

Fantasy, j 8  which Liszt transcribed for piano and orchestra only a year before writing the 

Sonata, or the transformation of themes in the final movement of Beethoven's Ninth 
Symphony, which he transcribed for piano solo. The Wanderer Fantasy is also a one- 

movement work in that, although there are four distinct sections divided by pauses and 
tempo changes, the entire work is played without a break. 

The Liszt Sonata in B-minor is in every respect one of the most remarkable piano works 

of the nineteenth century. The following pages will present a discussion of one aspect of 

this rich, complex work of art. 
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Articulation Markings 

The Staccato Markings 

There are two basic staccato markuigs, the interpretation of which has caused much 

controversy over the past three centuries. AU sources agree that these markings, the dot 

and the wedge (also cailed the dash or stroke), signify that the marked notes are to be 

played detached However, differences of opinion arise as to the actual duration of the 

marked note. C.P.E. Bach writes the following: 

When notes are to be detached nom one another strokes or dots are placed above 
them...The latter indication has been used in the Lesson in order to avoid a CO&- 

sion of the strokes with fingerïng numerals. Notes are detached with relation to : 
( 1) their notated len gth...; (2) the tem p...; and (3) the volume. Such tones are 
always held for a littie less thm half their notated length. In generai, detached 
notes appear mostly in leaping passages and rapid tempos.' 

Marpourg, in his Princiws du Clavécin, writes that: 

Un point (Maipourg's italics) au-dessus ou au-dessous d'une note signifie qu'elle 
doit avoir etre détachée. Détache,: (Couper) une note, c'est ne la pas tenir jusqu'a 
sa valeur expirée, mais la lacher a la moitié ... En place des points on se sert 
quelquefois de petites lignes. 
[ A point above or below a note signifies that it must be played detached. To 
detach, ( to cut short) a note is to avoid holding it for its fbil value, but to release it 
after half its value. In place of points one sometimes uses small lines.] 

In his Treatise on the Fundamental Princiales of Violin Playing, Leopold Mozart defmes 

staccato as follows: 

.... struck; signimg that the notes are to be well separated fiom each other, with 
short strokes, and without dragging the ôow. 

Oddly enough, staccato andpinicato are the only tems of articulation that are defhed in 
his treatise. 

The sole marking that Leopold Mozart uses for staccato is the wedge, the dot only behg 
used under a slur (this combination d l  be discussed later). To his definition of staccato, 

"well separated", he adds the dimension of accentuation: 



A composer ofien writes notes which he wishes to be played each with a strongly 
accented stroke and separated h m  one another. in such cases, he signifies the 
kind of bowing by means of littîe strokes which he writes over or under the 
notes. 4 

Quantz makes a dennite distinction between the two markings. [n his treatise On Playkg 
the Flute, in a chapter entitled "Of the Duties of Those Who Accompany a Concertante 

Part" specificdy referring to ripieno viotinists he writes: 

..- a distinction is to be made between strokes and dots without slurs above them, 
that is, the notes with the strokes are to be played with completely detached strokes, 
and those with dots simply with short strokes in a sustained mannec.. 5 

The above quotes were WCitten in the middle of the eighteenth century and refiect a 
performance practice that had been in effect for some the .  Türk aiso mentions a differ- 

ence in the meaning of the two markings in his Klavierschule of 1789: 

The detaching or separating of tones is indicated as we know by a stroke or a dot 
placed above (or below) the notes .... The si gas... have the same meaning, but some 
would like to indicate by the stroke that a shorter staccato be played than that 
indicated by the dot. 

Türk also gives a general instruction for playing staccato: 

Mistakes are ofien made with respect to detaching tones, for a number of people 
are accustomed to strikiag keys as quickly as possible without regard for the 
values of given notes, even though in most cases the finger should remain on the 
key long enough to take up at least hdf of the note's duration. ' 

Hummel does not distinguish between dots and wedges in his Méthode Com~lete 

Théorique et Pratique mur le Piano-Forte. He writes: 

Le détaché (staccato, [wedges or dots] ) se trouve au-dessus ou au-dessous des 
notes. Lesdoigts n'attaquent les touches que brievernent en les quittant aussitot ... 
m e  (marking for) detached notes (staccato, [wedges or dots]) is found above or 
below the notes. The fingers touch the keys but briefly, and leave them 
at once ...] 8 

In their Méthode de Méthodes de Piano, Fétis and Moscheles merely mention that the 

notes marked with a dot or wedge should be detached without any distinction between the 
markings. Liszt contributed a study to the Méthode which includes both dots and 



wedges which presumably had different meanings. A fwtnote in the treatise mentions 

that the study was composed expressly for the method. 'O 

Clementi writes that when composers made the distinction, the dot implies a less pro- 
nounced staccato than a wedge.' ' Friedrich Starke assigns a definite value to each stac- 

cato mark, and writes that: 

(1) the short, sharp toucLis marked by dashes and in which each note receives a 
quarter of its value; (2) the semi-sharp touch, marked by dots, in whicb the notes 
receive half thek value ... f 2 

In the New Liszt Edition, the dot is referred to as staccato, and the wedge is caiied 

marteihto and staccatissimo. 13 

Both marbgs are employed in the manuscript of the Liszt Sonata, and often the distinc- 

tion is very clear. On the first and second lines ofpage 8 of the facsimile, the markings in 
the left hand are clearly wedges. In the fugato (page 18 of the facsimile), the staccato - 
signs are clearly dots, with a few significant exceptions. The wedges appear to take over 

on the !ast line of page 19 at thepiu crescendo. 

In the Sonata, the wedge marking is generally used in forte dynamics, and represents, in 

my opinion, an energetic stroke similar to the bow stroke descriid by Leopold Mozart. 

On the piano, this can be realized by playing the note with a quick, light attack and re- 
bound This particular attack is usedwhen a bdliant souod is needed since the upper 

partiais of the tones are emphasùed lending a bnghtneu to the sound 

In the following example , Liszt takes the trouble to mark every eighth note octave in 

both hands, with the exception of the accented notes, with a wedge as fm as measure 72. 

There he writes "'sempre staccato ed enetgico assar", which can ody mean that the same 

articulation and character is to be continued. Tbus it is clear that he associates this mark- 
ing with an energetic stroke. The dots that appear in the bass clef of measure 54 of the 

Henle edition are notated in the Peters edition as wedges, and in the MS, they appear to 

be wedges. Given the impetuous nature of the passage, 1 interpret them as wedges. 



Example 6: mm. 54-61 

In the following example, the Henle edition @erhaps following the first edition) marks 
the left hand notes with dots, where in the MS they are indisputably wedges. 

Example 7: mm. 209-213 



in theme "cT' (mm. 14 and 16), the quick attack descnbed above is needed to avoid a 
ponderous or du11 sound, particularly in the lower register of the piano. Liszt himself, in a 
letter to Louis KWer, descnid this passage as "hamer-blows", in contrast to what he 

calls the second motive. (m. 153) I4 Alfkd Cortot also uses the hamrner analogy: "The 

sarcastic theme should not be played too quickly, but hammered out? '* The harnmer 

analogy is usefid, both fiom an aura1 and physical point of view. To drive a nail into a 
plank, an impulse is transmitted to the hammer, which is then allowed to continue to the 
head of the nail, It is the momentum of the hammer that does the work once the hammer 

has been set in rn~tion.'~ Only the most inept carpenter wodd attempt to push a nail into 

a plank. Once the hammer has hit the head of the nail, it immediately rebounds. The 

sound is a clear, sharp "crack'. In golf, the sound of the club s-g the bali is a clear, 

vibrant one ifthe stroke is good, otherwise, the sound is dull, and the baü careens off in 
an unexpected direction. in playing the piano, if the ami and hand are conceived as king 
used as a hammer, with nmi fïngers acting as the hammer head and if not too much 

weight is useci, the arm will rebound naturaily and the sound produced will be clear,. 

vibrant and fiee from excess key or action noise that would be present with a heavy 

antck. The following passage contains a rnarcato passage which requires this type of 

approach. 

Exampk 8: mm. 14-17 



Although the wedge is normdy used in forte dynamics, Liszt dso uses it for special 
effects in piano. in the openhg measures, Alfied Cortot suggests playing the staccatos in 
the first and fourth measure p ~ a t o , i 7  and Louis Kentner suggests : 

Another case when simultaneous pedaling must be used is when a very short but 
yet living sound is required, a Lind of piucked pizzicato effit  ... in the openhg of 
Liszt's Sonata in B-&or 1 prefer this pizzicato ma vibrato to the completely dry 
staccato favowd by some pianists. l8  

This nuance may be attained by playing from the surface of the keys with a motion simi- 
lar to a string player plucking the string. The amount of pedal used will be dictated by the 

responsiveness of the instnunent, particuiarly the quickness of the dampers, and the 

acoustics of the hall. 

Lento assai 

p sotto voce I 

Example 9: mm. 1-7 

The dot indicates a longer staccato, produced with pressure or weight, rather than im- 

pulse and momentum. When this type of attack is used, lower partial~ in the sound are 

emphasized, giving the tone a more singing quality than the quicker, lighter attack used 

with the wedge staccato marking. In some cases composers also used the dot to indicate 
emphasis rather than staccato. in the third movement of Bach's IIalun Concerto. the dots 



in the left band indicate an accentuation of  the pedal point 

Example 10: J.S. Bach - Itaüan Concerto / III, mm. 59-63 

In the Fugue in D-minor from the Eust book of The WeU-Tempered Clavier, the dot over 
the B-flat in the second measure indicates emphasis rather than staccato. In the normai 
metrical accentuation, the first beat should be emphasized. In this case, the accent is 
shifted to the second beat creating a more varïed rhythmic structure. 

Example Il: J.S. Bach - Fugue in- D-minor 1 WTC Bk. 1, mm.1-3 

Likewise, in Bach's Concerto in D-minor, the dot in conjunction with the slur on the 
second half of the third beat shifts the accentuation one eighth note later, causing the f h t  

two notes to sound like an upbeat. Normal metric accents retum in the second measure. 

Example 12: J S  Bach - Concerto in D-minor / 1, mm. 1-4 

Concerning the first movement of Beethoven's Sonata Opus 1 10, Czerny wrïtes: 



The roulades are extremely Light, and by no means brilliant. In the twelwi bar... 

Example 13: Beethoven - Sonata Op. 110 1 I, m. 12 

by which the thumb marks its note shortly, but without disturbing the equality of 
the whole. I9 

Half notes are marked with dots in measures 15 and 16 (and al1 analogous passages) of 
the first movement of Beethoven's Sonata Op. 13, indicating emphasis or accentuation 
rather than staccato: 

Example 14: Beethoven - Sooata Op. 13 / 1, mm.15-17 

In the Liszt Sonata (Example 15, p. 25), al1 of the eighth notes in the counterpoint of the 
jiigato (m. 460, etc.) are clearly marked with dots, and there is a very clear distinction 
between dots and wedges. I f  each of the eighth notes is played as a longer, "e.spressivu" 
staccato, it gives a melodic quality to the contrapuntal line, and elevates it fkom mere 
accompaniment to the role of a counter-melody. Since the counter melody is based on 
thematic material, it should have sorne prominence. 



Example 15: mm. 466474 

Dots are also used in passages where the more brilliant staccato sound may not be appro- 
priate. A pizricato eRect sirnilar to the one desired for the opening would render the 

following passage in a much lighter vein than.1 think Liszt intended The darker quality 

associated with the dot staccato in this register rnakes an effective contrast with the pre- 
ceding section marked dolce con gruzia and the beautifid singing quality of theme 'c" in 
rneasure 153. 

a tempo 

Example 16: m. 141-144 



Dots are often used in conjunction with descending lines, as wedges tend to be used in 
ascending lines: 

Example 17: mm. 11-12 

Dots are used in the descending octaves in measures 222 and 224 (Example 18, p. 28). in 
measure 226 and following, the general direction of the line is up, and the staccato marks 

in the MS are certainiy wedges, despite the markings in the Henie edition. The markings 
in measures 222 and 224 are cleariy points, and any wedge-like characteristics can be 

ascribed to the lifting of the pen, whereas in measure 226 and following, they are clearly 
longer, and therefore should be interpreted as wedges. 



Example 18: mm. 222-227 

The Slur 

The basic interpretation of the dur is legato, and was originally used to indicate bowing 
for string instruments. Al1 notes under a slur are played with one stroke with either an up 
bow or a d o m  bow. The direction of the bow is changed at the end of the slur resulting in 
the possibility of a break in the sound. in music of the Baroque and Classical periods, 

slius tended to end on the note preceding a k a t  or bar line. A dom-bow is heavier than 
an up-bow, resulting in a stronger sound, and it is generally used at the beginnings of 

measures or anywhere that an accent is required. It was quite rare for a slur to continue 

over a bar line. Thus the conventional use of the slur reinforced the motivic aspect of the 

Baroque style and the highly articulated style of the Classical period. As well, it helped to 

reinforce the metnc accentuation of the music- 



Legato is the antithesis of staccato. Where detached playing sets off individual notes or 

phrase members nom each other by means of tiny caesuras, thus emphasizing the attacks 

on the notes or beginnings of phrase members, legato playing seeks to m h h k e  the 

attacks on each note, a capacity which is extremely ümited on the piano- In order to 

create a legato i d ,  a singer will try to minimize the intempting effect that the cooso- 

nants have on the line, a string player wili avoid artïculating each note separately, and a 

wind player wili avoid tonguing each note. In each case, the performer attempts to create 

a smooth and seadess line, 

There are various "grades" of legato playing on the piano. Playing the notes without gaps 
in the sound and matching the dynamic level of each tone to the foliowing tone (taking 

into account dynarnic changes, i r .  crescendo and diminuendo) is the basic legato. There 
are also various levels of tegorissirno where the tones are matched and overlapped to a 

greater or lesser extent There is no way to discem the type of legato which a composer 
intended in a &en passage, unless the word legrrtissimo is written into the score, and 

even then the system of notation can not indicate shadings of nuance. The realization of 

nuance is lefi up to the perfonner, who must take into account factors such as the general 
context, the acoutics of the hall, the responsiveness of the instrument, and the 

performer's own temperament and interpretation. 

That Liszt was particularly conscious of the endings of slurs is evidenced by the fact that 

he used no Iess than three ways of rnarking the articulation at the end of each dur. When 
combined with accentuation markïngs, there are a total of nine possibilities, although 

Liszt does not use them all: 

Example 19: Possible endings for durs. 

Without any modification of the final note under a slur, there may be various interpreta- 



tions on the articulation, ranging nom a complete break to a seamless legato. in the latter 
case, the slurs would seem to hdicate rhythmic groupings, as in the following example. 
In the descendhg arpeggios, the sixteenth notes are dl slurred together leaduig to the two 
slurred eighths in the bass clet This does not necessarily indicate that a clear break is 
desired, but suggests a distinct attack on the first of the eighth notes underlining the 
syncopation of the chords in the treble clef. 

Example 20: mm. 18-19 



Similarly, in the right hand of measure 45 and following, a break between the durs would 
destroy the rnotivic continuity of the line. The durs are instead rhythmic groupings 
against which the lefi hand syncopations are played Notice the difference in slurring 
between right and left hand in measure 44. in this case, Liszt would seem to be indicatirtg 
that the right hand line is ending on the final sixteenth of measure 44, suggesting a break 
between measures 44 and 45 with a new start on measure 45, while the kft hand nnishes 
on the downbeat of measure 45, creating an elisioa. 

Example 21: mm. 4447 



In measures 32-39, the slUmng cleady divides the nght hand into the two beats per 
measure suggested by the time signature? 212. The left band slmhg, however, suggests 

the division of each measure into one half note beat followed by two quarter note beats. 
The combination of the crescendo and the accents in the left hand supports this interpre- 
tation. 

Example 22: mm. 32-35 



Slurs may aiso be used to show the completion of phcases, as in measures 433-440, 
where there should be a short breatbing pause between each of the slurs. 

Example 23: mm. 433-436 



Also, in measure 8 1 and following, the slurs indicate rhythmic groups which cut across 

the normal metrical accentuation. Normal accentuation is resumed in measure 84, with 

the accent on the downbeat, and then the alternate accentuation begins again in measure 
8 7. 

Example 24: mm. 81-92 

Slurs occasionally act as indicators of accentuation. [n measures 493-499, the "b" theme 
is notated in two different ways. When it first appears in measure 493, there is a new slur 
in the following measure, indicating an emphasis to be put on the downbeat of measure 
494. The repetition of the phrase in measures 495-496 is aaicutated the same way. Then 
there is a slur extending h m  the second quarter note of measure 497 to the downbeat of 



measure 499. The overail phrase continues to the downbeat of measure SOL. This indi- 
cates that the C-flat and B-flat on the downbeats of measures 494 and 496 shouid be 

emphasized, while the G-flat in measure 498 should not be emphasized any more than is 
required by the crescendo. in measure 500, the continuation of the phrase beginning in 
measure 497, the D-flat should again be emphasized. 

Example 25: mm. 493-501 

Combinations of Staccato and Slum 

Quite ofien, Liszt wouid combine two or sometimes even three markings relating to a 

single note, usually at the end of a slur. in this case, the staccato mark becomes not ody a 
fom of detached note, but also of accentuation. The degree of accentuation is deter- 

mined by the type of staccato marking used. 

The most common combination is the sfur with the staccato dot, sometimes called 

portato, portamento, or appogiato. C.P.E. Bach writes that notes which are marked 

portato "should be played legato, but each tone is noticeably accented." " 

Leopold Mozart writes that the portato notes are "not only to be played in one bow- 
stroke, but must be separated fiom each other by a slight pressure of the bow? 2' He goes 

on to describe a type of articulation marked by a slur placed over staccato wedges 

wherein ''the bow is lifted at each note, so that al1 these notes withia the slur must be 



taken in one bow but must be entirPly separated firom one another." This second markuig 
is not used in the Sonata, and 1 cannot recall ever having seen it used in any other pi- 

music. 

Q m t z  deah with the articulation from a different perspective. He d e s m i s  slurred notes 

as being expressed by "exhalation, with chest action," and the French text adds 'tvithout 

employing the tangue." If there are dots with the dur, however, ''the notes must be ex- 

pressed much more sharply, and, so to speak, articulated fiom the chest." = In other 

words, each note is emphasized and given a separate impulse. An analogy for tonguing a 

note on the flute would be articuiating with the fingers on the piano. Likewise, "articu- 

lated fiom the chest" could be compared to playing with some a m  movement. 

Türk describes appogiato as follows: 

The playing of notes which are slurred and yet detached [Tmgen der T t e ]  is 
signified either (with a dot and slur) or by the word appogiuto. The dot indicates 
the pressure which every key mm receive and by the curved Ikie the player is 
reminded to hold out every tone until the duration of the given note has been 
completed. 

In Hummel's Méthode, the followhg instruction is given: 

Ces deux signes réunis (dot and dur) s'employent le plus souvent aux endroits 
chantans (sic), ou toutes les notes doivent etre executées avec une espèce de 
lourdeur et séparément. 
[These two signs together are used most ofien in cantabile passages, where al1 the 
notes must be played with weight and separately.] " 

Fétis and Moscheles are less clear on their interpretation of the portato: 

Lonqu'on veut indiquer que le détacher doit etre un peu retenu, on surmonte les 
pointes par une liaison. 
[If one wants to indicate that the detached notes should be held longer, one writes 
a slur over the dots.] 

With the exception of Fétis and Moscheles, al1 sources describe the dot under a slur as 

meaning emphasis. The separation referred to in the above examples could be iaterpreted 

as meaning a separation in attack rather than a separation in sound. It also appears to be a 

consensus of opinion that the notes be held for their full length. Türk seems to contradict 

himself. calling the notes "slurred yet detached" in one sentence, and then cautioning the 

performer to hold the notes for the entire notated duration. Perhaps he is suggesting that 



the notes be played with a detached articulation and bouud together with the pedal. An- 

other interpretation might be that the markiag suggests a bmadening of the tempo (hold- 
ing notes for their NI vaiue and detaching them would effectively slow the passage 
dom). 

In the Sonata, this marking usually appears over repeated notes. It occurs most often 
associated with the second theme that begins in measure 153. Perhaps this is Liszt's 
"ccmtando espressivo" metamorphosis of theme "c" in measure 14? (For M e r  discus- 
sion of articulation in the second theme, see the fdowing section.) This pacticular type of 
articulation seems to work best with a separate movement of the arm and a subtle halG 
change of the pedal for each note, givhg the desired combination of  emphasis and legato. 
In this case, it is important that the pedal not be completely cleared between each note. 
Thus, the fiction of  the bass line as a transformation the theme "'a" will also be appar- 
ent- 

cantando espressivo - 
Example 26: mm. 153-155 



An interesthg variation of this second theme occurs in me- 165. In the MS, the 
staccato dots appear only on the second, third and fourth quarter notes in the right band* 

Of the published editions, o d y  the New Liszt Editioa is fàiW to the MS in this respect. 

It is possible that in omitting the first dot, Liszt was caiiing attention to the new counter- 
melody that begins on the second beat. The downbeat could also be considered the final 
note of the phrase beginning in measure 163. 

Example 27: mm. 165-166 

In other instances, a separate attack involving a m  motions render the marked passages 
more prominent than the surrouflding melody, as in measures 130 and 132. The marked 
notes, particularly in measure 130, outline the same melodic line as in the upbeat to 
measure 129, as if to repeat the ascenduig lhe with more vehemence or urgency. 

Example 28: mm. 128-132 

Note the difference in articulation between measures 162 and 164. The tendency in 
rneasure 162 is to make a diminuendo at the end of the bar, and start afresh in measure 
1 63. The addition of the portomento marking on the last beat of measure 164 suggests 
that it leads into the theme in measure L 65. I f  the markings in the MS are not an oversight 



on Liszt's part, that is, no dot on the dowiibeat of measure i65. then that downbeat neatiy 

resolves the melody nom the previous kat, and creates an elision with the new theme. 

(See sunilar passages in measures 360 and 628.) 

Example 29: mm. 161-165 

None of the performance practice treatises define the meaning of the slur as king any- 
thing other than legato. C.P.E. Bach, Quantz, and Türk suggest puning a slight accent on 
the first note under a dur, but none of the treatises deal specificaliy with the last note. 

Mozart mentions only that the bow stroke changes at the end of each slur, but the notes 

are not necessarily separated. Eva and Paul Badura-Skoda, in their book Interpreting 

Mozart at the Kevboard, d i s~guish  two types of slurs: legato and articulating slurs. 

We take Mozart's slurs k t .  They serve two purposes: 
1. To indicate a legato over a fiirly long section, which, however. Mozart usually 
wrote with slurs lasting ody one bar each (in accordance with estabiished prac- 
tice); these s l m  are legato slurs. 2. To indicate two, three or even four notes are to 
be grouped together "cutting-off' the last note (Le. playing it shorter). These slurs 
are often placed over very short note-values; we cal1 them articularing slurs. 
Thus Mozart's legato slurs do not mean that there is to be a break at the end of 
each slur; this is only so in the case of articdating slurs. " 

The Badura-Skodas go on to mention that an examination of the musical content is the 



only way in which the two types of slurs can be distinguished as the markings are identi- 
cal- 

Unlike earlier composers, Liszt was often specific about the manner in which the final 
note under a slur should be played. The three basic slur endiogs in the Liszt Sonata are 
the unaltered endùig, the wedge staccato ending and the dot staccato ending. The unal- 

tered ending has already been discwed; the fht  modified ending is the slur and staccato 
wedge. 

When the slur ends with a wedge staccato, it suggests an energetic ending. The hand is 
quickiy levered off the note using the wrist, rather than lifting off easily in the usual 
relaxed release. The physical movement should be abrupt rather than graceful. The mark- 
.-- -. .Jggests continuation of the phrase rather than an ending, with an implied (and some- 

times indicated) crescendo and heightened musical tension in the rest In the foliowing 
example, the two slurred passages in the nght hand suggest to me sighs of increasing 
intensiîy. 

Example 30: mm. 14-17 



In mesure 28, the beaming indicates a small division in the phrase, or perhaps a comma 

or small breathing pause. By using the staccato mark, Liszt ensures that the note wül have 
an energetic character and be clearly audible. 



When a slur ends with a dot staccato, it indicates a heavier ending than normal, the last 
note being played with a pressure or weight. This counters the usual tendency to lighten, 
or as Badura-Skoda suggests, "cutting off" the last note under a slur. Although the strong 
accent falls on the syncopated notes in measwes l8-19,19-20, and 20-2 1, the dot stac- 
cato on the fint kat, lefi han& of rneasures 19,20 and 21 ensures that the metric rhythm 
wiU be clear so that the syncopations won't be heard as downbeats, and also that the 

change of hannony will be clear. [n the syncopated nght hand "interjections," the idea of 
the more heavily accented second note is supported by the crescendo. 

Example 32: mm. 18-20 



By marking the dur endings with dots in measures 51-54, Liszt cautions the perfonner 
not to allow the resolutions of the durs to get lost in the surrounding texture. Note also 
that in measures 46-50 in the lefi hanci, although he marks the durs with a diminuendo, 
the dots ensure that the second notes in the slurs are cleariy audible. 

Example 33: mm. 49-51 



Again, in measures L 80,182, 184 and 186, the end of each phrase should be clearly 
marked. Perhaps the dot is also there to ensure that the rests are taken iiteraily. 

Example 34: mm. 179-186 



In measures 10 and 12, the phrasing would be completely different without the dot. 
Without the dot, the first note of the triplet could be interpreted as king played much 
more lightly, and there would be a siïght break between the first and second notes of the 
triplet. 

Example 35: m. 9-11 without staccato mlukhgs 

As it stands, the entire measure is played continuously without any break in the triplet; 
the triplet can be thought of as one uninterrupted descent to the downbeat of the follow- 
h g  measure. 

Example36: m. 9-11 with staccato marks 



This type of articulation is also fond in Chopin's music. In the openhg phrase of the 
Fantasy in F-minor, for example, the dots do not signi@ staccato, but emphasis on the 
marked notes (in this case the second and fourth beats) in order to bring out the mach- 
Iike character of the opening. 

Marcia 
Grave 

Example 37: Frederic Chopin - Fantasy in F-tuinor Op. 49, mm. 1-3 

Accentuation 

In the New Liszt Edition, the two types of accents are defined as follows: 

The sign A denotes a rather sharp accent that affects the character, whereas the 
sign > merely affects dynamic emphasis. '8 

One other accent not mentioned is the sfonando. It seems to me that each accent marking 
represents a different order of intensity, with the Light accent (>) being the Least intense 
and the sforrando king the most intense. 



The marcato accent, with the teepee shaped mark (A), denotes an accent marked with 
weight or pressure. These accents are often found on long notes where a sustained sound 
is needed. Note that in the following exampie the accents underline the canonic treatment 
of the theme. 

Example 38: mm. 55-56 

This accent often occurs at the beginnuig of a rapid arpeggio and marks the contour of a 

longer line, suggesting that the arpeggios are ornamental aspects of the longer line. The 
accents have a connotation not only of weight but also of tirne. In the following example, 
holding each marked note slightly longer than notated wodd help accentuate the impor- 
tant melodic contour that ascends fiom D to G (Example 39, p.48): 



Example 39: mm. 526-529 

The Iight accent, shaped Like a short diminuendo sign, is accented by speed of attack, not 
weight or pressure. It often occurs in virtuosic passages where taking time would inter- 
fere with the momentum of the passage and weight would not be technicaily appropriate, 
as in Example 42. If any extra time is taken to accommodate the accentuation in the nght 

hatid, theme "c" of the Ieft hand would be distorted. 

Exampk 40: mm. 32-33 



Tenuto 

The tenuto marking? a horizontal line placed above or below the note, indicates that the 
note be played with more weight than the surrounding notes. and is held as Long as pos- 

sible consistent with note leagth. This marking is generally used in piano dynamics where 
a projected singing sound is needed and is socnetunes used to uidicate melody notes. This 
is a comrnon marking in Rachmaninov's piano music, w d  to indicate melodic lines as in 
measures 8-9 of the un poco meno rnosso of the Prelude Op. 23 # 5, where the tenor 
melody is so marked 

Example 41: Rachmaninov - Relude Op. 23 #5, mm. 4243 

In the following example, Liszt marks the left hand F-sharps as the beginning of an 
important melody line intertwined with the quarter note F-sharps in the right hand. The 
melody then continues in the same register in measure 172. 

a tempo 

1 
Example 42: mm. 171-173 



In measures 209-2 10 and analogous passages, I taice the tenuto mark to indicate a voicing 

of the top notes in the chords. In measure 21 1, the tenuto marks disappear as the texture 

thickens and the top notes are supported by the lower octave. in the first two measures, 1 
believe that the rnelodic aspect is more important, and in the foilowing measure, since the 

harmonic rhythm slows to one harmony over two measures, it is the dynamic aspect 

(crescendo) that is essential. The tenuto markings, in other words, mark the ascendhg 

scale passage. 

Example 43: mm. 209-213 

In measures 239-255 (Example 44, pp.5 1-52), the important melody notes are indicated 
both by tenuto markings and double note stems. in this case, Liszt intended that the - 

melody sound legato, even though the note values are not Long enough to comect. Appro- 

priatr use of pedal is essential here. In measures 245-246, where the intention is easily 
communicable, Liszt merely writes a slur over the melody. To use a slur elsewhere in this 

section would be confiising. Note the non legato in measure 240; this applies to al1 of the 
"lacework" surrounding the melody in the foiiowing measures up to measure 25 1. He 

could have wrïtten the non legato measure 239, but his intention wouid not have k e n  as 
clear considering the number of markings in that measure. 





Example 44: mm. 239-255 

Please note: the sixteenth notes of measure 252 should be bearned to the two sixteenth 
notes at the beginning of measure 253. In the above example, they are separated due to a 
limitation of the computer programme on which the example was done.] 



Sfomndo 

The sfonundo (sfi) is the strongest of the accents found in this piece, and as with the 
extremes of dynamin @pp andm, is used very sparingiy. It occurs only in forte dynam- 
ics and louder, the final sfonando occuring in afldymmic after two crescendi also is 
marked with a wedge staccato and a mamatu accent. This indication marks the loudest 
point in the Sonata, and should be played with the strongest possible sound 

Example 45: mm. 708-710 



Slum and Accenis 

Liszt occasionally marks the ends of the articulation durs with accents, u s d y  the light 
accent, except for a single murcato accent In these instances, the normal accentuation of 
the dur is reverseci, to the degree impiied by the accent. The first note shouid be played 
unaccented, and comected to the second, accented note as in measure 270. Note that the 
articulation durs ending with dots and accents mark the dominant sounding harmonies; 
the resolutions are not marked with accents. 

Example 46: mm. 270-271 

niere are very few instances of a slur endhg with a marcato accent The beginning of the . 

fugato is marked with this articulation, perhaps to underhe the "energico" part of the - 

tempo marking. The pickup to the downbeat in measure 46 1 is not an essential part of 
theme "b": 

Example 47: mm. 460-462 



Staccatos and Accenîs 

Liszt also combines the staccato marks with accents. By fa the most common is the 
combination of the wedge staccato with the marcato accent. This combination occurs 
m d y  in the left band and is often associated with an important theme in the bass line. 
For clarity in the lower register, the marked notes should be played with a quick, üght 
attack and voiced to the top note (if an octave is written). In Exarnple 48, the bass notes 
outline a version of the descendhg scale motif that opens the Sonata, complete with the 
ascendùig seventh in the beginning: 

Example 48: mm. 109-114 



In measures 8 1 - 10 1 (Example 49), the marked low Ks fiinction as a pedal point, and 
should have the sustained efZect of an organ pedal. This pedal point leads into the de- 
scending scale (with seventh) in measure IO l, marked marcatissimo. 

Example 49: mm. 81-101 



This particular combination of signs also occurs in the right hand in measures 385 and 
389, where the right hand notes on the downbeats could be thought of as belonging to the 
following melody (Ex. 5 1). Again, this type of attack may suggest a sound that should be 

held to the next note with the pedal, men though it is physicdly impossible to do so with 
the fingers. in this case, the rest does not denote silence, but rather is a form of rhythm 

similar to that used by Chopin, particuiarly in his Mmtkas (Ex. 50). This "shorthanci" 
implies extra tirne rather than silence. I f  the staccato is played as an abrupt upward mo- 
tion fiom the key, and then the arm be aiiowed to fa11 naturally to the next note, the ap- 
propriate physical feeling for the t h e  will be felt. 

Example 50: Frederic Chopin - Mazurka Op. 7 #l, mm. 4-6 

Example 51: mm. 385-386 
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Other Articulation Indications 

There are many indications as to interpretation other than standard accentuation and 
articulation markings in the Sonata. In some cases, it is awkward to play in the way that 

the han& are divided Liszt must have had a particular reason for writing in such a man- 
ner, although when asked if reorganipng the han& was acceptable, Liszt replied "1 
merely wrote the notes - play them the easiest waY? Other indications include the 

number of notes that are beamed together (two, four or six, etc.), which often breaks out 

of the normal metric conventions, and the size of note heads. Small noteheads tend to be 
used for cadenzas or recitatives. Rests and pauses also add points of articulation; it is the 

silences that provide the hamework for the music. 

If the opening octave G's are played as written, with the octave in the right hand, the right 
hand has to twist uncomfortably for the thumb to reach the lower G. It is fiu more conve- 

nient to play the octave in the left hand, and the single note in the right. 

Lento assai R 

II p sotto voce I - I 

Example 52: mm. 1-3 

In this case, Liszt is calling attention to the bass line, in which the G leaps up a seventh 

(first minor, and then major) to the F and F-sharp respectiveiy before descendbg 

scalewise. This motivic leap is important throughout the sonata up to the fugato, measure 

460. It appears in various guises (see rneasure 83,l.h. etc.,measure 109 1.h. etc., measure 

153 1-h., measure 386, th., etc.) with the seventh, but after the restatement of the intro- 
duction in the key of F-sharp in measures 453-459, the rising seventh is no longer heard. 

It is interesting to note that accordhg to the MS, Liszt's original intention was to have 

octaves in both han& for the introduction. This is the only difference between the original 

introduction and the published one. The original opening had the articulation markings 
written in red before it was crossed out. The only alteration to the present introduction is 



the addition of assai, in brown crayon, to the tempo marking of lento. 

At the second subject, in measure 153, the manner in which the left hand is notated 

suggests that the b a s  notes with the stems down are important, and in fact the bass lïne 

outlines the "a" theme with its' charactenstic ascending seventh and descending scale. It 

should be played as a countepint to the soprano melody rather than merely an accompa- 

niment. 

cantando espressivo 

Example 53: mm. 153-155 

In measure 17, there are two consecutive pauses, the second of which was written at a 

later date thao the first. In the MS, the second pause is written in red ink. 

Example 54: mm. 16-17 

In this case, the pause should not only be longer than that in measure 15, but it should 

convey an air of heightened tension, which is resolved to some extent in the following 

measures. 



in measures 72-79, the essential contour notes in the passage are marked by double note 
stems. The most important notes are also marked with accents. The double stemrned 
notes shodd be marked with slight agogic and dynamic accents, taking care not to inter- 
mpt the upward sweep of the Line. It is inteRsting that Liszt should chwse exactly the 

beginning of the double stems in measure 72 to stop marking afi the staccato wedges, and 
instead write "sempre staccato ed energico assai," connecting the wedge staccato mark 
with energy. 

sempre staccato ed energico assai 

Example 55: mm. 71-79 

Sometimes, Liszt beams notes together in groups that either contradict or cut across the 

normal metrical groupùigs of notes. In measures 236 and 237, the notes in the arpeggio 
fiom the downbeat in measure 236 are beamed together, indicating that it is one entity 



and is to be played in one sweep, without accentuation (even on the downbeat of measure 

237) until the second beat ofmeasure 237, where the beaming suggests that the f b t  note 

in each group is to be slightiy emphasized. 

Exampk 56: mm. 236-237 

tn measures 4 15-4 17, the eighth notes are grouped together across the barlines, suggest- - 

ing absolute equality of touch (in other words, no emphasis of downbeats) und the 
downbeat of measure 4 18, where the üne changes direction and the notes are beamed 
together in a new group. If Liszt had written the slur starting on tâe second right hand 

note of measure 415, that would havesuggested. beginning the ascending scaie with a 

slight emphasis. As written, the fimt note must not be distinguished fiom any of the 

others. Liszt's kgering in measure 415 also suggests that there is to be no new attack on 

the first eighth note of the run. 

Example 57: mm. 415-418 

in measures 566-568, the left hand is Wntten with four groups in each measure, while the 

right hand is divided unevenly into three groups over the three measures. The first break 



cornes on the downbeat of measure 567, and the next on the third kat  o f  measm 568, 
where the left hand drops out. ïhere should be no accents except where breaks in the 
beaming occur. The left hand is slurred at the beginning of the crescendo in measure 566. 
There is no dur at the rinforzando in the next m e m e ,  suggesting a higher level of 
excitement. Caution must be w d  when pedalling as indicated; a full pedal wiii allow 
enough souad fiom the lower register to be built up so that the arpeggio in the nght hand 
would be obscured, particularly in the mid to lower registers. This could be counteracted 
by dynamic balancing, but at the cost of clarity, which lends excitement to the passage. 1 

suggest the use of Butter pedalhg. 

Example 58: mm. 566-568 

ï h e  fourth beat of measures 572 and 576, where there is no break in the beam, should not 

be accented in any way. 

Example 59: mm. 575476 



Again, in measures 636-637 and 640-641 (Example 62), the lack of breaks in the beam- 
hg suggests that the two measures should be thought of as one, perhaps in this case as an 
imitation of a gksando. 

Example 60: mm. 636-637 

Compare the above examples of  beaming with the following example, in which the 
beamuig remains relatively conventional but suggests different subtieties of meter. In 
measws 1 7 1 - 1 78, there are four groups of triplets in each measure, suggesting 4/4 tirne. 
Ln measures 179- 190, the left hand remains M y  in 4/4 tirne, and in the right hand, the 
eighth notes are grouped together in sextuplets which, when combined with the contour 
of the melody, suggest 6/4 time, and at the end of the first two phrases (m. 182 and 186) 

al1 twelve eighth notes in the right hand are beamed together. Combining these meters 
suggests the following counteipoint to the theme in the left hand: 

(notated) 



sempre pp 

Example 61: mm. 179-182. 

In other words, the passage in Example 63 combines the 'W* and the "a" themes from the 
opening of the Sonata. The fact that Liszt does nothhg else to uidicate a melody in the 
right hand suggests that it should not be brought out, but instead should be played dis- 
creetiy behïnd the prominent left hand theme. 

Liszt also uses kregularities in beaming notes together to indicate temporary changes in 
meter. For example, a measure in which four groups of of four sixteenths followed by a 
measure of two groups of eight sixteenths suggests a change in meter fiom common to 
cut time. 



Nonnally, passages which are to be played out of the context of the tirne signature are 
written in srnail note heads, suggesting a cadenza or cadenza-like passage, or sometimes 
a recitativo. in these cases, nibato is not an option but a requirement In measure 362, 

Lisn combines small note heads with beaming that cuts across the obvious contours of  
the melody. The melody seems to divide into groups of six notes, while the beams p u p  
the notes into fours, suggesting a more sophisticated rhythmic accentuation. A slight 
emphasis should be put on the first note of each group of four sixteenths, which gives the 
effect of a cross rhythm between the notated groupings of four notes and the melodic 
contour groupings of six notes. An alternate Uiterpretation would be to emphasize every 

second group of four, which would allow only one emphasis per group of six, altemathg 
the emphasis between the fk t  and third note in the groups of six. 

Example 62: mm. 362 



With the exception of the triii sign (tr. with a serraied Luie), Liszt does not use any of the 

conventional shorthand signs for omarnents, prefeming to &te out exactly what he 
intended, generdly in s m d  noteheads. in measures 126 and 134, the written out orna- 
ments could easily have been replaced by the standard sign for a tum. Perhaps Liszt is 
cautioning the performer against regardùig the omament as an added decoration, suggest- 
hg  that the ornament is an important, integral part of the melody. 

Example 63: mm. 126427 

In the left hand of measures 144-1 48 (Example 64, p. 68), the triplets leading in to the 
"b" theme are written in s d l  noteheads, unlike anywhere else in the Sonata. They 
should be played very quickiy and Iightiy, like a short glissando. This is also a subtle 

indication of phrasing: by placing the triplet within the measure, Liszt is suggesting that 

the left hand fragments do not belong to the previous measure, but rather look ahead and 
are directed towards the half note on the third beat of the measure. 



Example 64: mm. 144-148 

In the guise of the second subject, theme "c" rehims in various places with seven differ- 
ent articulations. Each time it teturns, it is accompanied by an Italian word or phrase 
indicating character. in the tust instance, there is a slur over each measure, with the notes 
of the fiat measure to be played portato (mm. 153-1 54). The indication is cantundo 

espressivo. 

cantando espressivo 
n 

Example 65: mm. 153-155 



In the next statement, measures 17 1 - 1 72, a dur appears oniy in the second measure, and 

the melody notes in the left hand of the Girst mesure are marked with tenuto signs. Here, 
the indication is dolce. 

Example 66: mm. 171-173 

In measures 19 1 - 192, both measures are played under one slur, and melody notes (includ- 
h g  a counterpoint in the left hand), are marked with double note heads for the first mea- 
sure. In this case, the indication for the phrase is agitato. 

Example 67: mm. 191-192 



In measures 255-256, the theme is marked incohndo (uicreasingly faster and louder). 
The first measw is marked with staccato wedges, and the second with a dur. The Henle 
edition has staccato dots for this passage, but the Lehman MS clearly indicates wedges. 

Example 68: mm. 255-257 

Shoaly afterwards (mm. 263-264), the staccato wedges are extended to include the first 

beat of the second measure, and a change of register is introduced by l o w e ~ g  the 
completion of the theme by an octave. This theme is marked con sîrepito (literally, with 
noise, or noisily). As above, the Hede edition has staccato dots. 

Example 69: mm. 263-265 



in measures 349-350, there i s  aoother variation. The first measure i s  to be played portato 
as in the first example, but the second is divided into two slurs. Here, Liszt indicates 
dolcissimo con intimo sentimento. 

dolcissimo con intimo sentiment0 - 
Example 70: mm. 349-351 

Finally, in measures 433-434, both measures of the theme are slurred together, and the 
indication is simply espressivo. In this case, the fouah beat of the first measure (including 
the supporthg harmony) is tied to the first beat of the second, completely negating any 
possible accentuation of the downbeat. 

Example 71: mm. 433434 



h the retum of the theme in measures 6 16-6 17, the first measwe is marked portuto. the 

first and second beats of measure 6 17 are slurred together, and there is no fiuther articula- 

tion except for an accent on the third beat and a double note head on the final eighth note 

of the measm. This is also marked with cantando espressivo, and Liszt later added (in 
brown crayon) sensa sientare, suggesting that the tempo should not be slowed down in 
either of the major "stmcturai" iterations of the theme in measure 153 and 6 16. 

cantando espress. senza skntare 

Exampk 72: mm. 616-618 

h the final statement, measures 634-635, the only articulation is a slur with an accent 
over the last two beats of measure 635, and the indication is dolce. 

Example 73: mm. 634-636 

By altering the articulation in various ways, Liszt changes the 'bmean.Ïng" of the passage 

in subtle ways simila. to the "1 walked home" example given in the introduction. In 
Example 72, the repeated melody notes are somewhat more weighty than the melody in 

the second measure. The accent in measure 350 wiil then be slightly more emphatic, 

coming at the beginning of a dur, than the accent in measure 154, (Ex. 67) which cornes 

in the middle of a slur. The character of the theme is changed by the staccatos in measure 

255 (Ex. 68) fiom a singing melody to a march-like theme that becornes increasingly 



more excited- 

In measures 509-520, Liszt originally wrote the dotted rhythms as dotted eight notes 
followed by sixteenths. in a revision, he replaced the dots with sixteenth note rests and 
added wedge staccatos on the eighth notes. It seems to me that these revisions were made 
in order to intemifi the energiro character of the passage, and that this particuiar type of 
articulation suggests the effect of the bras section of an orchestra. 

Example 74: mm. 509-511 



In the Grandioso "d" theme, Liszt does not use any rests except in the accompaniment, 
and even then, not consistently (although that is probably not interpretively significant). 
The character and continuity of the passage suggest to me a large choir. Note that the 

theme is also embedded in the accompaniment 

Example 75: mm. 105-108 



This theme retunis in measures 297- 300 and 302-305 without accompaniment and 

instead of an expansive cotttuiuous melody, Lisa emphasùes the divisions of the melody 
into groups of two notes by placing rests between the groups. The gmndioso cantabile is 
now gone, and insteaâ, the character of the passage is one of fierce and passiouate decla- 
mation. 

Example 76: mm. 297-300 

Endnote 
1. Riesberg, Gala Days, 733, cited in Arne JO Steinberg, "Franz Liszt's Approach 

to Piano Playing," DMA dissertation, University of Maryland, 1 97 1, 1 74. 



Conclusion 

When Liszt composed the Sonata, he was considered the gieatest piano vimioso of al1 

time. As indicated above, by 1847 he had grown tired of the demands of undiscriminating 

audiences and retùed fkom the concert stage to pursue other interests such as composing, 

teaching and conducting. The remainder of his life was spent in a discouraping struggle 
with critics and the general public for recognition of the artistic ment of his own music, 

not merely his prowess as a pianist (dthough, Like Johannes Brahms in another contro- 
versy, he remained aloof fiom the actual conflict). He was very sensitive about negative 

cnticism, and as early as 1860, during his tenure at Weimar, he actively discouraged Hans 
von Bülow nom playing his A-major concerto, fearing that his work would be severely 

cnticized.' in 1865, four years after resigning his p s t  at Weimar, he wrote the follow- 

ing in a letter to Mme. Jessie Laussot: 

... knowing how Little favour my works meet, 1 have been obliged to force a son of 
systematic heedlessness on to myself with regard to them, and a resigned passive- 
ness. Thus during the years of my foreign activity in Gemany 1 constantly ob- 
served the d e  of never asking any one whatsoever to have any one of my works 
performed; more than that, 1 plainly dissuaded many persons fiom doing so who 
showed some intention of this kind - and I shall do the same elsewhere. There is 
neither modesty nor pride in this, for I simply take into consideration this fact - 
that Mt Litz (sic - Liszt quotes a common misspelling of his name) is, as it were, 
always welcome when he appears at the Piano (-especially since he has made a 
profession of the contrary -) but that it is not pennitted to him to have anything to 
do with thinking and writing according to his own fancy. 

Lisa had evidentiy resigned himself to the fact that in marked contrat to the ffam and 
glory of his vimioso years, his career as a composer was destined for f ~ l u r e  in the eyes 
of most of his contemporaries. Perhaps Liszt spent the remainder of his life following the 

Glant-Periode "atoning for his sins," that is, the sin of catering to the lowest common 

denorninator of public taste and committing what must have seemed to him in his later 

years crimes against art committed during his career as a vimioso. Whether or not this 

was the case, he composed a remarkable amount of music, and since he wasn't writing 

for specific performances, he mut  have been composing out of h e r  need and for a 

future, more enlightened audience. This strong desire to be understood is demonstrated 
by the care that Liszt took with the expression markings in the Sonata, even though it was 
composed before he had realized that his contemporaries were unreceptive to his musical 



ideas. The Sonata was his first major attempt to become respected as a composer, and it 
was important to Liszt to include in the score as much as possible to aid in its interpreta- 
tion, 

In expanding the existing vocabulary of expression rnarkings, Liszt discovered more 
precise ways to indicate the type of articulation and accentuation that he intended, 
thereby Limiting possible misinterpretation. However, Liszt's perplexing inconsistencies 
and ambiguïties uiherent in the articulation rnarkings present an exciting challenge for 
artists to present convincing interpretations of Liszt's music fiom the perspectives of their 
own personality. 
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