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ABSTRACT 
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Franz Liszt was one of the most prolific composers in history. Of his almost 

one thousand and three hundred works, the great number of them are piano 

compositions, many of which have been forgotten and neglected. These forgotten 

pieces are invaluable for pedagogical purposes, especially for those intermediate level 

students who are still struggling with octaves and chords. This document consists of a 

careful selection of Franz Liszt's piano works that can be used for the intermediate 

piano student, both for their artistic worth and their ability to build a technical 

"bridge" to advanced level repertoire. 

Part One of this study provides: a) a general overview of Franz Liszt's piano 

technique and piano music before 1830; b) discussion of influences from Berlioz, 

Paganini and Chopin in Liszt's music; c) an outline of his compositions of different 

periods; d) his great contributions and innovations to piano music. In Part Two, after a 

brief discussion of the technique of the intermediate level student, a pedagogical 

analysis of a number of carefully selected pieces is provided. This analysis is based 

on a discussion of techniques, musical expression and style from a piano teacher's 

perspective. 



15 

Introduction 

According to the second edition of The New Grove Dictionary of Music and 

Musicians, Franz Liszt composed and arranged 545 piano works in his lifetime,' many 

of which have been forgotten and neglected. This study will focus upon the 

pedagogical value of about eighteen of Liszt's minor^ and unfamiliar piano 

compositions at the intermediate level, which include: etudes, dances, character 

pieces, Hungarian national melodies, piano transcriptions of his own work, and song 

transcriptions. 

This study will be divided into two parts. Part One will consist of four main 

sections. The intent of the first section is to provide a general overview of Franz 

Liszt's pianoforte technique and piano compositions before 1830, prior to meeting 

Paganini, Berlioz and Chopin. The second section of Part One will discuss the 

influences from Berlioz, Paganini and Chopin. The third section is an outline of Franz 

' This number includes: piano solo, piano four hands, piano with orchestra, two pianos, unfinished 
works, doubtful works and lost pieces. The pieces of one set or in one cyclic group are counted as one. 
^ "Minor^ is used here to mean that a piece is in a comparatively small-scale, less technique demanding, 
and generally speaking, insignificant in the piano repertoire. 
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Liszt's compositions in different periods, and the last section describes his great 

contribution to the new era of piano music. 

In Part Two of this document, the writer will give a brief discussion of the 

techniques expected of students at the intermediate level and develop a resource guide 

that provides a pedagogical analysis for each of the selected pieces from a teacher's 

perspective. Each analysis will feature a discussion of piano technique, musical 

expression and style, and pedagogical usefulness based on existing critical studies and 

this writer's personal opinion. These pieces will then be rated according to level of 

difficulty to provide a graded performer's guide. 

Previous studies about Franz Liszt focus on his larger scale and popular piano 

compositions, giving minimal coverage to these minor and unfamiliar works. There is 

no existing literature dealing specifically with how to use these forgotten piano pieces 

for pedagogical purposes, especially for intermediate level students. This lack of 

information presents a clear need for speciHc pedagogical research, as well as for 

cataloging and grading of this repertoire for the intermediate level student. It is 

expected that this study will benefit both piano students and teachers, and bring such 
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works to the attention of those likely to appreciate them: students, performers, 

teachers, and listeners. 

The pieces examined in detail will be selected on the basis of criteria defining 

the needs of the intermediate student presented in The Well-Tempered Keyboard 

Teacher, Part Four: "In distinguishing between intermediate and advanced 

repenoire—or, to borrow the terminology of the French publisher Leduc, between 

music that is assez difficile (rather difficult) and difficile (difficult)—it is useful to 

consider the technical requirements of a composition and to note what makes a piece 

difficile."^ The examination of these pieces will involve descriptive research, technical 

analysis, and results of the writer's own teaching experiments, in which he has used 

selected works for intermediate level teaching purposes. 

The main resources for this study are; Franz Liszt. Neue Ausgabe sdmtlicher 

Werke/Ferenc Liszt: New Edition of the complete Works, Series I and Series II;'* 

'MarienneUszleretal.,7%e lVc//-7empcredTcacAer(New York: G.Schirmer. 1991). 184. 
•* Imre Sulyok et al. ed., Franz Liszt. Neue Ausgabe sdmtlicher Werke/Ferenc Lis^: New Edition of 
the Complete Works (Budapest: Editio Musica. 1970-). The Series Q is in progress. 
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Grossherzog Carl Alexander Ausgabe der musikalischen Werke Franz Liszts, Series II 

and Series VUI.^ 

^ Franz Liszt Foundation, ed., Grossherzog Carl Alexander Ausgabe der musikalischen Werke Franz 
Liszts (Leipzig: Breitkopf & Hartel, 1907-36); reprint, (New York: Gregg Press Ltd., 1966). 
incomplete. 
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Part One: 

I. Franz Liszt Before 1831 

Franz Liszt was bom in 1811, and at the age of six began piano lessons 

with his father. He made rapid progress, showing an extraordinarily acute ear. At the 

age of nine, Liszt gave his first public performance, accompanied by an orchestra in 

Ries' Concerto in F major. In the next year, he pursued further music study with 

Salieri and Czemy in Vienna. Czemy was the leading piano pedagogue at that time, 

and wrote of his first meeting with the young Liszt in his memoirs: 

A man brought a small boy about eight years of age to me and asked 

me to let that little fellow play for me. He was a pale, delicate-looking child 

and while playing swayed on the chair as if drunk so that I often thought he 

would fall to the floor. Moreover, his playing was completely irregular, 

careless, and confused, and he had so little knowledge of correct fingering that 

he threw his fingers over the keyboard in an altogether arbitrary fashion. 

Nevertheless, I was amazed by the talent with which Nature had equipped him. 

I gave him few things to sight-read, which he did, purely by instinct, but for 

that very reason in a manner that revealed that Nature herself had here created 

a pianist. He made the same impression when I acceded to his father's wish 

and gave him a theme on which to improvise. Without the least bit of acquired 

knowledge of harmony he yet managed to convey a feeling of inspiration in his 
performance.® 

* Reginald Ceng. Famous Pianists 4 Their Technique (New York: Robert B. Luce, Inc., 1974), 105. 



20 

Czemy taught him through intensive study of technical exercises and scales, 

the study of touch, with dementi's Gradus and sonatas added. Later he permitted 

Liszt to work on the music of Hununel, Ries and Moscheles, and then Beethoven and 

Bach, as well as some of Czemy's own music. The young Liszt quickly achieved a 

great success in his studies, and he himself was grateful afterwards that Czemy had 

guided him in the right way. Liszt made his debut on December 1st, 1822. 

At the end of 1823, Liszt was refused admission to the Paris conservatory, as 

foreigners were not allowed to enroll. Instead he became a favorite of the salons, 

gaining success in public concerts. At one of his concerts at the Italian Opera House 

in Paris with orchestra on March 8, 1824, so excited was the orchestra by the prodigy 

that they forgot to come in at the retum of the ritomello. The audience showed their 

forgiveness by their laughter and clapping.^ In 1824, 1825 and 1827, Liszt made three 

visits to England with his father, and played before distinguished audiences, which 

included: Clementi, Moscheles, Ries, Kalkbrenner and even King George IV. In 

1827, the young Liszt, now settled in Paris, saw his fortunes change for the worse. 

His father's death plus the failure of his first love affair made him fall into a decline. 

^ Alan Walker. Franz Liszt (London: Faber and Faber Ltd., 1983), 99. 
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Liszt's spirit turned toward the unknown. He spent many hours studying philosophy, 

literature and religion. St. Simonian's idealistic, impractical and social-philosophical 

ideas also attracted Liszt. Finally, Abbe de Lamennais' lecture "^Art is in man what 

creative power is in God" gave him the strength to emerge from this difficult period of 

spirit searching. In the summer of 1828 Liszt recovered, and his piano was the 

repository of all that stirred his nature in the passionate days of his youth.® 

Liszt's earliest recorded composition was a sacred choral work, Tantum ergo, 

written in 1822, when he was a theory student of SaJieri in Vienna. The earliest 

surviving piece is a variation (II/l, 2).'* The Viennese music publisher and composer 

Anton Diabelli asked fifty-one of the most famous composers and pianists in Austria 

at the time to compose a variation on one of his themes. Liszt's variation is the 

twenty-fourth, which was printed together with those of the great names of his time: 

Schubert, Czemy, Hummel, Moscheles, Kalkbrenner and others. This is capably 

written but shows no individuality at ail. A short Waltz (1/13, 2) was written in the 

first half of 1823 or even earlier. In 1824, several compositions came out, including: 

' Herbert Westerby, Liszt—Composer, and His Piano Works (Westport: Greenwood E'ress, Publishers. 
1936), 15. 
' n/1.2 means the second page of the New Liszt Edition Series II. Volume One. 
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Huit Variations (1/9,2) which is dedicated to Sebastian Erard, who helped Liszt 

considerably at this time. The material from this set of variations and the other two 

earlier works Liszt re-created as a new concerto in 1839, which was found in 

manuscript by Dr. Jay Rosenblatt and published as Concerto in E flat major Op. 

Posth. in 1989 by Editio Musica Budapst.'" 

Seven Brilliant Variations on a Theme of Rossini (11/1.4), foreshadows the 

virtuoso writing of later years. His Impromptu on Themes by Rossini and Spontini 

(II/l, 12). is a work based on themes from Rossini*s Ixi donna del lago and Armida, 

and Spontini's Olympie and Ferdinand Cortez. Liszt chose the impromptu form to 

convey the themes, which was a novelty at that time. In addition, the Introduction of 

the piece anticipates the beginning of the seventh transcendental etude, Eroica. 

Another Rondo and a Fantasia also written in 1824 were lost. The Allegro di bravura 

(1/11,2), Rondo di bravura (I/l 1,44), three sonatas (lost), two concertos (lost), were 

composed in 1825. The first two are large in scale, and display Liszt's bravura style 

and his extraordinary instrumental capability. Also notable are the Etudes en 48 

Jay Rosenblatt, ed., Liszt Ferenc. Concerto—for Piano and Orchestra in E Flat Major Op. posth. 
(Budapest; Editio Musica. 1989). 
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exercices dans tous les tons majeurs et mineurs. Op. 6 as the French edition, and Op. 1 

as Liszt's first woric in printed in Germany. Liszt originally planned forty-eight, but 

only twelve were composed in 1826. Liszt re-composed the series of these etudes in 

1837 and 1851. A Scherzo in G minor (1/13, 3) dating from 1827, has wide leaps and 

free use of the diminished seventh; this was not printed in Liszt's lifetime. The two 

Hungarian Recruiting Dances by Ldszld Fay and Jdnos Bihari (II/l, 22), was Liszt's 

first piece bearing a Hungarian title. The first movement is based on a song by L^zlo 

Fay, and the second on a slow Hungarian dance by Jdnos Bihari, but the variation is 

entirely original. The date on the manuscript of the dances, appears as the 21" of 

March, 1828, and is probably in memory of his father's death in the previous year. 

In 1829, La Fiancee, an opera by French composer Auber, was first performed 

in Paris. The same year, Liszt used a tenor aria as the basis of the arrangements, 

Tyrolean Melody from the Opera "La Fiancee " by Auber (11/1,171) and Souvenir de 

La Fiancee, as well as Grandfantasie sur la Tyrolienne de I'opera "La 

Fiancee"d'Auber (li/1,25). Later in 1839, Liszt re-wrote the latter, making it much 

shorter, and dedicated it to Chopin. It must also be mentioned that some of the 
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musical ideas for both the piano concerto with string orchestra. Malediction, and the 

first piano concerto in E flat major date from 1830." 

These juvenile compositions show the talent of a young boy who also 

happened to be a brilliant pianist with a great deal of imagination. His style imitates 

that of his teacher Carl Czemy. The piano writing is always correct and full of 

bravura, but does not display very much of the experimental and revolutionary 

composer Liszt was soon to become. The following example is an excerpt fi"om 

Czemy's 3 Rondos iiber Motive aus Richard Wagners Oper "Rienzi" (1844) Op. 758 

No. 1. Ex. I: 

Vivace 

" Alan Walker ed., Franz Liszt—The Man and his Music (London: Barrie & Jenkins, 1970). 407. 
Carl Czemy, 3 Rondos Sber Motive aus Richard Wagners Oper "Rienzi" Op. 758 (Mainz; Schott, 

1994). 
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The next example is an excerpt from Liszt's Allegro di bravura (1825,1/l 1,2), 

which is a typical early composition of Liszt in Czemy's style. Ex. 2: 

Allegro •olio> o»<0 
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p agitato 



n. Meetings with Berlioz, Paganini and Chopin 

27 

The beginning of the 1830s marked Liszt's transition to maturity. A rapid 

series of events were catalysts: his illness in 1828-29; his turning to religion for 

comfort; his discovery of St. Simonians' idealistic socialism; the revolution of 1830; 

the birth of the romantic movement; and his self education in the arts and literature. 

The character of Liszt was molded by these incidents as well as by the artistic 

environment of Paris. 

Between 1830 to 1831, Liszt was to meet Berlioz, Paganini and Chopin, whose 

influence changed the course of Liszt's artistic development. Liszt encountered 

Hector Berlioz on the eve of the first performance of the Symphonie Fantastique 

(December 4, 1830). This French orchestral genius inspired Liszt with his freedom of 

form and programmatic concepts, his passion for grandiose orchestral effects as well 

as orchestral color. They became life-long friends and together continued to champion 

the same ideal of Romantic music. Other results of this friendship were seen later in 

Liszt's several transcriptions and paraphrases of Berlioz's music and Liszt's own 

programmatic symphonic poems and symphonies. His transcriptions and paraphrases 
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of Berlioz's music include: L'Idee fixe—Andante amoroso (II/l, 73), Benediction et 

Serment, deux motifs de Benvenuto Cellini (11/10), Episode de la vie d'un 

artiste—Grande symphonie fantastique Hector Berlioz (11/16), Ouverture des 

Francs—Juge (11/24), Ouverture du Roi Lear (11/16), Danse des Sylphes de la 

Damnation de Faust (II/l 1), Grand Fantasie Symphonique on themes from Berlioz's 

Lelio, piano with orchestra. The following example is an excerpt from Liszt's 

transcription of L 'Idee fixe—Andante amoroso. Ex. 3: 

Prcindio 
Poco Kenlo. A capricda 

poco 

la mdodii cwando ^ tcctUOutD 

I 
i f I 

m-dk 
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f 

con ardore 

i c L J 
pooo astcafo 
rrt cor 
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It is interesting that the man who was one of the most formative influences on 

the piano music of the 19*^ century was not a pianist at all, but a violinist. In April of 

1832, a concert by Nicolai Paganini and his incredible feats on his "enchanted" violin 

infused Liszt with the realization that there was a new world to conquer, although he 

had mastered all possible techniques at the piano. He wanted to do for the piano what 

Paganini had done for the violin and to achieve heights of virtuosity never previously 

imagined. Liszt now derived fresh inspiration from Paganini: 

For the past fortnight my mind and fingers have been worldng away 

like two lost spirits. Homer, the Bible, Plato, Locke, Byron, Hugo, Lamartine, 

Chateaubriand, Beethoven, Bach, Hummel, Mozart, Weber, are all around me. 

I study them, meditation on them, devour them with fury; and in addition I 
spend 4 or 5 hours practicing exercises (thirds, si.xths, octaves, tremolos, 
repeated notes, cadenzas, etc., etc.). Ah! Provided I don't go mad you will 

find an artist in me! Yes, an artist such as you desire, such as is required 

nowadays. 'And I too am a painter' cried Michelangelo the first time he 

beheld a masterpiece. ... Though poor and unimportant, your friend has not 

left off repeating those words of the great man ever since Paganini's last 

performance. ...As for his expression, his manner of phrasing—they are his 
very soul.'^ 

Paganini's famous set of Twenty-four Caprices was one of his few 

compositions in print, and it became Liszt's aspiration to transcribe the virtuoso 

effects of the works to the piano. The earliest such work, the Grande fantasie di 
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bravura sur la Clochette de Paganini (Ti/1,42), was written in 1832 and published in 

1834. The theme, the well-known Italian tune La Campanella, comes from the third 

movement of Paganini's second violin concerto in B minor. Though Liszt played it in 

public without great success in 1835,'"' it showed the result of Liszt's exploration of 

his new path of virtuoso technique and innovative sonorities. This composition looks 

like an experimental fleld of Liszt's transcendental piano writing that he used for later 

compositions, but has problems in common with the other compositions of 1830s, in 

which the textures often are over heavy and the execution is very difficult. Ex. 4: 
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In Liszt's later years, he revised and simplified some of his earlier works, and 

made them more accessible and playable. Liszt re-arranged the same theme three 
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more times in 1838, 1845 and in 1851 in its final version as the third etude. La 

Campanella, in the series of Grandes Etudes de Paganini (1/2, 66). From Paganini's 

performance, Liszt also learned showmanship, and many of Liszt's works display a 

Paganini-like diabolical flavor, as in the Faust Symphony, Mephisto Waltzes. 

Totentanz and the Sonata in B minor. 

Frederic Chopin arrived in Paris in the autumn of 1831. Liszt and many other 

composers and pianists attended Chopin's Paris debut on the 26'*' of February, 1832. 

Chopin dedicated his Etudes, Opus 10, to Liszt to express his appreciation of their 

friendship. Though Chopin had an aversion to Liszt's extravagant style and thought 

little of Liszt's compositions, Chopin regarded Liszt's performances as the very best. 

He remarked in a letter to Ferdinand Hillen "I am writing without knowing what my 

pen is scribbling, as Liszt is at this moment playing my Etudes and banishing all 

suitable thoughts from my head. I should like to rob him of the way he plays my 

studies."" 

Derek Watson, Liszt (London: J. M. Dent & Sons Ltd.. 1989), 29. 
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In Alan Walker's book, Franz Liszt, he points out that the question of Chopin's 

influence on Liszt has often been debated and the connection between their music is 

only external.'^ But it is obvious that Liszt regarded Chopin as an exceptional pianist 

and a singularly creative composer. He was very fond of Chopin's music and even 

though they rarely saw each other after 1835, Chopin's music always appeared in both 

Liszt's own programs and his teaching. Moreover, Liszt's literary work, F. Chopin, is 

one of the earliest studies which conmiemorates Chopin's death. Liszt also used the 

same characteristic romantic genres which Chopin employed, such as the ballade, 

mazurka, polonaise, berceuse, waltz, impromptu, and so forth. If there is another true 

influence from Chopin, it is the poetic approach to piano music. 

m. A Brief Summary of Liszt's Compositions 

A. Transcription 

From 1829 to 1834, Liszt gradually developed a new approach to piano music. 

The landmark of the new path was the Grande fantasie di bravura sur la Clochette de 

Paganini, written in 1832 under the direct impact of hearing Paganini's performance. 

'* Walker, Franz Liszt, 184. 
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Following this, he composed about 190 transcriptions for solo piano, which fall into 

two types: a) About 77 free arrangements with a variety of names (paraphrase, 

reminiscence, fantaisie, illustration, caprice, variations, impromptu, divertissement and 

transcription); b) there are 118 stricter arrangements, so called partitions de piano 

("piano score" in French), including forty-seven arrangements of Liszt's own 

compositions. Liszt made arrangements from music by more than fifty-four other 

composers which include twenty-five opera composers encompassing more than fifty 

operas. In addition, there are more than eighty transcriptions for four-hands at one or 

two pianos. The earliest example of the first type is the Grande Fantaisie sur la 

Tyrolienne de I'opera la Fiancee de Auber in 1829, and the latest is Verdi's 

Reminiscences de Boccanegra in 1882. The earliest of the second type are two 

transcriptions from Berlioz's music in 1833, the first of the Symphonie fantastique and 

the second of the Ouverture des Francs-Juges, The Tarantelle of Cui in 1885 is the 

latest on the list. In the first type, the original music is transformed and freely 

recreated, but in the second type, Liszt makes a faithful adaptation from one medium 

to another, sometime even a note-for-note transcription. These transcriptions were 

important parts of a virtuoso's repertoire in Liszt's day, and were in great demand 

among audiences that did not have much chance of hearing the works on the stage. 
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B. Original Piano Music from 1830 to 1848 

1828 to 1847 were Liszt's so-called wandering virtuoso years. After the two 

brilliant fantasies (Auber's La Fiancee and La Clochette of Paganini), be began to 

show originality as a piano composer. In 1834, he composed Harmonies poetiques et 

religieuse (1/9, 140) and Apparitions (1/9, 12). The former's title is derived from a 

collection of poems by Lamartine, and later it became the fourth piece of the cycle. 

Harmonies poetiques et reiigieuses (1/9, 30), under the title Pensee des Morts, also 

showing a thematic connection with De Profundis, the unfmished work for piano and 

orchestra. The Album d'un voyageur (1/6, 62) was mostly written during 1835-36; this 

was the earliest form of the Annies de Pelerinage. The album was published in 1842, 

and included three volumes: Volume I—Impressions et Poesies, containing seven 

pieces; Volume 11—Fleurs melodiques des Alpes, consisting of nine works; and three 

pieces in Volume HI—Paraphrases. The Fantaisie romantique sur deux melodies 

suisses (II/2) is an extended piece based on the second piece of Volume Q—Fleurs 

melodiques des Alpes. During this period he composed several compositions in waltz 

style: Grande Valse di bravura (first version, 1836,1/13, 54), Valse melancolique 

(first version, 1837), and Petite Valse favorite (1842,1/13, 142). 
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In 1838 publication of the 24 Grandes Etudes was announced, but only twelve 

were completed. While based on his earlier Czemy-style Etude en 48 exercices, in 

their new guise they demonstrate a fantastically Uransformed and much enlarged form. 

After the 1832 version of Grande Fantaisie de Bravoure sur la Clochette de Paganini, 

twelve Paganini etudes were announced for publication, but only six ^itudes 

d'execution transcendent d'apres Paganini were published in 1840, of which the third 

is a smaller scale La Campanella, and the other five are the transcriptions of some of 

Paganini's caprices. Both the transcendental etudes and the Paganini etudes show the 

result of Liszt's new transcendental technique and orchestral effects, as well as a much 

widened range of expression. The first version of Tre Sonetti del Petrarca and 

Venezia e Napoli, were produced around 1840. From 1830, Liszt began to take an 

interest in the national themes of European countries, especially of his mother land, 

Hungary. His works on national themes in the catalogue include music from the 

following countries: Austria, England, France, Germany, Hungary, Italy, Poland, 

Russia, and Spain. It has to be mentioned that the sketches of works for piano and 

orchestra which date from these years include Malediction and the two concertos. 
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C. Original Piano Music from 1848 to 1861 

The Weimar years were Liszt's most productive period. He composed his 

major orchestral works, some large-scale vocal compositions, and a number of his 

most important piano works, as well as making many revisions of his earlier 

compositions. 

The first important cyclic collection was Harmonies poetiques et religieuses, 

written at various times between 1847 and 1852, with Lamartine's preface of his 

collection of poems as the preamble to the set, and quotations from poems which 

precede numbers 1,3 and 9 of the collection. There are several compositions which 

usually are believed to have been written under Chopin's influence, such as 

Funerailies (No. 7 of the collection), two Ballades (No. 1 in 1848 and No. 2 in 1853), 

two Polonaises (both in 1851), the first version of the Berceuse (1854), Mazurka 

Brilliante (1850) and some revised versions of his earlier waltzes. La leggierezza, the 

second etude of 3 Etudes de Concert (1848), is another piece cited as having been 

composed under Chopin's poetical influence. 
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Around the beginning of 1850s, Liszt revised the Etudes d'execution 

transcendante (1851,1/l), Grandes Etudes de Paganini (1851,1/2), and the first two 

volumes of the Annees de Pelerinage (Vol. I during 1848-54, V6 and Vol. 11 during 

1849,1/7), as well as the first fifteen Hungarian Rhapsodies (1851-53,1/3 and 4). 

Grosses Konzertsolo (1849,1/5, 3) is the first of Liszt's biggest piano compositions, 

which anticipates the Sonata in B minor thematical and formal ways; two other 

versions of the Grosses Konzertsolo are the Concerto Pathetique (1856) for two 

pianos and Grande solo de concert for piano and orchestra (1850). In the great 

masterpiece Sonata in B minor {H52-53,1/5, 27), the device of thematic 

transformation and the single movement concept make the sonata a lasting milestone 

in the history of nineteenth-century music. Most of Liszt's works for piano and 

orchestra were also completed during this period, including the two concertos, 

Totentanz, the Fantasy on Beethoven's Ruins of Athens, Fantasia on Hungarian Folk 

Tunes, Schubert's Fantasia in Cmajor. Op. 15 "Wanderer,^'' and Weber's Polonaise 

Brilliant, Op. 72. 
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D. Original Piano Music from 1861 to 1886 

During the first nine years of this period, Liszt was mainly living in Rome and 

devoted himself increasingly to sacred music, especially oratarios. The two Ugendes 

composed in 1863 (I/IO) are instances of program music based on a sacred theme. 

The well-known 2 Concert Studies were also composed during 1862-63, but were not 

completed till about 1880. "Weinen, Klagen, Sorgen, Zagen": Variationen Uberein 

Motiv von Johann Sebastian Bach (basso continuo of the 1" movment of the cantata 

"Weinen, Klagen, Sorgen, Zagen") was written in 1862 (II/ 12). Liszt had produced a 

"Weinen. Klagen. Sorgen. Zagen Praeludium nach J. S. Bachs Kantate (II/l 1) on 

the same theme three years previously, and both pieces are very chromatic. The 

brilliant Rhapsodie espagnote: Folies d'Espagne et Jota aragonnese (11/12) in 1863 is 

the largest piece for piano solo in this period. Furthermore, Liszt also composed a 

number of shorter religious works at this time, such as Alleluja et Ave Maria (1862, 

1/11) and Urbi et orbi (1864,1/12). 

Many works which Liszt composed in the last seventeen years of his life show 

some notable innovations that point towards a new world of harmony. The third 

volume of Annies de Pelerinage, completed in 1877, contains the sparkling Les jeux 
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d'eauxala Villa d'Este, in which impressionistic use of diatonic harmonies 

foreshadows later French compositional trends. Similarly, the last piece Sursum 

corda, contains whole-tone scales. The simple and charming suite Weihnachtsbaum 

(I/IO, 4S) was written during 1874-1876. Many Hungarian works also date from this 

period, including Hungarian Historical Portraits i\SS5,1/IO, 101), Hungarian 

Rhapsodies No. 16-19 (1882-85,1/4), 5 Hungarian Folk Songs (1873,11/13), Csdrdds 

macabre (1881-82,1/14), 2 Csdrdds (ISM, 1/14), and several Hungarian marches. 

During this period, many of the shorter pieces express a particular mood or are 

harmonic experiments, such as the noctume-like En reve (1885,1/12, 96) and four 

short mournful pieces related to the death of Wagner: La Lugubre gondola No. 1 and 

No. 2 (both in 1883,1/12), R. W.—Venezia. After Wagner's death (1883,1/12), and 

Am Grabe Richard Wagners (1883,1/12). Experimental harmonic clashes are seen in 

Trauervorspiel und Trauermarsch (1885,1/12) and Unstem, Sinistre, Disastro (1886, 

1/12). Liszt also uses whole-tone harmonies in Nuages gris (1882,1/12) and blurred 

tonal centers in Bagatelle sans Tonalite (1885,1/14). 
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rv. Innovation in the Music of Liszt 

Franz Liszt was one of the most prolific composers in history. Of 

approximately about one thousand and three hundred works, the greatest number are 

piano compositions. In the nineteenth century, the Romantic movement was 

preoccupied with literature and with a sort of eulogization of ancient events and 

immortal heroes. The majority of Liszt's piano works have titles which tend to evoke 

a specific program. The result of the association with arts and nature is a great 

diversity of new sonorities: wind and thunder, sparkling fountains and roaring storms, 

bells and hunting homs, the muttering of woods and chanting of choruses, symphony 

orchestras and gypsy ensembles, even a folk instrumental band. Following the 

example of Paganini. Liszt began to explore virtuoso effects for piano that were hardly 

thinkable at this time. Carl Friederich Weitzman remarked: "His (Liszt's) 

indescribably vigorous and powerful playing caused a complete revolution in 

pianoforte playing, pianoforte literature and pianoforte construction; he elevated 

virtuosity to a dizzy height, and has seemingly exhausted the means of expression of 

his instrument so far that a further enhancement would seem hardly imaginable."'^ 

" Westerby, Uszt, 83. 
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Most of Liszt's twenty-three etudes bear literary or picturesque titles, and more 

importantly, all of the etudes combine pianistic virtuosity with serious musical intent. 

They are totally different from his predecessors' studies but like Chopin's etudes, are 

music first and technical studies second. Liszt's studies are not confined to just one 

problem of technique, as were those of Czemy and Clementi. 

In the nineteen Hungarian Rhapsodies, Liszt presents so-called "Hungarian" 

melodies, some of which are originally of gypsy origin. These virtuoso showpieces 

consist of both the slow and pathetic Lassan, and the wild dance Friska, and in form 

they are free improvisations or fantasies. Characteristic of the "Rhapsodies" are scale 

work, augmented intervals, abrupt rhythms, accented weak beats, bold changes of key 

and tempo, and imitation of the gypsy violin and cimbalom. Although, Bartok 

denigrates the Hungarian Rhapsodies as "his least successful works," having no real 

ethnomusicological value, nonetheless Chopin and Liszt were pioneers in exploring 

the music of their native countries. 

The works in the three part collection Annies de Pelerinage, which is 

associated with Liszt's stay in Geneva, and his pilgrimage to Switzerland and Italy, are 
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representative of his large quantity of character pieces. These works reflect Liszt's 

impressions and experiences of nature, art, sights, sounds and literature, inspired by 

Schiller, Byron, Senancour, Rafael, Michelangelo, Salvator Rosa, Petrarch, Hugo and 

Dante. One can find serene pastoral pictures, mountain storms, drama, poetic songs, 

Dante's Inferno, folk dances, memories, reflections, and a most harmonically 

prophetic piece—Les jeuxd'eaux a la Villa d'Este. "With these works, we move into 

a realm that is of great importance for Liszt as a Romantic musician, and we meet with 

an aspect of his work that stands in great contrast to the musical grand seigneur, the 

towering virtuoso of the piano, the idol of European concert life."'* 

The revolutionary one-movement Sonata in B minor is often rated as Liszt's 

greatest work. The entire sonata is based on four simple motives which appear and re

appear in different guises. Through the use of these thematic transformations Liszt 

crafts three movements into one. Liszt seems to have derived the technique of 

thematic transformation as a unifying device from Schubert's "Wanderer Fantasy" in 

C major, and some works of his Weimar years also utilize this same device, notably 

the two concertos. Derek Watson writes: 

" F. E. Kirby, A Short History of Keyboard Music (New York: The Free I^ss. 1966), 311. 
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Liszt's concern was that form should never become formula: content 

should dictate structure. With his conunand of thematic transformation he 

acquired a new flexibility in portraying emotion; and by making economic use 

of motives he found the means of strengthening his form. Terse phrases and 

motivic fragments are developed and expanded to provide material for 

accompanimental and transitional passages. In the piano works ornamental 

figuration often becomes part of the structure; what at Hrst sight seems to be a 

descriptive, colorful, flourish is part of a highly organized thematic design." 

Liszt's piano music after 1861, with the exception of the Deux Legendes and 

Rhapsodie espagnole, tend increasingly inward, at times religious in character. Most 

of them are miniatures. In his last years. Liszt explored unconventional uses of 

harmony. These experiments include: abnormal, unusual cadences (the Quatrieme 

Valse oubliee and No. 5 of Fiinf Klavierstiicke, Bagatelle sans Tonalite, Nuages gris); 

whole-tone scale {Der Traurige Monch, Sursum Corda, Reminiscences de 

Boccanegra, Les jeux d'eaux d la Villa d'Este); parallel fifths {Csdrdds Macabre); 

harmonic clashes {Unstem!, Ladislaus Teleky); non-European scales {Adschied. 

Portraits hongrois historiques). These innovations anticipated the music of Debussy, 

Ravel, Schoenberg, Webem and Berg. While Bartok may have had reservations about 

the worth of the Rhapsodies, following research into Liszt's late music he wrote: "The 

great artist's true significance was revealed to me at last. I came to recognize that, for 

" Watson, 188. 
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the continued development of musical art, his compositions were more important than 

either Wagner's or Strauss'."^" 

As a remarkable music arranger, Liszt made brilliant piano transcriptions from 

other composers' and his own compositions, bringing them to a public who otherwise 

would never have the chance to hear them. Many of these transcriptions are good 

examples of Lisztian pianism, showing his exploration of the utmost technical 

possibilities, extraordinary imagination and extremes of acoustic effects of the piano. 

Bertrand Ott's Lisztian Keyboard Energy quotes a letter of Liszt, which reveals 

Liszt's personal demands of pianistic art: 

My firm intention is not to give up the study and development of the 

piano until I have done everything possible, or at least everything I can 

accomplish now. Perhaps this mysterious kind of feeling which holds me to 

the piano is an illusion, but I consider it very important. For me the piano 

holds the first place in the hierarchy of instruments; it is the most widely 

practiced, the most popular of all. It owes this importance and this popularity 

in part to the harmonic power it possesses exclusively, and to the ability it has, 

in consequence of that power, to concentrate and contain the entire art in itself. 

In the span of its seven octaves it embraces the extent of an orchestra, and the 

ten fingers of a single man are sufficient to create the harmonies produced by 

the combined forces of more than a hundred instruments.... Through the 
progress already accomplished and through the advances made every day by 

® Anthony Wilkinson. Uszi (London: Macmillan Ltd., 1975), 107. 
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the diligent work of pianists, the piano extends ever further its assimilating 

power. We play arpeggios like harps, sustained notes like wind instruments, 

staccatos and a thousand other passages which formerly seemed to be the 

special attribute of this or that instrument... The piano has therefore on the 

one hand this assimilating power, this life of all others which is concentrated in 

itself, and on the other hand its own life, its growth and its individual 

development. The piano, to borrow the original expression of a writer of 

antiquity, is therefore both microcosm and microdivinity, a miniature world 
and a miniature god."' 

Franz Liszt was one of the greatest pianists in history: he was the pioneer of 

the solo recital, the one of the first to play whole programs from memory, the first to 

embrace the entire keyboard literature, and the first to play for a large number of 

audiences, as well as causing near-hysterical reactions from his audiences. As F. E. 

Kirby observes: 

Liszt also developed a totally new style of playing the piano and of writing for 
the instrument as well. Instead of writing largely with scale technique, which 

had been the stock-in-trade of Hummel and Czemy and their contemporaries, 

Liszt exploited the capabilities of the rapidly developing instrument in a new 

and totally unheard-of fashion. He employed rapid and coloristic changes of 

register, using full chords and octave passages in all ranges often with wide 

leaps, arpeggio-vibrato figurations, arpeggios over the fiill extent of the 

keyboard, scales in thirds and sixths, octaves, and even fiill chords, diatonic 

and chromatic; elaborate cadenzas and recitative-like passages; and often a 

melody in the middle range with a different figuration accompaniment ranging 

over the whole keyboard. Many reports from those who heard him perform. 

•' Bertrand Ott, Lisztian Keyboard Energy (Lewiston: The Edwin Mellen Press, 1992), I. 
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such as Schumann and Berlioz, testify to the enormous effect he produced on 

an audience.^ 

It is a historical phenomenon that Liszt's power as a performer was 

unprecedented and remains unique in musical history. 

As a great piano teacher, Liszt invented the master class. Probably he was the 

first teacher who was willing to teach compositions by any composer, but with two 

exceptions; he was unwilling to teach his own Hungarian Rhapsody No. 2 and 

Chopin's Scherzo in B flat minor, which he felt were both played too often.^ No essay 

on Liszt as great teacher is complete without a mention of his celebrated students, 

among them: Karl Tausig, Hans von Biilow, Eugen d'Albert. Moritz Rosenthal, Emil 

von Sauer. And nearly every great pianist and many great composers of the late 

nineteenth century gained from Liszt's teaching or advice, including Anton 

Rubinstein, Isaac Albeniz, Moszkowski, William Mason, Smetana, Dvorak, d'Indy, 

Cesar Franck, Cui, Grieg, Borodin, Saint-Saens, Cornelius and even Tchaikovsky. 

^ Kirby, A Short History of Keyboard Music. 303. 
° Watson, Uszt, 174. 
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As Liszt the pianist and composer demanded more of both instrument and 

performer, it was inevitable that as a teacher he should remold established piano 

techniques. At the beginning of the nineteenth century, piano technique was mainly 

ruled by the quiet hand and stiff lingered school, which was derived from eighteenth-

century harpsichord technique. In Thomas Relden's The History of the Evolution of 

Pianoforte Music, he described the technique of the old school : "(a) method of dreary 

flnger exercises with high-finger action, high wrist movement, rigid arms, and a 

conformity to a rigid academic technical style and movement at the expense of 

adaptability and flexibility.""'* 

When the young Liszt began his teaching career in Paris, many interesting 

technical details of his teaching were recorded by the mother of one of his pupils, 

Mme. Auguste Boissier. Her book Liszt— Pedagogue, originally written in French, 

was published in The Music Teacher in English in 1961, translated by Maurice 

DumesnlL In these lessons, Liszt's approach was not far from his teacher Czemy's 

method, which required a quiet arm and fingers lifted high. The basic five-finger 

Thomas Reldcn. "The History of the Evolution of Pianoforte Technique." Proceedings of the Musical 

Associations 59 Session (1932-33): 35. 
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exercises in ail keys and the mechanical training of the individual Angers were the 

emphasis at the beginning of Liszt's teaching career. But later when Liszt settled 

down in Weimar, his teaching method tended to lead each student not to conform to a 

certain mold but rather to pursue individuality. Nonetheless, his performance style, 

tremendous technical ability, and profound understanding of music, fostered an 

approach in which precise interpretation of each composer and each work became the 

core of his teaching. In his later teaching, he avoided mechanical training but could 

not tolerate mechanical "conservatory-ish" performance.^ In a sense, Liszt's 

compositions freed piano technique from the old fashioned approach, involvement of 

arm and body being necessary to take extended dynamics and sonority to the edge of 

the limit of the piano. Unfortunately, Liszt cared very litde about analysis of his piano 

technique, excepting that his students should learn some of his methods by observing 

his performances. German pianist and teacher Ludwig Deppe, while not a student of 

Liszt, happened to watch Liszt's performances and analyzed Liszt's "transcendental" 

technique. In his article "The History of the Evolution of Pianoforte Music," Thomas 

Fielden summarized Deppe's analysis of Liszt's technique, Deppe noted that it 

^ August Gollerich, The Piano Master Classes of Franz Liszt 1884-1886, trans, and ed. by Richard 
Louis  Z imdars  (Blooming ton :  Ind iana  Univers i ty  Press ,  1996)  S I .  
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was: "primarily with the use of the arm and its carefully balanced weight, and that the 

hand should be carried about in the arm, and the fmger in the hand, leaving them free 

and supple until they are needed instead of making the fmger go through incessant still 

hand exercises, bearing the burden of the weight of the arm."^ Later, at the beginning 

of the twentieth century, the piano pedagogues Leschetizky, Breithaupt, Matthay and 

Bardas successfully developed the modem piano method following Deppe's theories. 

Ultimately, these theories and Liszt's concepts of teaching are in fact the 

characteristics of the piano teaching today. 

Fielden, "The History of the Evolution of Pianoforte Technique," 52. 
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Part Two; 

I. Technique and the Intermediate Student 

After the elementary level study, when the student reaches the intermediate 

level, he or she is ready to advance to some of the less difficult masterworks of the 

standard composers. By this stage of advancement, the student should already have 

some fundamental knowledge of piano technique and theory of music, such as correct 

posture of the body and correct position of arms, wrists and fingers; basic knowledge 

of legato and staccato playing; easy seconds, thirds, fifths, sixths and octaves playing; 

simple dynamic contrasts; basic knowledge of playing of slurs and phrases; shifting of 

hand position and crossing; regular fingering and simple pedaling; some experiences 

with crescendo, diminuendo, fermata, ritardando and a tempo; limited independence 

between the two hands and simple accompaniment figures. 

At the intermediate level, the student can explore the rich resources of music 

created for both pedagogical and expressive reasons. This level sometimes covers 

four to six years of study, depending on age, willingness to study, intelligence, musical 

understanding, physical coordination, practice, teacher and so forth. It also can be 
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divided into the early, middle and late sub-levels. The student will experience a much 

more complex and deeper study of piano playing than one at the elementary level. 

A thorough grounding in the fundamentals of reading, rhythmic, melodic and 

imaginative elements of music is the predominant task for the student. He or she has 

to understand the musical elements and how the elements group and interact to 

produce tension and resolution. This level also is the ideal time to develop the ability 

to execute music containing increasing complexities of mobility, independence of the 

hands, independence of dynamics and articulation, voicing, balancing of different 

voices, a sense of drama and style, and opportunities to explore differences of touch 

and coloristic use of the pedals. All of these aspects of piano playing must be 

executed as part of the whole of music rather than as just separate elements. 

In chapter 9 of The Well-Tempered Keyboard Teacher, Marienne Uszler lists 

technical skills that the student should develop at the intermediate level, including: 

Legato in extended passage playing. 

Experience with finger substitution. 

Varied types of staccato playing (wrist, forearm, finger). 

Scales, major/minor, regular fingering, up to 4 octaves, hands alone and 
together. 

Trills and ornamentation. 



55 

Double-note legato. 

Opening of the hand to the octave; some octave playing. 

Arpeggio playing, usually hands alone. 

Concentrated attention to independence between hands and within the hand. 

Voicing (at least of 3-note chords). 

4-note chords, blocked and broken, in many ranges, both hands. 

Reflnement of accompaniment styles. 

Rapid changes of register and texture; mobility. 

More developed sense of dynamics, color, mood (style). 

Syncopated pedaling; rhythmic pedaling; una corda. 

Development of velocity, power, endurance, consistency." 

The premise of this study is that many minor and unfamiliar works by Franz 

Liszt are suitable for intermediate level teaching purposes. While much of Liszt's 

piano repertoire can be only performed by advanced students who already have a 

highly developed technique, there are still many less demanding pieces which the 

intermediate student can perform and which can provide a technical bridge to more 

difficult repertoire. The following chapters contain carefully selected examples that 

the intermediate student can use to approach Liszt pedagogically. In these chapters, 

according to the difficulties of the pieces, the writer will divide the intermediate level 

into three sub-levels; early intermediate level (possible in the first year or the second 

year at this level), middle intermediate level (possible in the third year or fourth year 

" Uszler, The Well-Tempered Keyboard Teacher, 215. 
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at this level), and late intermediate level (possible in the flfth year or sixth year at this 

level). 

By the time the student reaches early intermediate level, generally speaking, he 

or she should grasp at least some of the following techniques; legato passage playing, 

wrist staccato playing, scales up to 4 octaves but in a not very fast tempo, some trills 

and ornamentation but in a comparatively simple way, some octave playing and 

arpeggio playing in a slower tempo, early exploration of the balance between melody 

and accompaniment, syncopated pedaling and understanding the use of entire upper 

body to produce sound. 

At the middle intermediate level, the student should learn reflnement of 

accompaniment style, mobility, voicing, playing thirds and sixths at a medium tempo, 

longer octave and broken octave phrases, but not in a very fast tempo, independence 

between hands and within the hand, more sense of color and mood. 

The student's main task at late intermediate level, is to develop velocity, 

power, endurance, consistency, a sense of drama and style, tonal control, and to 
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explore colors with fingers and feet. The student must realize that this phase is the 

preparatory level to advanced repertoire and some pieces at this level already touch on 

some virtuoso techniques but to a less demanding degree. 



n. Selected Pieces at Early Intermediate Level 
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A. Album Le(rf in Waltz Form 

Album Leaf in Waltz Form was written in 1842, but not published until 1908. 

This salon-style waltz is in binary form. Liszt always incorporates dynamic variety in 

the repeated phrases. The piano techniques involved are mainly two types: left hand 

"rum-tum-tum" basses and right hand octaves. The left hand should emphasize the 

first beat to shape an eight-measure harmonic progression. The staccato mark on the 

third beat of the accompaniment is by no means an accent. Bringing out the tenor part 

in the left hand in the second, fourth, fifth and the last eight-measure phrases can add 

more interest to the bass part. Ex. 5: 
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In the right hand octaves, the hand works always as a unit, without any active 

finger strokes, and it requires a comparatively fixed position of the fingers. The 

octave can be executed both from the shoulder and elbow, but the forearm and wrist 

play a key role in increasing the tempo. The variety of octave playing develops from 

the use of the differently proportioned movements of the shoulder, elbow, forearm and 

wrist. Use of the wrist only is not very suitable for a loud octave passage because the 

execution is hindered by the complicated joint structure and small amount of muscle 

present. Ex. 6: 
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B. Carrousel de Madame P[eletJ-N[arbonneJ 

This piece, composed during the period between 1875 and 1881, "is Liszt's 

only humorous piece. The large and clumsy lady mentioned in the title was the owner 

of the house where the Meyendorff family lived in Weimar. At a carnival Liszt burst 

in on the Meyendorffs with great good humor and laughing heartily. He related how 

he had just seen the most entertaining sight in his life; Madame Pelet-Narbonne on the 

roundabout. 'It is just like this' he said and proceeded to play the little piece. This 

improvisation—presumably at the request of Olga von Meyendorff—he then wrote 

down. The work did not appear in print in Liszt's lifetime."*® 

In this musical caricature, Liszt uses two contrasting musical sections to show 

the well-intentioned humor. The first part bears the mark—Allegro intrepido 

(fearless). The fortissimo melody, accent marks, heavy accompaniment in fifths, 

ornaments and whole-tone scale are all truly characteristic of the picture of the large 

and clumsy lady. Ex. 7: 

® Suiyok, Franz Liszt. Neue Ausgabe samtlicher Werke, set. I, vol. 12, xii. 
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3^ 

The second part is marked—giocoso (happy), in which the trills, glittering fast 

scales and the short phrases in both hands, sound like light but friendly laughter. This 

piece is a good one to teach the student to paint a musical cartoon. Ex. 8: 

17 I p«co flMmc* 

EE TO ' 

p fMXOSO 

^ r r r f  r  - r . r r r r f  ^  r -p 1 



The techniques addressed in this piece are ornaments, trills and short scales 
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C. Ldndler 

This dance piece was written in 1843, but not published until almost eighty 

years later. A Ldndler is a dance of Austria and southern Germany in a moderate 3/4 

time. It was originally a folk dance for couples, but in the late eighteenth century 

became popular in the ballroom. It was superseded by the waltz in the first half of the 

nineteenth century. This Ldndler is in the style of a Chopin waltz, full of charm. One 

does not find any virtuosic devices in this piece but rather simplicity in style. It is 

suitable for the earlier intermediate student to grasp melody playing technique. It 

requires a very supple wrist and easy extended hand. A comparatively light pronated 

and supinated motion is necessary to help the finger stretching movement. The special 

right hand connecting, legato fingering of 5-4-5 must be observed carefully and the 5-

5 fingering is not a leaping between two keys but rather a "dragging movement." 

Ex. 9: 

Let the student practice the right hand in two steps. The first step is to play the 

eighth notes evenly and very legato; the second step is to then put more weight on the 
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notes with downwards stems, thus producing a cantabile duet in the right hand. See 

Ex. 10: 

AUrfrtttii 

To prevent monotony, the student must observe the different dynamics 

attentively in the repeated material. 

D. Romance oubliee 

The earliest source of the Romance oubliee can be traced back to an 

unpublished song Oh pourquoi done, which was dedicated to a Mme. Pavloff in 1848. 

At the same time, a piano version with the altered title Romance followed soon after, 

with a dedication to Madame Josephine Koscielska, who was a Polish memoir writer 

and close friend of Chopin. In 1880, Liszt gave his publisher a viola and piano 
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version bearing the titJe Romance oubliee, which was followed by solo versions for 

piano, violin and piano, and cello and piano. 

This piece is one of the examples of Liszt's delicate and terse late style. In the 

first half of the piece, melancholy fills the air but the tranquillo second part is a 

comforting strumming of a fairy harp. 

In this work, the early intermediate student can study: legato playing, 

refinement of accompaniment, easy and short octave phrases, meter changes, key-

signature changes, a soft touch and measured cadenza playing. 

hi playing the expressive phrases required in this work, one should teach the 

student to play the beginning note and the last note of each phrase carefully to avoid a 

quick attack on the first note and a rapid spring-off at the last note of the phrase. In 

most of the cases, the phrases are in a very subtle arch-shape. Ex. 11: 

& • & • 
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The quasi cadenza in the piece is more a recitative-like monologue rather than 

a bravura cadenza. The student should practice the cadenza, counting first to keep it 

in strict time, then adding tempo rubato with the dynamic changes. Reciting a poem 

aloud can help the student understand the rhythm and scansion of the recitative-like 

cadenza. Ex. 12; 
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E. Sancta Dorothea 

Liszt composed this piece in Rome in 1877, but it was not published until 1927 

in volume II/9 of the Franz Liszt Stiftung, complete Edition (Breitkopf & Hartel, 

Leipzig). It was composed the same year as his Aux cypres de la Villa d'Este: 

Threnodie I and II. As with the other late compositions, this work is extremely austere 

and inward looking. "The old pianistic glitter is absent—Liszt was now writing for 

himself, and no longer for his public."^ 

The intermediate student will learn from this piece: delicate touches, legato in 

extended passage playing, arpeggio playing, voicing in both hands, refinement of 

accompaniment, modulations, chordal playing, uses of two pedals. 

The tempo is in a not too slow but flowing Andante. In the pianissimo 

introduction, the hands should float on the keyboard, the fingers almost incorporating 

a slight pulling motion. Ex. 13: 

^ ' i * r  - '^=:| 
iffT - p -  Jj. 

psemptrk^o 

r I 4^ J1 -i JJ / J 
& 
una conta 

• Sii 

' Humphrey Searle, The Music of Liszt (London: Williams & Norgale Ltd., 1954), 108. 
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ooke scmpJice 

In measures 9, 13,20, 25, 35, 37, using subtle dynamic changes will underline 

the wonderful modulations, especially at measure 19-20 (F sharp major to F sharp 

minor). Ex. 14: 

mrnd. 

<1 gp 

In the arpeggio playing in measures 30, 32, 34, 35, 36,37, 38, the student can 

begin the lowest note on the beat, so the top note of the arpeggio sounds as a slight 

delay of the first beat. Ex. 15: 



In the chorale-like last ten measures, the student should use a slow and full 

weighted touch to imitate the warmth of the human voice. Ex. 16: 

& 

F. Wiosna (Spring) 

Chopin was attracted by beautiful singing throughout his life. He published 

none of his songs and composed most of them as musical gifts either to members of 

his family or to his friends. Compared with his great piano compositions, these songs 

are insignificant. Both vocal part and piano accompaniment are not complicated at all, 

but these domestic entertainment style songs are Chopin's unique contribution to the 

nineteenth-century art song repertoire. Chopin's sixteen songs were collected and 

published by his fnend Julian Fontana in 1859, posthumously as Op. 74, under the 

title Zbior spiewow poliskich Fryderyka chopina (Warsaw: Gebethner & Wolff) and 

printed simultaneously by A. M. Schlesinger in Berlin as 16 Polnische Ueder. As a 

great admirer of the music of Chopin, Liszt regularly performed Chopin's 

compositions and taught these works to his students. Before the publication of 
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Chopin's songs, Liszt had already transcribed Madchens Wunsch, without knowing 

the composer. It is the second piece of Glanes de Woronince in 1849, which was 

dedicated to Princess Marie Sayn-Wittgenstein. In 1860, Liszt arranged the other five 

songs of Chopin and published them shortly after the publication of the collection of 

Chopin's songs as 6 Chants Polonais de Fryderyk Chopin. The arrangement of 

Madchens Wunsch became the first piece of the set. 

Wiosna, the second song of 6 Chants Polonais de Fryderyk Chopin, is 

somewhat monotonous, consisting of a four-measure melody sung fourteen times, 

eleven in its original form, three with slight alterations at measures 19,42 and 57. The 

constant switching between G minor and B flat major creates a mood of idyllic 

melancholy. The text was by Chopin's contemporary, the Polish poet Stefan Witwicki 

(1801-1847): 

Wiosna 
BIyszcza krople rosy, 
Mniczy zdr6j po bloni. 
Ukryta we wrzosy. 
Gdzies jalowka dzwoni. 

Spring 
The dew sparkles; 
A spring whispers in the meadow 
Somewhere a cowbell rings. 
Hidden in the heather. 

Open fields, flower-scented. Piekna mila blonia 
Make a pretty picture; Leci wzrok wesolo. 
All around the flowers blossom Wkolo kwiaty wonia 
And the bushes bloom. Kwitna gaje wkolo. 

Wander and graze, my little flock. Pas sie. blakaj trzsdko. 
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While I sit and think. 
Singing to myself 
Sweet songs in the breeze. 

Ja pod skala siede. 
Poiosnke luba, slodka 
Spiewac sobie bebe. 

What a peaceful haven; 
Yet something troubles my mind 
Something pains my heart. 
And tears gather in my eyes. 

Ustron mila. cicha! 
Jakis zai w pamieci. 
Czegos serce wzdycha, 
W oku Iza sie kreci. 

The tears drop down my checks 
Like dew in the morning. 
A lark begins to sing. 
And his song mingles with my weeping. 

Lza wybiegia z oka, 

Ze mna strumyk spiewa. 

Do mnie sie z wysoka 

Skowronek odzywa. 

He spreads his wings. 
And flies higher and higher into the sky 
Until, lost in the misty azure. 
He vanishes, gone! 

Lot rozwija chyzy. 
Ledwo widny oku. 
Coraz wyzej. wyzej. 
Zginal juz w pbloku. 

Still his music descends 
On to the open meadows; 
So the earth's song of life 
Ascends to heaven's gates! 

Ponad pola. niwy. 
Jezeze piosnke glosi 
I spiew ziemi tkliwy 
W niebo az zanosi!^ 

In Chopin's original writing the right hand of the piano doubles the vocal part 

throughout the entire song with piano e semplice tnarked above the accompaniment 

part." Ex. 17: 

Iff* 

^ Stefan Witwicki. Wiosna, from Chopin Songs, trans. Eamonn O'Dwyer (London: Hyperion Records 
Ltd.. CD A67I2S. 1999), the Introduction, 10. 
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Liszt's transcription is an almost note-for note partition de piano. But as a 

great arranger, Liszt made some meaningful additions to the transcription. He adds 

the term malinconico after Chopin's Andantino; a two-measure introduction prepares 

the melancholy mood; the use of two pedals create a hunmiing effect; and the very 

carefully cultivated left hand bass line enriches the harmony. Ex. 18; 

canuado 

un poco pcsamc 

Irgalo —c 

corda 
6 poco raU. a tempo 

" Fiediiek Chopin, Polnische Lieder (Leipzig: C. F. Peters, 1925), 6. 
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To avoid monotony, Liszt uses octaves to double the melody from measure 18, 

and inserts a secondary voice or harmonic filler from measure 35. Ex. 19: 

•it • •a* • 
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Liszt also uses poco rail, rail., and riten. respectively at measures 10,26, and 

42. Most importantly, Liszt revises the harmonies of the last eight measures, implying 

a totally different understanding of the last stanza of the poem: the transcription ends 

in G major instead of Chopin's sentimental G minor, thus painting the bright 

"heaven's gates!" Ex. 20: 

poco i poco rtten. e morendo 
53 

The piano techniques in this transcription for the intermediate student are: the 

cantando device in both a single note and octave melodic line; a well designed 

fingering of the left hand; playing the melody and the secondary voice with the same 

hand; the use of two pedals at the same time. 
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m. Selected Pieces at Middle Intermediate Level 

A. Berceuse (first version1854) 

The first version of the Berceuse was written in 1854 for the "Elisabeth-Fest-

Album," and published by Haslinger in Vienna for the celebration of the marriage of 

the Austrian empress Elisabeth.^' Liszt revised the sketch-like first version of the 

Berceuse in 1863, later publishing the much larger and more complicated new version 

in 1865. 

In his The Music of Liszt, Humphrey Searle remarks: "the first version, written 

in 1854, is clearly modelled on Chopin's Berceuse; it uses the same key, D flat, and 

the same idea of a consistent tonic pedal throughout. Nevertheless it can well stand on 

its feet as a charming piece in which Liszt most successfully exploits a very simple 

method of writing."^^ 

^ Sulyok, Franz Liszt. Neue Ausgabe samtlicher Werke, ser. I, vol. 11, xii. 
" Searle. The Music of Liszt, 57. 
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The piano techniques for the middle intennediate level student are: careful 

distribution of two hands on a three stave score, hand crossings, soft playing, simple 

octave playing, phrasing, uses of the two pedals, and changes of key signatures. 

The continued tonic bass and the triplet eighth note accompaniment create a 

hypnotic rocking figure. The back and forth switching of harmony suggests the 

backward and forward tilting of the cradle. Ex. 21: 
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The student should be very careful to construct a four-measure phrase, without 

breaking the musical idea with the rests and the accompanimental figures, but making 

an imaginative connection between the notes. Ex. 22: 

m poe0 JNW 

Txiatd* 

O P 



78 

For smaller hands, ail of the octaves can be played by two hands. Ex. 23: 

To prevent collision in the execution of hand crossing, one hand always takes a 

lower position and the other a comparatively higher position. The longer fingers 

(fingers 2, 3 and 4) of the upper hand generally speaking are much easier to negotiate 

than the shorter fingers (fingers I and 5). If the student lacks experience in three-stave 

reading, the teacher's help with the marks of R. and L. respectively, will lead the 

student to distribute the two hands easily. Ex. 24: 
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B. Consolation, No. 3 in D flat major 

The set of six Consolations (1/9) was published in 1850. The original use of 

the title can be traced to a collection of poems by Sainte-Beuve dating from sometime 

in the 1830s." These pieces feature a cultivated elegance and simplicity which makes 

them a useful introduction to Liszt's melodic style and careful workmanship for the 

intermediate level student. 

The sequence of keys and also the attacca mark at the end of the first piece 

suggests that the six pieces were conceived as a unit." In addition, the neat 

symmetrical design of tonal centers (E-E-D flat-D flat-E-E) is an example of Liszt's 

use of keys in a cyclical arrangement, which he employed in other large-scale cyclic 

compositions, such as the three volumes of Annees de pelerinage (1/6,1/7,1/8), 

Harmonies poetiques et religieuses (1/9) and Portraits hongrois historiques (I/IO). 

The difficulties in the Consolation No. 3 in D flat major that the intermediate 

student might face are: softness in playing, legatissimo in both hands, execution of 

^ John Diercks, "The Consolationsi delightful things hidden away," Journal of the American Liszt 
Society 3 (June 1978): 20. 

Ibid.. 19. 
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leaps in the left hand, cadenza figures, phrasing, balance between the two hands, 

pedaling, triplets against duplets and triplets against quadruplets, etc. 

Throughout the entire piece, the left hand plays a melodious arpeggiated figure 

which is more than an isolated accompaniment. Generally speaking, it is at a softer 

dynamic level, but sometimes it takes the role of enriching the melody and harmony 

when the right hand has a sustained note or rest. See Ex. 25: 

J f ^ ̂  r-^ f- pr r F 

• 

l i ^  J t i l  

o 

The low bass-note is repeated each measure (except measures 8-9, lO-l 1, 18-

19,24-25, and 26-27) to make the sound continuous, when the pedal has to be 

changed.^ For training purposes, the leap-up and leap-down in a soft dynamic can be 

a useful exercise for developing good coordination of the shoulder-girdle and arm 

pendulum swing. There are two kinds of fingering suggested by the present writer 5-

1 and 5-5. Only after hard work will an even and smooth bass-line be obtained. 

* Sulyok, Franz Liszt. NeueAusgabe sdmtiicher Werke, set. I, vol. 9,105. 
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It is a big task to teach an intermediate level student to leam how to play softly 

in this piece. It requires a flexible arm and band, and the student must make use of the 

broad surface of the finger pad with a downwards motion incorporating a conscious 

use of slow pressure in order to control the power of depression. To prevent a 

percussive digital striking, a very subtle finger "slide in" or "pulling out" motion is 

encouraged. After this slow and adhesive movement, the release motion also is a 

deliberate and gentle lifting up. Phrase grouping in this piece is based on a 4 + 4 + 8 

bar plan. Ex. 26: 

••t 
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A special legato fingering for the right hand octave phrases is suggested for 

students with bigger hands. Ex. 27: 

• * • J 

MMM mim Tinmm UWV. 

iir raT -rsi 
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This Consolation is the only piece in the set in which Liszt gives original pedal 

marks, but these are in an old nineteenth-century style. A better pedaling is a 

syncopated pedaling which will extend the sound to complete the musical and 

harmonic ideas successfully. See Ex. 28: 

imrTg 

In measure 56, the cadenza is not difficult, and can serve as an easy 

introduction to Liszt's diverse and complex cadenzas in the advanced pieces. In 

addition, it seems practical to use the left hand to play the eighth notes. In nineteenth-

century performance practice, the last figure of the cadenza can be played as an ad lib. 

repetition." Ex. 29: 

"Ibid., 107. 
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The student can Hnd in Liszt's music the two extremes: virtuosic brilliance 

and meditative spirituality. Obviously, this Consolation evokes the latter. Another 

good example is from the Andante sostenuto section of Liszt's Sonata in B minor (I/S), 

in which there is a very similar tranquil, contemplative and devotional mood. 

C. Etude, No. 1 

Etudes en douze exercices (1/18), was written in 1826 when Liszt was fifteen 

years old. This set with other early compositions, such as Impromptu Brilliant on 

Themes by Rossini and Spontini in 1824 (II/l) and Allegro di Bravura in 1825 (I/l 1), 

still show the influence of his early teacher, Carl Czemy. Liszt himself was always 

grateful to Czemy for his guidance in the proper execution of piano technique. Even 

though these compositions are not strikingly original, they show some indications of 

the more advanced style of technique which distinguish his later works. It is 

significant that this set was later re-written and published in 1839, as 24 Grandes 

Etudes (only 12 were composed), and again in 1852, as the Etudes d'execution 

transcendante (I/l). The latter was dedicated to Carl Czemy. 
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This set of works was originally conceived as forty-eight etudes using all of the 

twenty-four major and minor keys, but only twelve were composed. The first etude is 

in C major and in 4/4 time. Liszt gives a metronome indication of 132 to the quarter 

note, with a tempo of Allegro con fuoco indicated. The main technical goals of this 

piece are velocity, elasticity and ease in playing. Sequential four-note patterns, broken 

chords, broken octaves, arpeggios, and chordal playing are involved, but these do not 

extend beyond the technical demands of Czemy's piano studies. 

The etude is in a rounded binary form with a clear return of the theme at 

measure 20. The figuration in example 30 requires a hypothetical arm rotation 

without bumping the passing thumb. Ex. 30; 

Allcpo coa laoro J>U2 

For preventing hand and forearm stiffness, a forearm-finger grouping is 

necessary. Ex.31: 



86 

For intermediate level students, the clear execution of the fingering 4-5 and 3-4 

is always difficult. Also the slide 1-1 fingering is not very common in fast pieces of 

this period. Ex. 32: 

J « I  

p lt0iero 

Example 33 contains broken octaves. Quick pronating circles and the 

supinating circles must be used respectively in both hands. Especially for younger 

students who have smaller hands, the use of a slight "see-saw" motion will help them 

understand the nwvements of hands and forearms. Ex. 33 : 
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A strong fifth finger is required for example 34. The musical interest lies in 

the eccentric accents on the weak beats 2 and 4. Ex. 34; 

Two measures of balanced chordal playing are required in example 35. The 

right hand inner voice E-F-F sharp-G can be omitted for players with smaller hands. 

Ex. 35: 
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At the conclusion of the etude, hand crossing and evenness in execution of the 

two hands in succession are the main problems. See Ex. 36: 

F loU 

This etude is not original in musical ideas but, because of its technical variety, 

is a very good substitute for the often played but more mechanical Czemy etudes.'® It 

is suitable for the student who is at the middle intermediate level, especially one who 

needs to improve finger mobility. 

D. Etude, No. 4 

Etude en douze exercices No. 4 is unique to the set in that it has four versions. 

The 1839 version is much longer and more complicated than the 1826 version. The 

title Mazeppa first appeared with the1840 version, and this literary association only 

" This etude is technically equal to the first half of Czerny's School of Velocity. Op. 299. 
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applies to the last two versions (the 1840 version and the 1852 version). In the 1826 

version, there are three elements which foreshadow the final 1852 version: fast thirds 

with hand crossings, broken chords and the D minor key.^' 

The fingering in the fast crossing thirds passages is the traditional fingering—1 

and 3 to 2 and 4 to 3 and 5, which is different with the fingering in the 1852 

version—2 and 4 to 2 and 4. The following example is from the 1852 version. Ex. 37: 

Allafi* |j>ut-ui| 

a • 

The thirds should be practiced both legato and semi-staccato. The problems of 

scales in thirds are fundamentally the same as those of plain scales. The only 

difference is that in thirds two Hngers always strike at the same time. It is necessary to 

remind the student that the fingers must not be raised very high in playing thirds. In 

passages in which the thirds cross, each hand should drop down with caution to avoid 

inappropriate accents. Ex. 38: 

^ The 1832 version begins in D minor but ends up in D major. 
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At measure 11 and 12, there are two different leaps in the left hand. Before 

each of these, the right hand must spring off quickly after its passage, so that the left 

hand can move to the left side without any obstruction. Ex. 39: 

The first octave at measure 25,31, 37, can be played with two hands to make 

execution much easier. Ex. 40: 
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In addition, the student should notice that Liszt writes for a wide range of the 

keyboard and includes many dramatic dynamic contrasts in this piece. 

E. Toccata 

This piece's composition date is not clear. In the preface of the Neue Ausgabe 

sdmtlicher Werke, Series I, Volume XII, the presumed date is between 1875 and 

1881.*' Generally speaking, this Toccata is typical of a genre of virtuosic composition 

with brilliant passage work. In this Czemy-like composition, Liszt uses a very terse 

style to create a transient, even a diabolic, musical illusion, recalling the atmosphere 

especially in the last thirty-five measures of the Mephisto Waltz No. 1. 

* Sulyok, Franz Liszt. Neue Ausgabe sdmtlicher Werke, ser. I, vol. 12, xii. 
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When the student plays a very soft trill or tremolo, the finger motion must stay 

low with a minimum of movement; one could say almost "adhering" to the keyboard. 

Ex. 41: 

S7 
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This is a valuable educational piece for developing finger mobility. The piano 

techniques include: velocity, tremolos, trills, broken chords, rapid change of registers 

and textures, dramatic dynamic changes. 

The following example requires minimal low finger movement but with a 

quick release, especially the last note in the right hand arpeggios. Ex. 42: 
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For the tremolos in the left hand in measure 19 and later on in both hands, the 

student should use a combination of finger and forearm motions but with accents on 

the first note of each measure so both hands match neatly. Ex. 43; 

Measure 27 is an example of rapid changes of registers and textures, in which a 

split second is allowed the student to prepare for the changes. Ex. 44: 
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F. « Vive Henri IV» 

«Vive Henri /V» is the last to be composed of a set of four transcriptions on 

French national themes. "The melody of this popular French song had been known 

since the 16"* century and the words of «Vive Henri IV» from the beginning of the l?"" 

century onwards.... Liszt first wanted to arrange the song in the Revolutionary 

Symphony in 1830. According to the catalogues, the transcription for piano originates 

probably from the 1870s or the i880s. The piece did not appear, however, in Liszt's 

life-time."^' 

•" Ibid., ser. II, vol. 14, xviii. 



This is a stately march-like piece in ternary form, in which the B section and 

A' section actually are variations of the A section. The following piano techniques are 

explored in this piece: chordal and octave playing, staccato devices, and bringing out 

the melody from the harmonic filler in both hands. 

Measure 23 marks the B section or the first variation. Liszt indicates a 

probable orchestration here. He writes Glockenspiel et cymbales antiques et triangle 

above the section, his description of the sound effect. At first, the student should put 

more weight on the octave melody and less weight on the harmonic filler; then using 

the tip of the fingers with a rapid stroke and sharp rebound will create a metallic and 

percussive sound. Ex. 45: 

(Gkivhempiel n cvmbale^ aniiqueY et rrtnuflel 

3 

M •JHU CJ 

M 

mp staccaio 

& & 

At measures 26,30,34,41, the present writer suggests that the student use the 

left hand to play the octave, so that the right hand is fi:ee to play the melody smoothly. 

Ex. 46: 



97 

^ • SJi • 

The parallel sixth chords in both hands at measures 48 and 58, are most easily 

executed with fixed fingerings 1-2-5 in the right hand and 5-3-1 in the left hand. This 

piece is also suitable for the middle intermediate student with bigger hands. Ex. 47: 

5 S 

1 * tm<U* 

—r 1—1— 

1 t J 
iM-L 

S3 

39 

' i  i ' "  

soniire 

^ f 

a 
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A. Consolation, No. 6 in E major 

The Consolation No. 6 is less popular than No. 3, but more technically 

demanding. John Diercks remarks: "in length and character the finale serves well as a 

capstone of the six."^^ It begins with an atmosphere of despair, followed by a 

passionate baritone solo (from measure 3S), with a harp-like arpeggiated 

accompaniment. After the cadenza, it closes with a song of triumph and a gentle final 

sigh coming full circle. 

In this piece Liszt requires the student to master arpeggiated chords, bringing 

out the melody with the thumbs of both hands, the thumb sliding technique, cadenza 

figures, octave melody playing, and so forth. 

The arpeggio is in the category of broken chords, in which one sounds each 

note from the left side to the right side with almost a direct swing-stroke. Arpeggios 

are not played with a wrist rotation movement or with active finger work. The center 

^ Diercks, "The Consolations, 24. 
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of gravity of the entire arc must shift from the left side to the right side. The tones 

must be played evenly, and in most cases the top note is brighter than the other notes 

in the chord. Because of Liszt's staccato marks on each arpeggiated chord, the 

student should not hold the chord, but let the hand spring off to make a lighter and 

brighter sound. See Ex. 48: 

$ 
^ AlkcRMooiiieeMUliae*' 'h v 

pnbalo 
f=r 

T W 

If the student chooses to play the melody using the 1-1 fingering, he/she should 

be aware that the technique is "sliding" rather than "striking" to maintain the exquisite 

legato line. Ex.49: 

l i ' i ' i '  l i f  i '  i f ' i '  i '  
V r- r -1^" - 'r- » » 

•i ! ' 

I 
YY^ 

# i 
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The tempo mark is Allegretto sempre cantabile, but when the melodic line 

becomes octaves at measure 19, the tempo can be held back for greater expression and 

broader tone/' Ex. 50: 

In the cadenza, the student also can play the last figure ad. lib.** Ex. 51; 

Sulyok, Franz Liszt. Neue Ausgabe sdmtUcher Werke, set. I, vol. 9.112. 
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From measure 85, the piece concludes in a tranquil and contemplative mood. 

It should be played at a slightly slower tempo to reinforce the impression of peaceful 

repose.'*^ Ex. 52: 

'U h fgj I, 

iWi-v—r r 

. 
••1 

'WFj== 

95 af f 

B. Die Lore/ei( 1861 version) 

Franz Liszt wrote more than one hundred and ninety piano transcriptions, of 

which forty-seven are arrangements of his own music. Die Lorelei was one of his 

seventy songs and was originally written for high voice and piano accompaniment. 

"Ibid., 114. 
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The first version of the song was published in 1843, and in the same year Liszt 

composed the first piano transcription as the first piece in the Buck der Lieder fur 

Piano allein (1/15). Later in 1861, he simplified it, making a new piano version (1/15) 

published in 1862. 

The text was from the great German poet Heinrich Heine's anthology Buch der 

Lieder, and the story of the poem is based on a well-known myth of the Rhine. 

Throughout this transcription, Liszt notates the German text of the song above the 

treble stave: 

Ich weiss nichi. was soli es bedeuten. 
Dass ich so traurig bin: 
Ein Miirchen aus alten Zeiten. 
Das kommt mir nicht aus dem Sinn. 

I do not know what it means 
that I am so sad; 
a tale of the olden times 
will not go from my mind. 

Die Luft ist kiihl. und es dunkeit, 
Und nihig fliesst der Rhein; 
Der Gipfel des Berges fiinkelt 
Im Abendsonnenschein. 

Die schonste Jungfrau sitzet 
Doit oben wunderbar, 
Ihr goldnes Geschmeide blitzet 
Sie kammt ihr goldenes Haar. 

Sie kammt es mit goldenem Kamme 
Und singt ein Lied dabei; 
Das hat eine wundersame 
Gewaltige Melodei. 

The air is cool and it is growing dark, 
and the Rhine flows peacefully: 
the peak of the mountain sparkles 
in the evening sunlight. 

The most beautiful girl is sitting 
up over there; 
her golden jewels shine 
she is combing her golden hair. 

She is combing it with a golden comb 
and also singing a song 
that has a miraculously 
powerful melody. 

Ibid.. 115. 



Den Schiffer im kleinen Schiffe 

Ergreift es mit wildem Weh; 

Er schaut nicht die FelsenrifTe, 
Er schaut nur hinauf in die Hoh'. 

The boatman in his little boat 
is seized with sore distress; 
he does not look at the rocky reef, 
he only looks upward. 

Ich glaube, die Wellen verschlingen 
Am Ende Schiffer und Kahn; 
Und das hat mit ihrem Singen 
Die Lorelei getan. 

I believe the waves in the end 
devour the boatman and the boat; 
and this with her singing 
the Lorelei has done.'*^ 

Technically, the intermediate student will encounter octave playing, broken 

octaves, double notes (thirds and sixths), cadenza flgures, triplets against duplets, 

melody and secondary voices in one hand, big leaps, tremolos, arpeggios, meter and 

key signature changes, measured recitative, and use of the soft pedal. Besides these 

purely technical problems, the student should be inspired by the descriptive music 

based on this poem. 

At the begiiming, Liszt suggests Nicht schleppend (not dragged), as the 

introduction sets up a tragic mood. The measured recitative begins at measure 9, with 

arpeggiated chordal accompaniment. Ex. 53: 
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This kind of recitative also can be found in his advanced pieces, such as 

Harmonies du soir. No. 11 of the Etudes d'execution transcendante, and St. Frangois 

de Paule marchant sur les flats. In measure 22, the cadenza, a light attack with a 

quick and acute release is required for a sparkling crystal-like sound. See Ex. 54: 

Measures 33 to 42 provide a valuable example for teaching the intermediate 

student the use of different touches and weight to play a melodic line and a secondary 

inner voice at the same time in one hand. See Ex. 55: 

** Ph9ip L. Miller, selected and trans.. The Ring of Words: An Anthology cf Song Texts (New York; 
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In the storm section from measure 76, the repeated notes can be played 

alternately with two hands. Ex. 56: 

Dm SchiflW im Lletnea ^cfufTc 
nmNo 

i 

To prevent a rigid forearm, a very quick rotary movement or shaking of the 

forearm can provide good relaxation for execution of tremolo and broken octaves from 

Anchor Books, 1966), 120. 
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bar 86 to 92 in both hands. In the arpeggiated ending, use of the left hand to cross 

over to play all the top notes is practical to avoid difficult stretching, especially for the 

student who has smaller hands. See Ex. 57: 

& & 

In addition, this piece embodies a dramatic idea. One sees Liszt's 

abandonment of the purely strophic form as well as a method that reflects accurately 

the changing sentiment of the text. In this work, the music is subordinated to the 

poem through changes of melodic motive (mm. 9,33,53,65, 77, etc.), shifting of 

rhythm and tempo (3/4-9/8-4/4-3/4-9/8-3/4), or by bold modulations (E major-C sharp 

major-B flat major-D flat major-G minor, etc). 

From a pianistic point of view, this ballad requires some of Liszt's virtuosic 

technique to a less demanding degree. Because of the printed text, the musical content 

becomes more understandable for the intermediate student. A verse by verse analysis 
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of the text is important for the student to explore this kind of descriptive music which 

flourished in the nineteenth century. Both technically and musically, this piece can be 

a "bridge" to help intermediate students to finally reach Liszt's advanced 

programmatic piano music, such as Vallee d'Obermann, "Dante" sonata, two Ballads, 

two Legends, and so forth. Also from Die Lorelei, the students can access Liszt's 

method of transcription, which was of considerable importance to music-making in 

Liszt's day. This work is rated the hardest of the late intermediate level pieces, the 

only concern being that this piece is not suitable for the relatively young student or 

one with smaller hands. 

C. Grand Galop chromatique, simplifie par I'auteur 

This work was written soon after the publication of the original version of 

Grand Galop chromatique in 1838. It was published in Paris in 1840 or 1841. Grand 

Galop chromatique is the product of the same year as the first version of the 

Transcendental Studies, but is a much lighter composition. Searle writes: 'This work 

is the essence of all concert-platform fireworks; it is the grand finale par excellence, 

and we can well imagine Liszt ending his concerts with it, with fevered gestures and 

hair flying in all directions. Nevertheless it is by no means negligible as a piece of 
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light music, which is all that it is intended to be; it is short, well shaped, entertaining 

and has good tunes, and there is really no reason why a serious composer should not 

unbend at times if he does it as well as this."^ 

A galop is a fast dance in 2/4 time, which was extremely popular in the middle 

of the 19'*' century. It used to be the last dance of a ball, in which embracing couples 

form a line and move quickly with a galloping movement. There is no doubt that 

Grand Galop chromatique, simplifie par I'auteur must be the version for the musical 

amateur in as much as it is much less technically demanding. All of the extravagant 

pianistic embellishments have been peeled off, but Liszt retained its jubilant 

atmosphere and some of its brilliance. Technically it requires: fast staccato passages, 

chordal playing, broken octaves, short octave passages, parallel sixth passages, 

chromatic scales, key signature changes, tremolos, and dance accompaniment figures. 

The octaves in the introduction can be distributed between the two hands. Ex. 

58: 

Searle, The Music O/USTJ , 37. 



109 

The material of the main theme is the rapid staccatos, which should be played 

from the forearm with an almost invisible motion. Ex. 59: 

SJ Galop 

M 

At measure 29, these fast thirty-second notes are different from the grace notes 

at measure 84. The latter emphasizes the second note, but in measure 29 the first note 

should be brought out to shape the melody. Ex. 60: 

l"Trio 
/•:«/ 

p Kh;:rzan«lo 

If MM Ip f f f f 1^ 

^ /it -I? 1[2" 
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From measure 93, the fingering for the parallel sixths is as in the following 

example. Ex. 61: 

s s s  
1 1  t  

At measure 146, the value of the top eighth notes, which are above the fast 

repeated chromatic scales, should be treated as sixteenth notes to prevent stiffness in 

the right hand. Ex. 62: 

D. Hulanka (A Drinking Song) 

Hulanka is the fourth song of Chopin's Op. 74, and the fourth piece of Liszt's 6 

Chants Polonais de Fryderyk Chopin. The text is also by Polish poet Stefan 

Witwicki: 



A Drinking song 
Take care, pretty girl; 

Be careful! 
You are laughing so much 
You're spilling wine all down my coat! 

I'll not forgive you! I'll make you pay; 
I'll kiss you till I'm exhausted! 
Ah, those shining eyes, and those divine lips 
Set my blood afire! 

i l l  

Hutanka 
Szynkareczko, szafareczko, 

B6j sie boga st6j! 
Tarn sie smiejesz, 
A tu lejesz mi6d na kaftan m6j! 

Nie daruje, wycaluje! 
Jakie oczko, brew! 
N6zki male, zabki biale, 

Hej! Spali mnie krew! 

Drink down or feel my fist. 
Hey, lass, over here! 
Just serve us. Don't entice us. 
Pour us some beer! 

Pij, lub kijem sie pobijem! 
Biebnij dziewcze w czas. 
By pogodzie, nie zaszkodzie 
Oblej miodem nas!"** 

This song is said to have been improvised by Chopin at his farewell party with 

friends before leaving Warsaw."" This piece is falsely bibulous and quite exaggerated. 

In Chopin's song, there is a four-measure introduction and a twelve-measure piano 

interlude which consists of an eight-measure mazurka and a repeat of the introduction. 

Later in the piano postlude the first mazurka is repeated.^ Ex. 63; 

Vivace. 

•** Witwicki, Hulanka from Chopin Songs, 12. 

** Mieczyslaw Tomaszewski, the Introduction to Chopin Songs (London: Hyperion Records Ltd., CD 
A67125.1999), 5. 
® Chopin, Poinische Lieder, 11. 
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In this transcription, just as he did in Wiosna, Liszt re-creates or revises some 

details to make an effective concert piano piece. Liszt adds a brioso after Chopin's 

Vivace. The even eighth note melody in the original score becomes dotted in Liszt's 

version, which exaggerates the dance rhythm of the mazurka. Ex. 64: 



In measures 8,29,58-59,64-68,76, Liszt uses variant chords around the 

dominant of C major instead of Chopin's dominant. Ex. 65: 

114 

In the structure of the transcription, Liszt inserts a ten-measure passage after 

the second interlude to create a climax. Ex. 66: 

jcccl inolio 

lempfe piii rtnrarz 

prtstissiffto 
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Liszt also uses Chopin's introduction as the accompaniment at measures 52 

and 60. Ex. 67: 

5S 

,( 
m' f' 

•f « 

j  jjj  'j  jgj y jjjj  y  
Su 

Liszt cuts Chopin's postlude off, but adds a dramatic climax and an affected 

Andante, quasi recitativo, which is followed by a rapid ending. Ex. 68: 

accel. 
Aailaiiie.qaMi rccitatiDo b4 

Adagio poco riicw 
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In this transcription, because of the use of the full keyboard, many glissandi. 

and dramatic dynamic contrasts, Liszt recreates the noisy environment of a tavern. 

The intermediate student will leam the following piano techniques from this 

piece; the dance rhythm of the mazurka (varied accents at the second and third beat), 

big leaps, rapid changing of registers, simple octave and chordal playing, varied tempo 

changes and fermata marks, dramatic dynamic contrasts, faster passage work, 

measured recitative and glissandi. When playing glissandi, the student should 

understand that the tones of the glissando are created by sweeping the hands over the 

keyboard in one movement. Let the fingers spring elastically from key to key and 

avoid any relaxation of the third phalanx during the execution of the glissando. It is 
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possible to use the other fingers to strengthen the finger making actual contact. If the 

student has short finger nails, a good angle is always important to avoid injury of the 

soft tissue of the finger. In addition, the student must play the glissandi with a 

rhythmic feel. 

E. Impromptu 

Composed in 1872, this is a composition in an impromptu or true 

improvisational style, sometimes suggesting an unexpected inspiration. It is a mixture 

of impulsiveness and delicacy, with the fragments of melody all over the keyboard 

creating an impression of fantasy. 

The main techniques are: fast passage work in the accompaniment, 

arppegiated chords, trills, cadenzas, hand crossings, octaves and chordal playing, 

tempo rubato, cross rhythms and so forth. 

This piece requires a highly independent and mobile left hand. The notes with 

the stems in different directions within the flowing line certainly indicate a secondary 
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melodic line, which should be heard clearly in the smooth harmonic background. 

Please see Ex. 69: 

Anil 

unaconii 

sempre kgMo e pp Ficconipigiumtnlo 

Trills are very often considered as musical decorative elements. But in most 

cases their main goal is to create intensifled emotion. In the two cadenzas in this 

piece, Liszt uses trills to increase volume, which leads the music to a climax and the 

spurting cadenzas which follow inunediately. Ex. 70: 

•ik 
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an poco ritani. 

Practically all trills are played with a combination of low finger motions and 

forearm rotations. The fingers are never raised too high from the keys and the forearm 

rotation is an almost invisible shake. 

Starting from measure 49. the right hand plays a sextuplet chordal melody with 

specific accent marks, while the left hand continues in triplets, making a resonant 

climax. Ex. 71: 

pni rfntorz. 

1 -4-^ 

mono appassionato 
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In form, this piece is unlike the Impromptus of Schubert and Chopin, which are 

in a ternary form. The music returns to Tempo I at measure 63, but it is a coda. The 

thematic material is based on a Wagnerian chromatic harmonic progression, with a 

tonic pedal tone, which recalls the feeling of Liebestrdume No. 3 and ends with a sigh 

in F sharp major. Ex. 72: 

raC. u  H m f l  
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F. Ungarische Nationalmelodien. Im leichten Stile bearbeitet—No. 1-3 

Around 1840, Liszt began to be interested in Hungarian popular music; he later 

published Magyar Dallok, Ungarische Nationalmelodien, and ten volumes under the 

title of Ungarische Rhapsodien—Magyar rapszodiak hcvwecn 1840 to 1847. These 

are the first series of the Hungarian Rhapsodies. A separate collection of three 

arrangements of Nos. 5,4 and 11 of Magyar Dallok, Ungarische Nationalmelodien 

under the title of Ungarische Nationalmelodien. Im leichten Stile bearbeitet—No. I -3 

was published in 1843 or 1844.^' Later these pieces became sections 1, 2 and the 

finale of Hungarian Rhapsody No. 6. 

The Ungarische Nationalmelodien No. 1 is in D major, a different key than the 

first section of Hungarian Rhapsody No. 6 (D flat major). It is in much simpler 

notation with a much easier cadenza. In this piece the piano techniques are: execution 

of sixths and thirds, big leaps, syncopated rhythms, dotted sixteenth rhythms, trills and 

cadenza. 

" Sulyok. Franz Liszt. Neue Ausgabe samtlicher Werke. ser. I, vol. 18, xiv. 
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Putting accents in the syncopated accompaninient, will help to keep the feeling 

of giusto and to lay the short slurs out clearly. Ex. 73: 

mf 

In the passages of sixths and thirds, an articulated top voice is required. Ex. 

74: 

In measures 12,20,22,28,30,38 and 39, the short trills should be treated as 

turns, a much easier substitution for the student. Ex. 75: 
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To prevent awkward playing of the dotted sixteenth rhythm, the student should 

understand that the last thirty-second note must lean towards the next eighth note and 

the second one carries the emphasis. Ex. 76: 

The following example is the writer's fingering for the intermediate student. 

Ex. 77: 

The material of Ungarische Nationalmelodien No. 2 is the second section of 

the Hungarian Rhapsody No. 6. The original is in C major with a tempo mark of 

Animate, but in the Rhapsody it is in C sharp major with a tempo mark of Presto and a 

repeat sign. The other advanced techniques Liszt uses in the Rhapsody include 

massive chordal playing, passages of a tenth in the left hand, and the last eight 
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measures in the high register. But in the second of the Ungarische Nationalmelodien, 

Liszt uses much easier chordal playing (most are 2 or 3 notes in each hand), staccato 

at soft levels, big leaps in the left hand and simple dynamic contrasts. 

Because of the tempo mark Animato, the rapid staccato should be played from 

the forearm. Such "plucked" effects may need an additional small wrist motion which 

will also help to release the unnecessary stiffness on the forearm. The syncopated 

accents at measure 4. 8. 12,16,24 and 32, are very characteristic and certainly create a 

feeling of sprightliness. Ex. 78: 

Aaiotalo 

Ungarische Nationalmelodien No. 3 corresponds to the finale of the 

Hungarian Rhapsody No. 6 in the same key of B flat major. But instead of the three-

measure introduction of the Rhapsody, there is an eight-measure Prelude with a 
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cadenza ad. lib. The tempo mark Allegretto for this friska also is different than the 

mark Allegro in the Hungarian Rhapsody No. 6. The student will encounter 

techniques including: parallel chromatic scales, staccato in sixteenth note passages, 

fast repeated notes, big leaps in the left hand, tremolos and tempo flexibility (poco 

calando and sempre piU animato). 

In the Prelude, because of the mark ad. lib., the student might play the parallel 

chromatic scale accelerando and crescendo with a slower and softer beginning. 

Always let the student be aware that the two hands are not in competition in volume 

and speed, but the right hand is the leading hand in a parallel scale. Ex. 79: 

Prdude 
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The next example concerns the wrist-finger staccato. The rebounding hand 

can combine with individual snapping finger motions. At the same time, one retains 

the elasticity of the wrist and the arm shapes the melodic line. The result is a highly 

efficient and clearly articulated wrist-finger staccato passage. Ex. 80: 

The technique of fast repeated notes can be found in many of Liszt's piano 

compositions, such as Mephisto Waltz No. 1, La Campanella, Tarantella, and so forth. 

Playing the repeated notes with alternating fingers, is almost the same technique as 

wrist-finger staccato, but with a slight wrist rotation. Avoiding the high bouncing 

hand and big loop of finger motions is the key to successful fast repeated note 

execution. Ex.81: 
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4 3 2 1 4 3 2 1 . , 4 3 2 I 4 3 2 I  .  ^ ^ . . - 4 3 2 1 4 3 2 1  

The other two important features in these pieces that should be pointed out are 

the syncopated accents and the unexpected Hungarian major scale: D-E-F sharp-G-A-

B flat-C sharp-D. Ex. 82: 



Conclusion 

Franz Liszt's piano music constitutes a large part of the romantic repertoire for 

our modem concert stage, and perfect transcendental execution of his masterpieces is 

the dream of many pianists. In U'aditional piano teaching, generally speaking, a student 

begins to study Liszt's compositions at an advanced level, but sometimes the student 

is frustrated when encountering Liszt's daunting virtuoso demands for the first time. 

The present writer's premise is that it is possible to introduce students to Liszt at a 

comparatively earlier stage of study. 

The intermediate level of study is a critical period in a pianist's life as the 

teacher tries to develop the student's technique and build his or her musical mentality. 

It is possible to start at this intermediate level training in all of the advanced 

techniques, such as rapid and colorful changes of register, full chords and octave 

passages covering the full range of the keyboard, wide leaps, all varieties of arpeggios 

and scales in fast tempos, rapid scales in thirds and sixths, as well as octaves and 

varied elaborate cadenzas. These techniques have traditionally been addressed by 

assigning exercises by Czemy, Moszkowski and others. 
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In the present writer's own teaching experience, even young students are 

always excited by the prospect of playing a piece by Liszt. It is a great inspiration for 

intermediate students to discover this composer who embodies the pinnacle of 

romantic technical achievement. While popular attention tends to focus on a limited 

number of Liszt's works, most of which require an advanced technique, a huge 

number of his works have been virtually ignored. Of these unfamiliar and forgotten 

piano pieces, a number can be used to address specific intermediate level pedagogical 

issues, a few at a time. Moreover, many of these pieces are small musical gems rather 

than dry etudes. An intermediate student can then welcome the technical challenges 

and new sonorities without the danger of either boredom or intimidation. 

Furthermore, as these techniques are an integral part of Liszt's advanced technical 

demands, these smaller pieces can serve as a "bridge" to his more advanced works. 

It is the aim of the present writer that this exploration of some of Liszt's 

forgotten piano pieces for intermediate level pedagogical purposes will offer new 

options for teachers in their quest to help students develop the technique to express 

themselves. However, it is hoped that this document will not only present the 
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pedagogical value of these works, but also will better acquaint the readers with a 

"new" repertoire and offer greater insight into the creative genius of Franz Liszt. 
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