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ABSTRACT 

The main objective of this document is to investigate the suitability and aptness of 

performing the solo piano music of Franz Liszt (1811-1886) on the harp. This has been 

accomplished by dividing Liszt's career into four periods and examining the various 

connections he retained with harpists with during each of these periods. For each of these 

harpists the author shows how they became associated with Liszt, the scope of their work 

together, and demonstrates their influence on his life and compositional style, including 

musical examples where appropriate. As part of this research project the author also 

offers four of her own transcriptions of Liszt's solo piano compositions, corresponding 

from each of the four life stages, explaining why these are idiomatic for performance on 

the harp. This document also examines and explains any changes made from the original 

to the transcription with the inclusion of musical examples. These transcriptions, included 

in the document as appendices, are ready for publication and will hopefully become 

valuable additions to the harp repertoire. 
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CHAPTER 1 
INTRODUCTION 

A BRIEF BIOGRAPHY OF FRANZ LISZT 

One of the foremost musical personalities of the nineteenth century, Franz Liszt 

(1811-1886) was born in Doborjan (Raiding), Hungary. Although Hungarian by birth and 

throughout his life extremely patriotic, Liszt's native tongue was German, and he never 

fluently learned Hungarian. His father, Adam (1776-1827), worked for many years as a 

clerk on the Esterhazy estates, where as an amateur musician he became acquainted with 

Joseph Haydn. Liszt's mother, Maria Anna Lager (1788-1866), came from an Austrian 

working-class family. Adam and Anna were married in January 1811, and Franz was 

their only child. 

When Liszt was at the tender age of six, his musical genius showed itself when he 

overheard his father playing a concerto by Ferdinand Ries and later sang one of its 

themes from memory. From this point on Adam gave his son regular lessons, and after 

astounding progress in less than two years, began to market him as a child prodigy. It was 

soon evident Liszt would need a more qualified teacher. In the spring of 1822 the Liszt 

family moved to Vienna so that Franz could study with Carl Czerny, who introduced the 

young prodigy to Beethoven. Liszt also studied counterpoint under the direction of 

Antonio Salieri. 

Liszt's last lesson with Czerny, after only fourteen months, was the last piano 

lesson he took during his lifetime. In 1823 Adam decided to leave Vienna and move his 

family to Paris, exploiting his son's talent with several concerts along the way. Upon 

arrival, Liszt applied for admission to the Paris Conservatoire, but since he was a 
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foreigner, his request was refused. Instead, Adam hired two private teachers for his son, 

Antonin Reicha for theory and Ferdinand© Paer for composition. The years 1824-1827 

were highlighted with three very successful tours to London. In addition to his brilliant 

virtuosity, the young Liszt was quite attracted to the church, spending many hours in 

prayer. Eventually he began to suffer from religious mania and expressed a desire to 

become a priest. However his wishes were dampened by his father, saying, "You belong 

to art, not to the church."' 

In August 1827 Adam's death brought sorrow and financial hardship upon his 

family, and the 16-year-old Liszt assumed the responsibility of supporting his mother. To 

do this he sold his Erard grand piano, a gift from Sebastian Erard, and regularly worked 

as a piano teacher to the children of French aristocracy. One of his pupils, the countess 

Caroline de Saint-Cricq, soon became a love interest, but after her marriage to another 

suitor, Liszt suffered a nervous breakdown. He was absent from the concert stage for the 

entire 1827-8 season, leaving many to believe he had died. An obituary notice was even 

published in Le corsaire on October 23, 1828.* It was not until the July Revolution of 

1830 that Liszt began to rise out of this depression. 

Now fluent in French, which would become his language of preference, Liszt 

became a voracious reader. Engrossed in the literature of Sainte-Beuve, Hugo, and 

Balzac, Liszt also took an interest in the Saint-Simonians, whose aim of combining 

socialism and Christ's teachings deeply appealed to him. Also during this time Liszt 

' Alan Walker, Franz Liszt: The Virtuoso Years, 1811-1847 (Ithaca; Cornell University' Press, 1989), 116. 

^Ibid, 134. 
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made the acquaintance of such important musical figures as Chopin, Berlioz, and 

Paganini. Towards the end of 1832 Liszt was introduced to Countess Marie d'Agoult, the 

wife of Count Charles d'Agoult, Marie was to become Liszt's lover for the next twelve 

years, bearing his three children: Blandine, Cosima, and Daniel. 

To escape the scandal resulting from their relationship, Liszt and Marie fled to 

Switzerland. During 1835-1839, the "years of pilgrimage," Liszt and Marie toured many 

areas of Switzerland and Italy. In the March of 1837 Liszt participated in the famous duel 

with rival pianist Sigmund Thalberg at the home of Princess Cristina Belgiojoso. The 

result of this duel is represented by the Princesses' statement, "Thalberg is the first 

pianist in the world —Liszt is the only one."^ The following spring, Liszt heard of a 

flood disaster in Budapest. In an effort to raise money for the victims, Liszt gave ten 

concerts in Vienna and as a result was able to send the largest donation to Hungary from 

a private source. Another example of Liszt's generosity was his offer and success in 

raising money for a commemoratory statue of Beethoven in Bonn, unveiled in 1845. 

The flindraising concerts of 1838 marked Liszt's return to public performance. 

The years following, 1839-1847, are known as Liszt's Glanzzeit, or touring years. This 

virtuoso career is the model followed by many pianists today, and set many precedents in 

recital decorum. During this time he played well over one thousand concerts in such 

places as Spain, Portugal, France, Germany, Austria, Britain, Ireland, Romania, Turkey, 

and Russia. At age thirty-five, Liszt gave his last recital for monetary profit in 

Elisabetgrad. 

^ Ibid., 240. 



In 1844, Liszt's affair with Marie d'Agouit was terminated. During a conceit tour 

to Kiev in February 1847, Liszt met Princess Carolyne von Sayn-Wittgenstein. Caroiyne, 

separated from her husband. Prince Nicholas von Sayn-Wittgenstein, was to become the 

second of Liszt's long-term lovers. Previously, in 1842, the Grand Duke of Weimar had 

offered Liszt the position of Kapellmeister-in-Extraordinary. After a touring concert life, 

this job held many attractions for Liszt, who desired more time to compose. A small 

cultural center, Weimar possessed an orchestra and opera house, which would help fulfill 

his own dreams of composing and conducting orchestral works. Liszt agreed to take the 

position in 1848, and spent the next thirteen years (1848-1861) living with Carolyne in 

Weimar. During this time Liszt composed some of his most important works, such as his 

symphonic poems and the B minor piano sonata. 

Liszt's tenure at Weimar was difficult, both in the professional and personal 

sense. In an effort to have her marriage annulled, Carolyne delivered a personal petition 

to the pope in May 1860. After arguing her case for eighteen months the Vatican ruled in 

her favor. Liszt joined Carolyne in 1861, and their wedding was planned for his fiftieth 

birthday, October 22, 1861. At the last moment, however, for a complex variety of 

reasons, the Vatican reversed their decision and the wedding never took place. 

Now in Rome, Liszt was uncertain of what to do next. The burden of his son 

Daniel's death in 1859 along with Blandine's death in 1862 and his estranged 

relationship with his surviving daughter, Cosima, weighed heavily on him. Liszt now 

renewed the spiritual aspect of his life and entered the lower holy orders on April 25, 

1865, and for the remainder of his life was known as "L'Abbe Liszt." 
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In Rome Liszt became known for his masterclasses, and became acquainted with 

the next generation of pianists, notably Grieg. The last years of his life, "un vie 

trifurqee,"^ (1869-1886), were divided between Rome, Budapest, and Weimar. Liszt's 

last excursion was to England in April 1886, where he gave concerts and masterclasses in 

several venues. After returning from this tour, he was partially blind and quite ill, but 

accepted Cosima's invitation to attend the Bayreuth Festival in July. Liszt gave his last 

public recital in Luxembourg on July 19, and traveled to Bayreuth the next day. After 

contracting pneumonia, Liszt died on July 31, 1886 from heart infarction. Liszt left an 

impressive legacy on the musical world throughout his numerous compositions and 

inspirational teachings, which have influenced countless composers and performers since. 

" Derek Watson, Liszt, The Master Musicians, ed. Stanley Sadie (Oxford: Oxford University Press, 2000), 
134. 
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CHAPTER 2 
EARLY INFLUENCES 

The Erard Family 

Erard Harp Manufacture 

Sebastien Erard (1752-183 1) was bom in Strasbourg and most likely learned his 

woodworking skills from his father Antoine, a church furniture maker. Several other 

members of the Erard family held similar occupations such as joiners, cabinet-makers 

and gilders, for the most part in an ecclesiastical context.^ Sebastien moved to Paris in 

1768 where he began an apprenticeship with a harpsichord maker. At this same time the 

Duchesse de Villeroy employed him to construct the "first French pianoforte."' 

For the next several years Sebastien exploited the market for five-octave pianos, 

and in 1781 set up his own business in two buildings at 13 and 21 rue de Mail in Paris. 

The Erard firm's headquarters remained there until 1855 when it was replaced by a 

concert hall. Several members of the Erard family also took up residence in apartments 

located at these premises. During this time Sebastien also asked his brother Jean-Baptiste 

(1749-1826) to join in the business, and from 1788 they operated henceforth as Erard 

Freres. For the next few years the enormously successful business received many royal 

commissions from such notables as Marie Antoinette, 

While Sebastien Erard's achievements in the improvement of the piano are 

significant and well worth mention, this section will focus on his equally triumphant harp 

^ Ann Griffiths, "Erard: §1 Piano/Harp Manufacture", The New Grove Dictionary of Music Online ed. L. 
Macj (Accessed [28 September 2004j), http://wvw.grovemusic.com, 1. 

® Erard (Firm), Dossier Erard: The Harp in its Present Improved State. (Geneva: MinkofF Reprint, 1980), i. 

http://wvw.grovemusic.com
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enhancements. After settling in England in 1791, in November 1794 Sebastien took out 

the first ever British patent for a harp and proceeded to improve the single-action pedal 

harp. This harp is different from the modern harp in that each of the seven pedals had 

only two positions (flat and natural or natural and sharp), and was therefore capable of 

altering each string by one semitone. To allow the greatest variety of possible keys to 

play in (eight major and five minor), the harp was tuned in E-flat major. 

Sebastien Erard first strengthened the neck by lamination and replaced the 

standard staved-back soundbox with a rounded one. Instead of enclosing the tuning 

mechanism within the neck, he attached it to the front inbetween two brass plates. 

Finally, Erard invented the fork mechanism which when engaged by the pedal, brought 

two forked pins into contact with the string, shortening it by one semitone. The fork 

mechanism allowed the sharpened strings to remain parallel with the others, as well as 

allowing better intonation and less breakage. 

Returning to France in 1795, Sebastien introduced his new single-action harp to 

Paris. Meanwhile, in England, the Erard harp was remarkably successful, and by 1810 the 

firm's London branch had sold 1374 harps. Returning to England in 1807, Sebastian 

concentrated on solving the problem of the harp's chromatic limitations. After taking out 

several patents in both France and England between 1801 and 1808, in 1810 Sebastien 

Erard perfected the first double-action mechanism based on his own fork principle. In 

essence this is the harp used to this day, containing seven pedals each with three 

positions: flat, natural and sharp. Therefore, by moving a pedal, each string can be altered 

to the necessary accidental. The harp now could be played in all the major and minor 



keys, as well as produce twenty-one tones in each octave through the use of enhannonic 

notes. Composers and performers have exploited the Erard harp's enharmonic 

capabilities ever since its invention. 

Erard's new invention was extremely popular, as he sold over 3500 of these harps 

between the years 1811 and 1820. In 1822 Erard's nephew Pierre, son of Jean-Baptiste, 

took out his own patent for harp improvements while directing the London branch of the 

Erard company. By the year of Sebastien's death in 1831 the Erard firm contained three 

harp workshops. At this time Pierre took over direction of the business in both Paris and 

London. In 1835 he took out yet another harp patent, with which he lengthened the 

soundingboard by four inches. This allowed Pierre to produce harps with 46 strings 

instead of his uncle's 43. Later the Erard firm would produce 47-string harps as well; 46 

and 47-string harps being the standard to this day. In addition, Pierre introduced heavier 

wire-wound bass stings, similar to those used by modem harpists. The base of the harp 

was also strengthened so that it became double the usual thickness and the notches for 

each pedal were cut into the actual body of the harp. 

After Pierre's death in 1855 his widow Camille (1813-1889) took over the 

business. By 1878 the Erard company offered two styles of harp and by the turn of the 

century had sold approximately ten thousand harps. The Erard firm, after several name 

changes in the first half of the twentieth century, amalgamated with Gaveau in 1959, and 

as Gaveau-Erard continued to produce harps on a small scale. Modem Italian harp maker 

Victor Salvi acquired the harp-manufacturing section of Gaveau-Erard in 1978. 
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The Erard harp has been invaluable to the history and development of the harp 

from the nineteenth century to the present day. Through great virtuosi such as Elias 

Parish-Alvars, who invented several innovative technical and expressive techniques, and 

Henirette Renie, who hailed its incomparable tone, the double-action harp has become the 

standard for harpists across the globe. One of the most famous works in harp repertoire, 

Maurice Ravel's Introduction et Allegro, was composed in 1905 as the result of an Erard 

commission. As piano manufacturers, the Erard company supplied instruments for such 

notables as Moscheles, Thalberg, Mendelssohn, and, most importantly to this study, 

Franz Liszt. 

Association with Liszt 

Liszt was first exposed to the invaluable piano and harp inventions of Sebastien 

and Pierre Erard when he arrived in Paris in December 1823. Liszt and his parents took 

accommodations at the Hotel d'Angleterre. This hotel faced La Maison Erard, which 

housed the Erard workshops and a salon for public recitals. Pierre and Sebastien also 

resided there with Sebastien's three sisters, Barbe, Catherine, and Elyse. Sebastien and 

Pierre recognized the young Liszt's talent and, as well as making several professional 

connections for him, supplied the virtuoso with one of their latest pianos. This was the 

piano on which Liszt made his Paris debut. The families soon became so close that the 

young Liszt came to regard the Erards as his "adoptive family."' 

This friendship lasted throughout Liszt's lifetime. From 1824 onward, Liszt 

played Erard's new seven-octave piano whenever possible, introducing the instrument to 

' Adrian Williams, Franz Liszt: Selected Letters, (Oxford: Clarendon Press, 1998), 964. 
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audiences throughout Europe. The Erards themselves would usually supply and ship 

Liszt's piano to wherever he was to give a concert. A letter Liszt wrote to Pierre Erard on 

December 11, 1837 expresses his love for the Erard piano. 

let them not tell me any more that the piano is not a suitable 
instrument for a big hall, that the sounds are lost in it, that the nuances 
disappear, etc. I bring as witness the three thousand people who filled the 
immense Scala theatre yesterday evening from the pit to the gods on the 
seventh balcony (for there are seven tiers of boxes here), all of whom 
heard and admired, down to the smallest details, your beautiful instrument. 
This is not flattery; you have known me too long to think me capable of 
the least deception. But it is a fact, publicly recognized here, that never 
before has a piano created such an effect. ^ 

Sebastien Erard even accompanied Adam and Liszt on their first tour to London 

in 1824, where he introduced them to his nephew Pierre. This was the beginning of a long 

and close friendship between the two young men. Later in his career Lis2rt would often 

participate in soirees at the Erard home. In fact, it was in 1853 at the Erard residence that 

Liszt's daughter Cosima heard her father play for the first time.^ Even after the deaths of 

Sebastien and Pierre, Liszt was often the guest of Pierre's widow, Madame Camille 

Erard, at their Parisian family estate. Evidence of Liszt's friendship with the Erard family 

can even be observed during the last year of Liszt's life. En route to his final visit to 

London in 1886, Liszt diverted to Paris, where he was touched to learn upon leaving that 

his hotel account had already been paid by the firm of Erard. 

® Alan Walker, The Virtuoso Years, 438. 

' Alan Walker, The Weimar Years, 235. 

Ibid., 480. 
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Howev er, as an "adopted" relative of the Erards, Liszt surely must have had 

contact not only with Erard pianos but with their harps as well. In fact, not only did Liszt 

see the Erards' newly invented double-action harp, he even learned to play it. In his diary 

entry from June 27, 1883, Carl Lachmund explains, 

To my surprise I learned that Liszt once attempted to leani the 
harp. "Yes-1 am fond of the harp," he said. "And in my younger years 
started to study it- but the pesky pedals (and he glanced down at the harp 
at our side) require much practice. I could give it but little time, so I 
dropped it."'^ 

Unfortunately there is no further evidence of Liszt's tenure as a harpist besides 

this statement from Liszt himself What impact Liszt's study of the harp as a child 

prodigy had on his future as a pianist and composer can only be speculated, but is a 

fascinating subject for any researcher to consider. Perhaps it was this first encounter with 

the harp that kindled Liszt's love for the instrument and his desire to associate with 

several harpists throughout his lifetime 

Harpists Encountered During the Young Liszt's Concert Tours 

Theodore Labarre 

Theodore Francois Joseph Labarre (1805-1870) was bom and died in Paris, and is 

known as a harpist and composer. He is also documented as being the foster brother of 

Napoleon III,'' At the age of seven Labarre began his musical studies on the harp with 

Jacques-Georges Cousineau, later continuing with Robert Nicolas Charles Bochsa and 

'' Alan Walker, ed.. Living with Liszt, from The Diary of Carl Lachmund, an American Pupil of Liszt, 
1882-1884 (Stujvesant, New York: Pendragon Press, 1995), 200. 

" Wenonah Milton Govea, Nineteenth- and Twentieth-Century Harpists: A Bio-Critical Sourcebook 
(Westport, Connecticut; Greenwood Press, 1995), 151. 



Francois-Joseph Nader man. In addition he studied composition with Boieldieu, harmony 

with Dourlens, and counterpoint with Eler and Fetis de Marin. 

For his cantata Pyramns el Thisbe Labarre was awarded second place in the Prix 

de Rome in 1823, during his studies at the Paris Conservatoire. Arriving in England in 

1824, he began a career as a concert harpist in 1825 with a concert at Saint James' 

Palace As well as giving annual concerts in London, Labarre toured England, Ireland, 

Scotland, Switzerland, and Italy. During this time Labarre was considered to be the 

foremost harpist working in England.In 1831 his interests returned to composition, and 

he continued to write popular works for harp as well as opera, ballet, and incidental 

music. 

Labarre married a singer. Mile. Lambert, in 1837, and they divided the next ten 

years between residences in London and Paris. In 1847 Labarre was asked to conduct at 

the Opera Comique, where he remained for two years. After a brief return to England, 

Labarre was compelled to return to France to become the director of Louis Napoleon's 

private band, upon Napoleon's rise to leader of France. One year later Labarre became 

director of the imperial chapel, and in 1862 was made an Officier de la Legion 

d'honneur. He spent his last years as a music critic for Paris illustre, and in 1867 earned 

perhaps the most prestigious post of his career, professor of harp at the Paris 

Conservatiore, a position he held for the remainder of his life. 

" Ann Griffiths, "Elias Parish-Alvars (1808-1849)," American Harp Journal 9, No. 1 (1983); 23. 



21 

Labarre's concert tours during the 1820's coincided with Liszt's tours as a young 

prodigy during the same time. In fact, the two concerts in which both performers shared 

the stage were held in London, during the three London tours Liszt made with his father. 

Accompanied by Pierre Erard and his piano, the Liszts arrived in London sometime in 

early May 1824. Liszt gave his first public performance on June 21, in the Argyll Rooms. 

On this program Theodore Labarre is referred to as "Mr. Labarre (from Paris)," 

performing his own Harp Fantasia^^ 

In May 1827 Liszt visited England for the third time. In a concert program for 

June 9 Labarre is mentioned once again, this time performing his Fantasia on Irish Airs. 

In addition, Labarre participated in the performance of a work for voice, harp, piano, and 

violin written by Mocheles and Mayseder. It is likely Liszt was the pianist in this quartet, 

as Mocheles raved about the prodigy's performance in his diary. Apart from their 

performing together on these two occasions, there appears to be no further evidence of 

Liszt's relationship with Labarre. However, at a time when Liszt himself was a harpist, 

Labarre's performances of his own compositions surely must have been an inspiration to 

the young virtuoso/composer. 

The "Infant Lyra" 

Perhaps the only occasion in his life where Franz Liszt was upstaged by one of his 

fellow performers occurred on August 4, 1824. This acclaimed performer Liszt had the 

14 
Dominique Piana, "Dolce Quasi Arpa; Franz Lis/t and the Harp," American Harp Journal 19, No, 1 

(2003); 8. 

Alan Walker, The Virtuoso Years, 120. 
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dubious distinction of sharing the program with was the so-called "Infant Lyra," a "baby 

harpist not yet four years old The concert took place at the Theatre-Royal in 

Manchester, England, and marked the second occasion the miniature harpist performed 

for this audience. As a farewell performance before her trip to London, the "Infant Lyra" 

performed such popular songs as "Jessie, the Flw'r o'Dumblane," "Fresh and Strong the 

Breezes Blowing," and "My Love is but a Lassie yet." In addition, she played a "Grand 

Introductory March to the Air of'St. Patrick's Day,' with Variations," as well as the 

"Grand Introduction and Variations to 'Roy's Wife.'"'^ Liszt, performing a set of 

Variations with orchestral accompaniment by Czerny and an "Extempore Fantasia" on a 

written theme he requested from the audience, was greatly outshined. A Manchester 

newspaper recounts the sensation caused by this tiny musician. 

[When the Infant Lyra walked on the platform] she dropped a little short 
curtsey and kissed her hand to the smiling audience; and then climbed up 
to her chair, beside which stood a harp of a small size, but twice as big as 
herself Her performance exhibited a proficiency which, in one who has 
not been in existence more than the time that might be required to learn, 
was surprising. The simple airs were given not merely with accuracy, but 
with feeling; and, though the physical exertion which was required to 
strike many chords afforded some amusement, the easier movements were 
elegantly executed, and the soft notes fell with a liquid sweetness from her 
tiny fingers. The whole performance gave the highest satisfaction. 

Such a unique concert experience must have made a great impression on the 

twelve-year-old Liszt. Since there appears to be no fiirther mention in the literature of the 

Ibid, 107. 

" Ibid, 108. 

Ibid, 109. 



"Infant Lyra," the author presumes her popularity was short-Hved, her shared concert 

with Liszt being her only claim to posterity. 

"Huit Variations, Op. F 

History of Composition 

By 1824, when Liszt was just twelve years old, he was already a famous virtuoso 

throughout Europe and praised for his superb technique. In addition, according to his 

father, his compositions made Hummel and Moscheles "sit in the corner."'^ The 

compositions Adam Liszt is referring to include the Allegro de hrcnnira. Rondo di 

bravura, and a set of Variations hrillantes based on a theme from Rossini's donna del 

Lago, all composed in 1824. Liszt also began work on his opera, Don Sanche, in 1824, 

yet his most notable composition from this year is the Hiiit Variations'^^ 

The Hiiit Variations were most likely composed during Liszt's first visit to 

London, encompassing May to August 1824. During his stay in London, Liszt composed 

several new pieces while keeping occupied with several concert engagements. He 

mentions these works in one of his earliest extant letters, which also displays his 

"breathless grammar."^^ 

Dear Sir!! 
I would be greatly obliged to you if you would take the trouble of 

coming to see me today at a quarter past 3 having finished a few pieces 
and as I want to have them engraved I am appealing to you to ask you to 
kindly hear them so you don't buy the pig in the poke?^^ 

Ibid, 106. 

Ibid, 105. 

Ibid. 

Ibid. 



Liszt mentions the Hiiit Variations once more in a letter to his mother dated 

March 1836. In this letter he is requesting her to "look in [his] trunk or cupboard for four 

pieces of music by F. Liszt which 13 or 14 years ago were published by the Demoiselles 

Erard."^^ The Variations are the first work listed; however, Liszt does not state his 

purpose for requesting the composition to be sent to him in Geneva. 

Published in Paris in 1825 as Liszt's Opus 1, the Huit Variations are a set of eight 

variations on a theme in A-flat major Liszt himself composed. The work bears a 

dedication to Sebastien Erard and is a salute to his newly invented piano. Derek Watson 

describes the Huit Variations as a "bravura piece designed to display [Liszt's] 

extraordinary ability."^'' The theme, quoted below, is in binary form, as are the first seven 

variations, and shows Liszt's propensity for advanced harmonic regions. Particularly 

interesting is the common tone modulation from an E-flat major chord to C-flat major in 

mm. 13-14. 

Example 1: Huit Variations, theme 

J J iai 
P 

1 i. z. 
—0^ 

¥ 
23 Adrian Williams, Selected Letters, 592. 

Derek Watson, Liszt, 17. 
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In the eight variations that follow "we observe [Liszt's] imfailing skill in using the 

ftill resources of the new Erard keyboard."^^ Each variation is loyal to the theme's 

harmonic progression, and in most cases the melody is flourished with virtuosic 

embellishments. An example of the incredible virtuosity found in the Huit Variations can 

be seen in the third variation, which exploits the high range of the piano and replaces the 

melody with a nearly continuous stream of tliirty-second notes. Alan Walker calls the 

third variation "a brilliant example of the kind of passage-work for which [Hummel and 

Moscheles] were so justly famed, and one in which the young Liszt so clearly excels 

them."^^ Example 2 shows an excerpt from this variation. 

^^Ibid, 106. 

Ibid. 
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Example 2: Variation 3, excerpt 

delicato 

Variation 8 includes a "musical salute" to Erard's "double-escapement" action. 

which he patented just two years earlier.This device allows the pianist to rapidly repeat 

single notes before the key has fully rebounded, from a point midway between the key 

bed and surface. "Liszt was so impressed by the precision, speed, vigor, clarity, and 

sensitivity of touch made possible by the new instrument's repetition action that he was 

inspired to compose his HuH Variations Op. 1, dedicating them to Sebastien Erard."^^ 

Alan Walker explains that without Erard's invention, such a difficult figure would have 

been impossible to play.^^ Example 3 contains an excerpt from the passage in question. 

Ibid. 

^ Ann Griffiths, "Erard; Piano/Harp Manufacture."" 3. 
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Example 3: Repeated notes, variation 8 

E^E it i 
jJ- -J 

Variation 8 is also the only variation in which Liszt deviates from binary form. 

Following a statement of the theme in A-flat major, a section consisting of chords in the 

right hand accompanied by tremolo in the left hand leads into the distantly related key of 

E major. This passage is shown in Example 4, which includes an analysis of the chords. 

The theme is then restated in what becomes a developmental section climaxing in a 

cadenza, returning the tonality to A-flat major and announcing a final restatement of the 

theme. However, Liszt continues using "advanced harmonies" into the final few-

measures by introducing F-flats and G-flats, as shown in Example 5. 

Example 4: Modulation from A-flat to E major, variation 8 

pp perdendo 



Example 5; Ending harmonies, Variation 8 

morendo 

Transcription for Harp 

Although Derek Watson, when referring to the Huit Variations, states, "they are 

otherwise of no great value except for signs that show the young composer's already 

wide-ranging sense of tonality and harmonic adventure,it is the author's aim to create 

a transcription that will be of great value in harp repertoire. Although the Huit Variations 

are the longest work included in this paper, surprisingly few changes were made to 

Liszt's original score. Most of the alterations in creating this harp transcription involve 

the occasional use of enharmonic notes, to simplify the harpists' pedaling, as well as 

modified fingerings and hand crossings. Since these changes are quite minor, only the 

more substantial alterations made to the Huit Variations will be discussed henceforth. 

^ Derek Watson, Liszt, 218. 
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A unique issue in the transcription of the Buit Variations can be found in the 

occurrence of several chromatic scalar passages. Due to the nature of the harp in that each 

chromatic alteration of a note requires a pedal change, these passages were rewritten in a 

slightly more diatonic manner. The purpose in doing this was to create a passage that 

could be executed on the harp with the same ease as the piano version. Such rewriting 

also eliminates several rapid pedal changes. Examples 6a and b provide an illustration of 

this change and compare the original to the harp transcription. 

Example 6a: Opening measures of Variation 2, piano original 

sempre legato 

Example 6b: Opening measures of Variation 2, harp transcription 

sempre legato 

sempre staccato 

An additional occurrence can be seen in Examples 7a and b. 

Example 7a: Variation 2, m. 15, piano original 
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Example 7b: Variation 2, m, 15, harp transcription 

' f ,  b ' "  i J  i • 

iV—IH 

3 3 

-1̂ 1? J J -1-1 

3 3 
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Another transcription issue encountered in variation 2 is the occasional instance 

of large leaps in the left hand between sextuplet sixteenth notes. Such rapid leaps would 

sound awkward on the harp and would also create remarkable difficulty for the 

performer. In order to preserve Liszt's staccato marking as well as create a more 

idiomatic passage for harp, the lower notes in these leaps were simply transposed up one 

octave, as shown in Examples 8a and b. 

Example 8a; Variation 2, m. 5, piano original 

Example 8b; Variation 2, m. 5, harp transcription 



3 1  

Examples 9a and b demonstrate an alteration in variation 3. The original thirds in 

thirty-second notes would be quite difficult to produce effectively on the harp. Therefore, 

the author has written a replacement passage in tenths where the left hand plays the lower 

of the two notes. 

Example 9a: Variation 3, m. 20, piano original 

Example 9b; Variation 3, m. 20, harp transcription 

One instance in which the use of enharmonic notes is not for the ease of pedaling 

can be seen in variation 6, the only variation in minor mode. As seen in the examples 

below, the piano version calls for the left hand's middle C-flat to be instantly repeated by 

the right hand. To produce this measure on the harp, the right hand needs to place its 

arpeggio after the left hand has finished playing. Such a rapid replacing would most 

likely cause the note in question to buzz as a result of the harpist's finger hitting the still-

vibrating string. However, by rewriting the first C-flat as a B-natural, the harpist need not 
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worry about a buzz and can place the entire eight-note arpeggio at the beginning of the 

measure. 

Example 10a. Variation 6, m. 9, piano original 

Example 10b: Variation 6, m. 9, harp transcription 

Perhaps the most interesting alterations made in the harp transcription of the Huit 

Variations can be found in the last variation. The passage in question, seen in Examples 

1 la and b, has been discussed before in Example 3 as a "musical salute" to Erard's 

"double-escapement" action. Since there is no "double-escapement" action on the harp, 

and since plucking the same string repeatedly at such a rapid tempo is nearly impossible 

for the harpist, this section requires rewriting. Enharmonics were employed here once 

again, greatly reducing the difficulty of this passage for the harpist, since now they may 

alternate between two notes in a trill-like fashion. Fortunately, replacing these repeated 

notes with enharmonics did not affect any of Liszt's original notes or rhythms. 
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Example 11a; Variation 8, mm.12-14, piano original 

Example lib: Variation 8, mm. 12-14, harp transcription 

rrrmrrm 

As demonstrated by the examples above, the modifications required to create a 

harp transcription of the Huit Variations are few and short in occurrence. None of these 

affect the rhythms of Liszt's original work, and only in brief instances are some of the 

notes altered. The author chose this piece for transcription not only due to the small 

amount of necessary changes, but for the fact that it is dedicated to the great piano and 

harp manufacturer, Sebastien Erard. It is the author's hope that, while a seldomly 

performed piano work, the Huit Variations will find a new life as a virtuoso harp 

masterpiece. 
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CHAPTER 3 
VIRTUOSO TIES 

Elias Parish-Alvars 

Biography 

Elias Parish-Alvars (1808-1849) was born in England under the name Eli Parish 

and started his musical training as both a gifted pianist and harpist. After studying the 

harp with Frangois Dizi at the Royal Academy of Music, he gave his first German tour, 

then returned to England to study with his near-contemporary Theodore Labarre. It was 

during this time Parish-Alvars experimented with a wide range of new harp effects and 

techniques and assumed "the grand manner and powerful sonority which distinguished 

him from other artists."'" 

Before settling in Vienna in 1830, Parish-Alvars toured Bremen, Hamburg, and 

Magdeburg. It was during this year Eli Parish embellished his name to Elias and added 

the surname "Alvars." The name "Alvars" was most likely adopted to honor a Viennese 

sponsor of the same name. '^ Following a series of concerts in Milan, including one with 

the Irish pianist John Field, Parish-Alvars returned to Vienna in 1835 to focus on his 

compositional skills as well as continue giving private instruction. His first of several 

compositions was published in 1836. This same year Parish-Alvars became the solo 

harpist at Vienna's Imperial Opera House, a position he held for two years. 

Following a brief visit to England, by 1838 Parish-Alvars had returned to Vienna 

to premiere a duet for piano and harp he had co-written with Czerny. During the next few 

Ann Grifliths, "Elias Parish-Alvars," 23. 

Wcuonah Milton Govea, Harpists, 219. 
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years Parish-Alvars kept busy with performing, composing, and teaching, and by 1842 

had married one of his students, Melanie Lewy, sixteen years his junior. ̂  ^ Their first 

child, Aloisia, was born in 1843, followed by their son Arthur three years later. 

in February 1843, after returning to Vienna from a tour of the Eastern 

Mediterranean, Parish-Alvars made the acquaintance of Hector Beriioz, who refers to the 

virtuoso in his Memoirs as "the Liszt of the harp ." ̂"^ Berlioz was enchanted by several of 

Parish-Alvars' harp effects, noting that by ingenious use of the pedals he could play 

passages that looked impossible when written out. Parish-Alvars is reported to have even 

played piano works including Chopin's sonatas and Beethoven's concertos on the harp." 

Berlioz romanticizes Parish-Alvars as "... a wizard, and his harp is a siren with a 

beautiful curved neck and long disheveled hair, breathing forth the fascinating sounds of 

another world under the passionate embrace of his powerful arms."^^ The Neue 

Zeitschriftfur Musik provides another physical description. 

Our bard has a somewhat rugged appearance; his gigantic figure, 
with its square shoulders, recalls the mountain peasant. His face is 
comparatively [mature] for his years, and from underneath his prominent 
forehead speak his dreamy eyes expressive of the glowing imagination 
which lives in his compositions. 

Theodore Albrccht. "Melanie Lewy Parish-Alvars (ca. 1824-1856); New Discoveries and Perceptions," 
American Harp Journal 17, No. 1 (1999): 17. 

^"^Hector Berlioz, Memoirs of Hector Berlioz: From 1803 to 1865 (Trans. David Caims.Nevv York: Alfred 
A. Knopf. 2002), 291. 

Rosalyn Rensch, Harps and Harpists (Blooniington: Indiana University Press, 1998), 193. 

^ Hector Berlio/., Memoirs, 341. 

Rosalyn Rcnsch, Harps and Harpists, 193. 
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From 1843-44 Parish-Alvars divided his time between Leipzig, London, Vienna, 

and Naples. During his visits to Leipzig he developed a friendship with Felix 

Mendelssohn that '"exercised a powerful influence on his (Parish-Alvars') musical ideas, 

modifying the character of his compositions."'** While in Italy on an excursion, he 

suffered a serious accident while climbing Mount Vesuvius, Returning to Vienna after a 

two-month convalescence, he gave a farewell concert before settling in England with his 

family in late 1844. However, he did not stay long, apparently preferring the musical and 

social ambiance of Vienna to that of the "feuds and jealousies" of London's "unsocial 

professors. 

By 1845 he had begun his touring life once more, giving concerts throughout 

Europe and the British Isles, returning to Vienna in 1847, During this year he was named 

an honorary member of the Gese Use haft der Musikfreunde as well as an honorary 

professor at the Vienna Conservatory, and was later appointed Imperial Court Virtuoso, 

His last concert was one of his own compositions, given in Vienna on January 2, 1848. 

After an eighteen-month illness, Parish-Alvars' extraordinary life was cut short by his 

untimely death in 1849. The cause for his demise is listed as "palsy," a condition 

paralyzing the voluntary muscles of the body."*" 

Parish-Alvars not only left behind a legacy of incredible virtuosity in 

performance, but more than eighty harp solos, one opera, a symphony, two piano 

Ann Griffiths, "Ellas Parish-Alvars," 32. 

Ibid., 33 

Wenonah Milton Govea, Harpists, 221. 
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concertos, two harp concertos, a concertino for two harps, as well as several works for 

harp and piano. He was also the first to use several different timbres of the harp, such as 

the chordal glissando, multiple harmonics, combinations of harmonics with glissandi, and 

experimented with the possibilities of enharmonics. The technique of sliding a metal bar 

along a single string to produce a glissando, an effect popular with contemporary 

composers, was also invented by Parish-Alvars. As a teacher. Parish-Alvars helped 

provide a solid basis for the schools of harp which later developed throughout Europe, 

and today is considered the creator of modern harp playing. 

Association with Liszt and the "Three-Handed" Technique 

Nearly every biography of Elias Parish-Alvars mentions his friendship with Liszt, 

as well as Liszt's praise of his harp performance abilities and compositions. However, 

there is little first-hand evidence of their relationship. It is documented in several sources 

that during Liszt's Glanzzeit, or touring years (1839-47), he became great friends with the 

virtuoso harpist. As a reciprocal gesture of friendship, Parish-Alvars dedicated two of his 

major works to Liszt. The 1842 "stunningly brillianf"*^ harp solo "Fantasia on Weber's 

O he rati" carries the dedication "a man amie, Frangois Liszt ̂  Parish-Alvars' other piece 

dedicated to Liszt is the 1847 Concerto in G Minor for Piano and Orchestra. Even though 

Parish-Alvars died tragically young, Liszt fondly remembered him long after his death. 

Carl Lachmund recounts in 1883, "[Liszt] had told us how thirty-three years before, the 

great harpist Parish-Alvars, had been one of his dearest friends. 

Ann Griffiths. "Elias Parish-Alvars," 24. 

Alan Walker, ed.. The Diary of Carl Lachmund, 199. 
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Living in Vienna in the 1830s and 40s, Parish-Alvars became acquainted with the 

great pianists Czerny, Chopin, Thalberg, and, most important to this study, Liszt. Ann 

Griffiths, in her article on Parish-Alvars, suggests Thalberg, who is usually 

acknowledged as the inventor of the "three-handed" texture, in fact learned the technique 

from Parish-Alvars during this time.'*^ Alan Walker explains, "The originator (of the 

three-handed technique) was the English harp virtuoso Parish-Alvars.. .Thalberg was so 

impressed with Parish-Alvars that he transferred his "three-handed" effects to the piano. 

His "Moses" fantasy is, in fact, a partial copy of Parish-Alvars' own paraphrase of that 

same opera, which the Englishman played with spectacular success on his European 

tours."'*'* Berlioz wrote in praise of Parish-Alvars' original, "the form of which has been 

so happily imitated on the piano by Thalberg."''^ This quotation of Parish-Alvars' 

technique and music led to an extensive quarrel over copyrights.'*^ 

On the piano, the three-handed technique is created by bringing out the melody 

with both thumbs in the middle register, surrounding it with arpeggios spanning the entire 

range of the instrument. Ann Griffiths states, "it is not a difficult trick and it sounded (and 

looks) much harder than it is, but it was new in the 1830s and it caused a sensation."'*^ In 

the Parish-Alvars' three-handed texture the melody is shared by both hands, not 

In her book Elias Parish Alvars: Life, Music, Documents, Floraleda Sacchi suggests that it was Parish-
Alvars who learned the technique from Thalberg (see p. 21). 

Alan Walker, The Virtuoso Years, 234/ 

Hector Berlioz, Memoirs, 291. 

Hans Joachim Zingel, Harp Music in the Nineteenth Century (Bloomington: Indiana University Press, 
1992), 39. 

'''Ann Griffiths, "Elias Parish-Alvars," 23. 
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necessarily just the thumbs, and makes use of chordal and scalar figuration. Below are 

two examples of Parish-Alvars' use of the three-handed technique. 

Example 12: Grande Fantaisie on Rossini'sMo/is'e, Op. 58 
piu maxso e tiitta In forzn possibile. 

ifn 

Example 13. Gran Studio ad imitazione del Mandolino, Op 84 



40 

The following example illustrates Thalberg's use of the three-handed technique. 

Example 14; Fantasy on Rossini'sMose in Egitto 

Andante 

ben marcato ii canto 

However, Thalberg was not the only composer to be influenced by Parish-Alvars 

three-handed texture. Several of Liszt's solo piano compositions make use of this 

technique as well. Below are two such examples. 

Example 15; Concert Study No. 3;Ihi Sospiro 



41 

Example 16: Reminiscences de Lucia de Lammermoor 

Although Liszt's friendship with Elias Parish-Alvars is not well documented, it 

was obviously significant enough to be remembered by Liszt more than thirty years later. 

Parish-Alvars must have thought very highly of his friend to dedicate two major works to 

him. Liszt likewise was impressed with Parish-Alvars and his compositions. As will be 

seen in subsequent chapters, for the remainder of his life Liszt requested his harpist 

acquaintances to perform Parish-Alvars' works. Several of Liszt's own compositions also 

demonstrate the influence of Parish-Alvars through his adaptation and use of the harpist's 

three-handed technique. It is unfortunate that there is such little evidence of the 

relationship between these two such extraordinary virtuosi who surely must have touched 

each others' lives and music. 

John Orlando Parry 

John Orlando Parry (1810-1879) was the son of John Parry (1776-1851), a Welsh 

harpist who gained fame as a composer of Celtic ballads After receiving musical 

training from his father and Sir George Smart, the Philharmonic Society's emissary to 

It should be mentioned here that neither person is to be confused with John Parrj (1710-1782), the blind 
Welsh harpist and composer of several popular harp sonatas. 



Beethoven,'^'' John Orlando Parry studied the single-action pedal harp"" with Bochsa at 

the Royal Academy of Music. In May 1825, at age fifteen. Parry gave his debut harp 

concert. In addition to being a harpist. Parry was known for a multitude of other talents, 

including being a visual artist, pianist, organist, actor, comedian, mimic, composer and 

singer. 

In 1833 Parry settled in Naples. In 1840, after the great success of his comical 

opera "Wanted, a Governess," he gave up serious singing in favor of a humorous style. In 

1849 he gave up singing altogether and for the next four years produced 

"entertainments," featuring his various musical skills. He retired from public performance 

in 1853, due to worsening fits of nervous hysteria that had plagued him his entire life. He 

now became the organist at St Jude's, Southsea, and taught the harp and piano privately 

until his retirement in 1869. Later in his life Parry made several brief returns to the stage, 

the last being at the Gaiety Theatre in February 1877. As a composer. Parry contributed 

to the literature a large number of songs along with a great deal of dance music for the 

harp and piano. 

Liszt and Parry's paths crossed in August 1840 when Liszt agreed to a two-month 

tour of England. Liszt had signed a contract with the entrepreneur Louis Lavenu, whose 

idea was to take a small ensemble of performers on the road with Liszt as the star 

attraction. Among others, the performing troupe included "the Welsh harpist John 

David Ian AUsobrook. Liszt: My Travelling Circus Life (London, Macmillan Press Limited, 1991), 42. 

^ Tlie single-action pedal harp was the preferred instrument of the 18* century, before the inventions of 
Sebastien Erar4 and had limited cliromatic capabilities. 



Orlando Parry." Parry kept a faithful account of this entire tour in a set of unpublished 

diaries, in which he testifies to all the triumph and turmoil of a disastrous tour that began 

in South England and was later extended to Ireland and Scotland. 

In addition to becoming acquainted with Parry as a harpist, Liszt also knew him 

as a composer. This excerpt from Parry's diaries describes Liszt improvising on one of 

Parry's comical songs. 

—So after talking to the audience in the most familiar manner and making 
them laugh very much because he had got no lively air to work on —he 
turned round suddenly and said-— "I play de Wanted Governess!" And off 
he started with the Irish air and then the Russian Hymn and last my song, 
which he played most wonderfully. Not all the way thro'—but the waltz 
part in the first symphony. He played it at least 12 different ways and then 
wound up with the 3 together in a manner truly extraordinary! —'Twas 
received as it deserved with tumultuous applause. 

During this same tour Liszt and Parry also had opportunity to perform together on 

Parry's composition. The Inchcape Bell, during a series of concerts the ensemble gave in 

Bath. The concert critic recorded that Liszt accompanied him "in a beautifully simple, 

touching, and effective manner." while Parry described Liszt's playing as "beautiful— 

Storm and Calm! !"^^ Parry was so touched by Liszt's performance that he rushed out to 

buy the pianist a seal with a bell engraved upon it. 

It is interesting that while Parry seems to have been honored by Liszt's musical 

abilities he does not mention Liszt ever again in his subsequent thirty years of manuscript 

diaries. This can perhaps be explained by the fact that Liszt never visited England again 

Alan Walker, The Virtuoso Years, 359. 

" Ibid, 360-61. 

David Ian Allsobrook. Liszt: My Trm'elUng Circus Life (London, Macmillan Press Limited, 1991), 70. 



during Parry's lifetime. Even though their association did not continue past their 

fmancially ruinous tour of Britian, the brief connection Liszt made with the harpist John 

Orlando Parry is of great importance and worthy of investigation. 

"Grande Etude de Paganini No. 4" 

History of Composition 

When Liszt first heard Paganini in Paris in April 1832, he was infinitely inspired 

by this man's genius and virtuosity. As a part of Liszt's new goal to become the 

"Paganini of the Piano," he wrote a series of etudes based on selections from Paganini's 

Twenty-four Caprices, as well as the "'La Campanella" theme from Paganini's Second 

Violin Concerto. The Etudes d'execution trancendante d'apres Paganini, or Paganini 

Etudes, are groundbreaking in their new virtuosic technique for piano. They were written 

in 1838 and first published in 1840, bearing a dedication to Clara Schumann, In these 

etudes Liszt beautifully incorporates Paganini's original compositions, transcribing the 

musical material, virtuosic effects, and difficulties into pianistic terms. Eleven years later 

Liszt revised the entire set in Weimar. The Grandes Etudes de Paganini were published 

in 1851 with the original dedication to Clara. The revision displays Liszt's genius in 

creating a more powerful musical effect while conserving more energy, using virtuosity 

as a compositional technique rather than an embellishment. It seems Liszt's aim was to 

transfer not only the notes to the keyboard, but the difficulties and virtuosic effects 

inherent in Paganini's compositions. 

In Etude No. 4 Liszt quotes Paganini's Violin Caprice No. 1, a study of virtuoso 

techniques including thirty-second note arpeggios, ascending triple-stop chords, and 
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descending scales in thirds. Liszt's piano etude appears in two versions in the 1840 

edition. The first version, seen in Example 17, is essentially a direct quotation of 

Paganini's arpeggios in the right hand with the left hand doubling in 6ths and 1 Oths 

below. The harmony in this etude can be observed through analysis of these arpeggiated 

chords. Liszt transforms the straightforward descending thirds into passages of grand 

melodic lines in the treble accompanied by the arpeggio figure in the bass, as seen in 

Example 18, but remains true throughout the etude to Paganini's chordal progressions. 

Example 17: Opening measures of first 1840 edition 

Ajidajite quasi Allegretto 

Aa-rrfpre sinccnto 

Example 18. Elaboration of descending thirds, first 1840 edition 

The second version of this etude printed in 1840 contains the same compositional 

organization, but is far more technically demanding. Instead of each hand stating only 

one melodic line as in Paganini's caprice, Liszt now creates four arpeggios moving up 



and down the keyboard simultaneously, which can be seen in Example 19. The melodic 

line based on Paganini's chords is passed between the right and left hand while being 

accompanied by double or triple arpeggios in the remaining hand. Chords transformed 

from the triple stops in the Caprice, which in the first version were divided between 

hands, now require both hands to perform rapid leaps from one end of the keyboard to the 

other. Towards the end of this second version Liszt adds a new melody in the left hand 

with its own chordal accompaniment, seen in Example 20. He interrupts the final cadence 

by adding a series of interesting harmonies, shown in Example 21, namely an A-sharp 

diminished seventh, C dominant seventh, and F major triad which leads directly into the 

V7 of E major. Even though both studies are marked Andante quasi Allegretto, they 

inhabit the very edge of the technically possible with their stretches, leaps, and hand 

crossings. 

Example 19: Opening measures of second 1840 edition 

Andante quasi Allegreti:o.|^ 
2 % j i z 2 i 2 • f ^ i ^ .i 1 - • ^ 

Ceggi^Tunentfi ad7nj)r3 stacc. 
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Example 20; Added melody, second 1840 edition 

Example 21. Intermpted final cadence, second 1840 edition 

Maestoso. I]: 
n 

Tnarcaiissimo 

The year 1851 saw the publication of the revised Paganini Etudes, now entitled 

the Grandes Etudes de Paganini. The change in the name of the etudes to a simpler title 

corresponds with the rewriting of the music itself. Also, the word tramcendante is 

removed, most likely to eliminate confusion with the Transcedental Etudes, published at 

the same time, Liszt applied a process of refinement and clarification to all six of the 

Paganini Etudes, in many cases resulting in a closer adaptation of Paganini's original 

material. 

The 1851 version of Etude No. 4 is in actuality the third version. This version of 

the etude is quite visually contrasting to the previous two, which were published in 1840. 

The second 1840 version, in which Liszt writes four streams of arpeggios flowing up and 

down the keyboard simultaneously, presented quite a difficult task to play on even the old 
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Erard pianos of the 1830s. On the emerging 1850s pianos with heavier action this piece is 

quite impossible. For the 1851 version, quoted in Example 22a, Liszt prints the entire 

etude on the treble staff, resembling Paganini's original, with the hands intricately 

alternating in an imaginatively woven replica of the Caprice. Liszt preserves Paganini's 

simple texture, eliminates all doublings, increases the tempo marking from Andante quasi 

Allegretto to Vivo, and deletes all of the elaborated and added themes from both 1840 

versions. 

Transcription for Harp 

For the harp transcription of this work it was necessary to use the 1851 version. 

Due to its simple texture, it is the only one capable of performance on this instrument. 

This is also the version Liszt himself preferred. In 1851, having bought back all the 

engraved plates of the previous etudes from Tobias Haslinger, Liszt put the firm under 

contract not to sell any more copies.This version is well-suited for transcription and 

performance on the harp. The premise of this piece is arpeggios, something commonly 

found in the harp repertoire and a technique that has always complemented the 

instrument. Surprisingly, the only major changes from the piano to harp version are the 

fingerings and hand-crossings. The small amount of required changes along with the 

harp-like texture of the work are the basic reasons why it was chosen for transcription. 

Alan Walker, The Virtuoso Years, 147. 
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Example 22a: Opening measures of 1851 piano edition 

Viro. 
TTt. d. 

^ '• ' -1-

3 
771. S. 

Example 22b: Opening measures of harp transcription 

Haip 

w H , I 1 1 f r : j i  1 1 I 
-J/ ^ jOtZ—i 1 ' < ^ —r ii 1 i"—••-f-' Ji r* ^ ^^ 

In these first two measures of the Etude, Liszt returns to Paganini's simple 

texture, creatively interweaving it between the pianist's hands as shown in Example 22a. 

Due to the nature of the harp being played on a vertical plane rather than a horizontal one, 

the author has divided the notes in a slightly different manner as seen in Example 22b. 

The highest note of each arpeggio is now simply repeated by the right hand thumb 

instead of the left, keeping the hands securely placed on the strings, therefore allowing a 

faster tempo. 

It was also necessary to adjust the hand crossings in the section encompassing 

mm. 44-50. Here, since the top note consists of two strings, it is necessary for the 

harpist's left hand to reiterate the highest note while the right hand prepares for the next 

arpeggio. The differences can be observed below by comparing Examples 23a and b. 
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Example 23a: 1851 piano edition, m. 47 

Example 23b: Harp transcription, m. 47 

• 
i 

5-

~ — • 

i 

A final example of these altered hand crossings can be seen through comparison 

of mm. 59-62 (Examples 24a and b are excerpted from this section). In this case, to retain 

smoothness of tempo and evenness of tone, both hands alternate playing chords and 

single notes. 

Example 24a: 1851 piano edition, mm. 60-61 
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Example 24b; Harp transcription, mm. 60-61 

7 

A major challenge in transcribing Etude No. 4, or any Liszt composition for the 

harp, is chromaticism. The first area requiring attention starts in m. 9, where a G-natural 

and A-sharp are written so that the G and A pedals would need to be moved at the same 

time. This presents a problem as these two pedals are on the far right side of the harp, to 

be moved by the player's right foot, and cannot be moved simultaneously. However, this 

problem is easily solved by enharmonically rewriting each A-sharp as a B-flat. Example 

25 shows the passage in question; the circled notes are respelled enharmonically. This 

procedure is used throughout the transcription wherever the G-natural/A-sharp harmony 

is found. 

Example 25: 1851 piano edition, mm. 9-10 

Some more drastic enharmonic respelling was necessary in mm. 42-46, shown in 

their entirety in Examples 26a and b. As seen in this example, Liszt's flat notes in the 

piano version are respelled as sharps in the harp transcription. The reason for doing so is 
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primarily to minimize the necessary pedal changes so that the harpist's pedals are in the 

key of E major for the section beginning on beat 2 in m. 46. This section is spelled the 

same in both versions. To explain further, moving a pedal to create a flat note would be 

inadviseable as it would need to return to either a natural or sharp position by m. 46, beat 

2, thus creating many unnecessary and difficult pedal changes. The author has circled the 

respelled notes and written in the harpist's pedal changes in the examples below. 

Example 26a: 1851 piano edition, mm. 42-46 

& 

Example 26b: Harp transcription, mm. 42-46 

rj" 
. 

I !n r g3: 

.§5 F 

! ' ' •  C T J - T - r ! ,  h i Z L u u r t u j i i L r r r o  > I I . I I " i ; I 1, . , I . M'• dry-T—r-M I i.. ' ^rar 

. F r 
dalce^: 

o 
Tn 

J I., L 

eji -etc. ftjj 

The final enharmonic changes in this work occur in the last five measures, starting 

at m, 72. The reasoning behind this change was not difficulty in moving multiple pedals 

or eliminating unnecessary pedal changes, but in creating a smoother sound and fingering 

among the three repeated E-naturals in the patterns shown below. By respelling some of 



the E-naturals as F-flats it is easier for both hands to piace and pluck the appropriate 

strings while not muffling the sound of the previous note. The two examples below allow 

comparison of the last five measures of each version. 

Example 27a; 1851 piano edition, mm. 72-76 

Example 27b: Harp transcription, mm. 72-76 

1 
~1 .t 

\r 

i i f  
1 

itr 
^ 1 1 

rl 
\ 1 

I I -
Hi 

1 I I  

These are the only changes necessary in creating a harp transcription from the 

1851 version of Liszt's Paganini Etude No. 4. The changes, as can be seen from the 

aforementioned six examples, do not affect the notes, harmony, or rhythm of the music, 

but simply make this an easier and more accessible piece for the harpist. The resulting 

etude makes an excellent transcription and an idiomatic, though extremely difficult, 

concert harp work 
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CHAPTER 4 
WEIM.4R AND ORCHESTRAL INFLUENCES 

Jeanne Pohl 

Biography and Association with Liszt 

Jeanne Pohl is today best known as the first wife of music critic Richard Pohl 

(1826-1986), but was an outstanding harp virtuoso in her own right. Jeanne Eyth (as she 

was known before her marriage) was born in Karlsruhe in 1824 and received her first 

harp lessons from her mother on a "full sized pedal harp by Erard.""^'' Her career was 

assured after a sensational performance of Parish-Alvars' Fee tarn she gave at a 

Gewandhaiis concert in October 1849. By the time she met Richard, whom she married 

in 1852, she was already on her way to a brilliant career. 

Franz Brendel introduced Richard to Liszt in 1852, who invited the "potential 

crusader in the cause of new music" to settle in Weimar, " In September of the following 

year their paths crossed once again in Dresden, where Liszt invited Richard to join him at 

a music festival in Karlsruhe that was to take place the next month. It was also during this 

meeting that Liszt became first acquainted with Jeanne. After hearing her play, he offered 

her a place in the festival's orchestra. Soon after Liszt extended his invitation to offer 

Jeanne the role of principal harpist in his own orchestra. The following year Jeanne 

Alan Walker. Franz Liszt: The Weimar Years, 1848-1861 (New York: Alfred A. Knopf. 1983), 364f 

Ibid., 365f 



became a permanent member of the Weimar orchestra, under Liszt's direction, and was 

in essence the reason Richard actually came to Weimar." 

The Pohls settled in Weimar in April 1854. Shortly thereafter Jeanne suffered a 

serious illness that incapacitated her for three months. However, Richard and Jeanne 

describe the ten years they spent in Weimar as the "happiest of their lives.""'' Alan 

Walker states that the Pohls, like many other artists attracted to Liszt's circle, remained in 

Weimar "simply because Liszt made it pleasant for them to do so.""" 

In a letter dated January 4, 1855, Liszt wrote to harpist Rosalie Spohr, saying "our 

orchestra now also possesses a very first-rate harpist, Frau Dr. Pohl, with a good double-

movement harp of Erard."''' As the harpist of Liszt's orchestra, Jeanne took part in several 

Weimar premieres, including Wagner's Lohengrin as well as several of Liszt's own 

symphonic poems and symphonies. In addition she and her husband were invited to 

participate in several music festivals, including the thirty-fifth Lower Rhine Festival in 

spring 1857. During the same year the Pohls also participated in the wedding of Liszt's 

daughter Cosima and Hans von Biilow, providing the couple a place to stay before their 

honeymoon journey to Lake Geneva.''^ There is also evidence that Liszt transcribed his 

own Cantique d'Amour from Harmoniespoetiques et religietises for Jeanne to perform 

John Warrack and James Deaville, "Pohl, Richard" (The New Grove Dictionary of Music Online ed. L. 
Macy (Accessed [28 September 2004]), http;//w"ww.groveinusic.com.), 1. 

Alan Walker, The Weimar Years, 365f. 

Ibid. 

La Mara, ed.. Letters of Franz Liszt Vol. 1: From Paris to Rome (London; H. Grcvel & Co., 1984), 228. 

® Alan Walker, The Weimar Years, 460. 



56 

on the harp.^'^ The manuscript, according to Lina Ramann, Liszt's biographer during his 

lifetime, was in Richard Pohi's possession up to 1884, but has since been lost. 

After Liszt left Weimar in 1861, the Pohls remained there for three more years. 

During this time Jeanne had the opportunity to play under Berlioz's direction. The 

concert took place in 1863 at the residence of the Prince of Hohenzollern-Hechingen in 

Lowenberg. Berlioz writes; 

The prince, therefore, chose the King Lear overture, the banquet 
and love scene from Romeo and Juliet, the Carnaval romain overture, and 
the entire symphony of Harold. As the Prince had no harp, he extended his 
invitation to Madame Pohl, the Weimar harpist, and she and her husband 
took the journey rather willingly.®"* 

The Pohls eventually relocated to Baden-Baden in 1864, where Jeanne spent her 

last years, suffering from a long illness. She passed away in the arms of her husband in 

1870.*^^ 

Influence on Liszt's Orchestral Compositions 

During his tenure at Weimar, Liszt had at his disposal several virtuosi with which 

to consult regarding his compositions. Conversing daily with these musicians regarding 

the capabilities and features of their instruments, Liszt was able to write unique effects 

for each instrument that were unobtainable elsewhere. Having Jeanne Pohl as harpist in 

the Weimar orchestra was invaluable in sparking Liszt's creative compositional use of the 

harp. As Alan Walker states, "some of the most imaginative harp writing of the 

® Dominique Piana, "Franz Liszt and the Harp," IL 

Hector Berlioz, Memoirs, 503. 

Alan Walker, The Weimar Years, 365f. 
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nineteenth century may be found in Liszt's orchestral scores. The source of his 

inspiration was Jeanne Pohl."^'' 

E.xample 28 is taken from the harp cadenza in the orchestral version of Liszt's 

Mephisto Waltz No. 1. Liszt was the first composer to write a harp glissando in an 

orchestral work. 

Example 28: Harp glissando from Mephisto Waltz No. 1 

gliisando 

Cadema. 

molto Crete. 

diegelbe PcdaUtiTiimung 

pfrdendo . 

Ibid., 316. 



Having a virtuoso harpist to assess his writing, Liszt's harp parts are idiomatic 

and written with the harp's specific capabilities in mind. One of the most frequently 

performed of Liszt's symphonic poems, Les Preludes, includes arpeggios described by 

Rosalyn Rensch as "simple yet gratifying to play, which have been written with the 

harpist's eight fmgers, rather then the pianist's ten, in mind,"^^ 

Example 29: Harp arpeggios from Les Preludes 

Liszt also used the harp imaginatively in several of his other orchestral works 

composed in Weimar. His inclusion of the instrument in the orchestral version of Deux 

Legendes: St Frangois d'Assise-La prMication mix oiseaux creates a unique and 

impressionistic orchestral timbre.®^ In his Faust Symphony Liszt writes "seductive 

harmonics" to depict a ravishing tone-portrait of Gretchen.'"'^ One of Liszt's most 

appropriate uses of the harp can be seen in his symphonic poem Orpheus, where he 

actually utilizes two harps to depict Orpheus' lyre.™ This work opens with a series of 

® Rosalyn Rensch, Harps and Harpists, 212. 

Derek Watson, Liszt, 283. 

® Alan Walker, The Weimar Years, 316. 

" Tlie second harpist employed for the perfonnance of Orpheus was most likely Carl Constantine Grimm, 
a pupil of Parish-Alvars. Known as the founder of the "'Berlin School" of harp, he was praised for his 
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horn calls and prevalent harp arpeggios, as seen in Example 30. Example 31, taken from 

later in this same work, shows Liszt's imaginative writing for two harps, where he creates 

a prevalent harp texture by pitting triplets against straight eighth notes. 

Example 30; Opening arpeggios from Orpheus 

Example 31; Contrasting rhythms in Orpheus 

rjf •— 

;Tr 

orchestral piaying by Liszt and Hans von Biilow, and was also reputed to be a great teacher. His students 
included Rosalie Spohr. who will be discussed in the following section. 
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"It is in the Dante Symphony that we find Liszt's use of the harp at its striking 

best. Apart from summoning up the swirling winds of Hell, it is also used as the sensitive 

accompanist to the mournful strains of the cor anglais- an unusual color combination 

inspired by the famous lines of Dante: "There is no greater pain than the remembrance of 

past joys in times of misery." " Example 32 is excerpted from this English horn/harp 

cadenza and displays Liszt's idiomatic use of harp arpeggios. 

Example 32: Harp/horn excerpt from the Dante Symphony 
Nes 

tsprea. molto 

• suQ mag - - - gior do 

J 

• -J 
- !o ' - - e 

t r 

J ^ 

_ J 

As seen from these examples of Liszt's harp writing, Liszt made great use of the 

harp in many of his Weimar orchestral compositions. Having a virtuoso harpist in his 

orchestra inspired Liszt to write some of the most idiomatic and dramatic passages for the 

harp, including new timbres never before called for in an orchestral setting. The 

' Alan Walker, The Weimar Years, 316. 



association between Jeanne Pohi and Liszt was therefore essential in creating such unique 

and creative harp writing that has inspired composers' use of the harp after Liszt and 

which has expanded the orchestral repertoire of the instrument. 

Rosalie Spohr 

Biography 

Rosalie Spohr (1829-1919) was the niece of the composer/violin virtuoso Louis 

Spohr. She was the second daughter of Louis' brother William, a piano manufacturer.'^ 

Rosalie studied the harp with Carl Constantine Grimm in Berlin and was soon famous as 

an outstanding performer.^' Her interest in the instrument may have been sparked by the 

fact that Louis' first wife, Dorette Scheidler Spohr (1787-1834), was a famous touring 

virtuoso in her own right. Credited as the "best-remembered female harp virtuoso of the 

early nineteenth century,"^^ Dorette inspired many of Louis' harp solo and chamber 

music compositions. While none of the Spohr children continued their mother's interest 

in the harp, the daughter of Louis' brother was the one to carry on her aunt's legacy. 

Rosalie's teacher, Grimm, himself a pupil of Parish-.A.lvars, gained fame as the 

founder of the "Berlin School" of harp playing and did a great deal of orchestral work 

under Franz Liszt during his years at Weimar (1848-1861). He was most likely the 

second harpist employed in Liszt's orchestra for works such as Liszt's symphonic poem 

Orpheus, which calls for two harps. Despite the fame of her teacher and Rosaile's 

''' Louis Spohr, Louis Spohr's Autobiography (London; Reeves and Turner. 1878). 296. 

Rosalyn Rensch. Harps and Harpists, 189. 

Ibid., 184. 



passionate love of music, which was evident from her early childhood, her parents did not 

wish her to perform in public. 

However, Rosalie, since a young age, had devoted herself to study the harp. When 

her parents subsequently became convinced of her real artistic talent, they could no 

longer oppose her wishes. At age twenty-two Rosalie gave her first concert tour, 

accompanied by her father. This tour began with performances in Hamburg and Leipzig, 

and proceeded to Cassel, France, where her uncle Louis was currently residing. "[Louis] 

Spohr, with ever lover of music in Cassel, experienced great pleasure from the visit of a 

young female artist nearly related to him."^^ In Cassel, Rosalie performed in several 

private circles, and gave one public concert under her uncle's direction, "on which 

occasion she not only earned the warmest approbation of a delighted auditory but a yet 

more gratifying reward in the commendatory words of her highly-esteemed uncle. 

Future concert tours of the young Rosalie took her to the larger cities of Germany 

and Holland, which brought her fame and an excellent artistic reputation. Hans von 

Bulow one described her as, "The most ideal representative of her beautiful instrument ." 

Unfortunately, her promising career was terminated by tragic deaths in her immediate 

family circle and her 1854 marriage to the count Xavier Sauerma. Subsequently, Rosalie 

retired from public performance and spent the remainder of her life residing in Berlin. 

Louis Spohr. Autobiography. 296. 

Ibid. 

' La Mara, cd.. Letters, 123f. 



Association with Liszt 

Rosalie Spohr's association with Franz Liszt began in March 1844 when she 

attended two of his concerts in Brunswick and received w hat she refers to as "the greatest 

musical impressions of her young life."^® L'pon performing for Liszt in February 1851 

s h e  f o u n d  h i m  t o  b e  " m o r e  i n t e r e s t e d  i n  t h e  h a r p  t h a n  a n y  p i a n i s t  I  h a v e  k n o w n . L i s z t  

describes his first meeting with Rosalie in a letter to his mistress Carolyne von Sayn-

Wittgenstein dated February 7, 1851: 

Fratilein Rosalie Spohr, niece of my colleague in Cassel, arrived 
with her father... [The Grand Dutchess] instructed me to invite her to 
yesterday evening's concert... She is a young artiste of 18, rather 
intelligent and interesting. Her hair style is like my own.^" 

On February 8. Liszt continues, "between 6:30 and 9:00 I was at the Russischer 

Hof Hotel with la Spohr, who played me half a dozen pieces by Parish-Alvars 

quite splendidly." 

Rosalie's friendship developed throughout Liszt's tenure at Weimar, and 

continued to the end of his life. La Mara has published four letters sent from Liszt to 

Rosalie, documenting their correspondence The first letter, addressed July 3, 1851, is in 

anticipation of a concert Rosalie has agreed to give in Buckeburg on July 8. Liszt writes. 

The price of the tickets has been fixed for 1 florin, which is the 
maximum customary in this country... With regard to the programs, I 
await your reply, in which I shall be glad if you will tell me the four or 
five pieces you will choose, amongst which will be, I hope. Parish Alvars" 
Fantaisie on motives from 0 he ran and the Dame de Fees. ..be assured of 

Adrian Williams, Selected Letters, 998. 

Ibid. 

Ibid.. 300. Liszt is mistaken here regarding Rosalie's age. She was actually 21 years old. 
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the pleasure it will be to see you, hear you, and admire you anew, to your 
sincere and devoted servant ^ 

In this letter Liszt not only displays his fondness for Rosalie, but his continued affection 

for his deceased friend Elias Parish-Alvars, On July 22, 1851, Liszt again wrote to 

Rosalie to thank her for her performance, stating, 

I am deeply sensible of your charming lines. Mademoiselle, the 
impression of which is the completion for me of the harmonious vibrations 
of your beautiful talent, —vibrations which are still resounding in the 
woods and in your auditors at Eilsen,^^ 

Liszt continues on to tell Rosalie of chocolates the Princess Carolyne is sending her and 

to thank her father for a "piquant and substantial present." 

The next letter Liszt wrote to Rosalie is dated January 4, 1855, and offers 

congratulations on her marriage, as well as a wish to visit her. Although he does not 

speak of Rosalie's playing, he does tell her of news regarding the harp in Weimar. Liszt's 

continued fondness of Rosalie is evidenced by the fact that he is to retain a portrait of her. 

In this letter Liszt also displays his happiness with Jeanne Pohl and his worry regarding 

the health of Pierre Erard, his friend since childhood. Liszt writes. 

Our orchestra now also possesses a very first-rate harpist, Frau Dr. 
Pohl, with a good double-movement harp of Erard. It seems that poor 
Erard is no better, and his "cure" at Schlangenbad has not had the desired 
result . . . I thank you warmly for the friendly reception you accorded to 
Herr Wolf as a Weymarer. ..His wife brought me some weeks age the 
original sketch of your portrait, which is to become my possession. 

La Mara, cd.. Letters, 124. 

Ibid., 125. 

® Ibid., 228. 
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The final extant letter from Liszt to Rosalie was written on June 22, 1857, and is a 

response to a letter he received from her a few months earlier. In this writing Liszt wishes 

to convince Rosalie that his health, lost during the past winter, has returned, and responds 

to Rosalie's invitation to come visit and hear her play. 

Your letter gave me great pleasure, dear Countess and admirable 
artist.. .How delighted I shall be to hear you again, and to rock myself as 
in a hammock to the sound of your arpeggi. You have not, I am sure, 
broken olf your good habits of work, and your talent is certain to be more 
magnificent than ever. Quite lately Madame Pohl, who played Parish 
Alvar's Oberon Fantaisie charmingly, recalled most vividly the 
remembrance of the delightful hours and Eilsen and Weymar, which I 
hope soon to resume at Dresden.^'* 

It is evident from these letters that Liszt and Rosalie Spohr had a significant 

professional and personal relationship. In the correspondence cited above, Liszt not only 

displays his affection for Rosalie and her talent, but also displays his connections with 

other harp figures, namely Jeanne Pohl, Pierre Erard, and Elias Parish-Alvars. Rosalie, 

from these letters, appears to have made quite an impression on Liszt, whose unending 

praise of her aptitude is testimony to her virtuosic abilities. 

^'Sonetto 104 del Petrarcd" 

History of Composition 

Like several of Liszt's compositions, the Sonetto 104 delPetrarca has a long and 

complicated history. It belongs to the Tre sonetti di Petrarca, a set of three Petrarch 

sonnets (Nos. 47, 104, and 123) that Liszt originally set as songs for tenor voice and 

piano while in Italy in 1838. While Liszt is not generally known as a song composer, he 

Ibid.. 344. 
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wrote over seventy songs during his lifetime.The Tre sonetti di Petrarca was originally 

ordered with No. 104 appearing first, followed by No. 47. These songs were revised 

before their publication in 1847, and the original versions from 1838 have been lost. 

I can't find peace, and have no war to wage; 
I fear and hope, I blaze and I'm like ice; 

I fly higher than the sky and I lie on the ground; 
I clasp nothing, and I embrace the whole world. 

I'm kept a prisoner by one who neither opens nor locks my cell; 
She neither claims me for her own, nor loosens my bonds; 

Love neither kills me nor undoes my chains; 
He doesn't want me to live, but doesn't remove my distress. 

I see without eyes; I have no tongue and I clamor, 
I yearn to perish, and I call for aid; 
I loathe myself and love another; 

I feed on sorrow, as I weep I laugh; 
I'm equally displeased with death and life. 

I'm in this condition, my lady, on your account.^^ 

"The words of Sonetto 104 speak of restlessness, tears, self-hate, vain search for 

inner peace-all caused by the loved one. If the music falls short of expressing such depth 

of despair, it certainly expresses a passion which is entirely Liszt's own and which makes 

the [music] soar like a bird."^^ The Sonetto 104 displays an intense intimacy between 

words and music, eloquently sounding the note of poignant grief. In addition, the entire 

Alan Walker, The Weimar Years, 502. 

^ English translation from the Italian by Stanley Appelbaum. 

Alan Walker, ed., Franz Liszt: The Man and His Music, (London: Barrie and Jenkins, 1970), 122. 
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poem is mirrored in the piano so effectively that the accompaniment could be played as a 

solo, giving a perfect illustration of the poetic subject. 

"Nowhere is there a trace of Liszt the piano virtuoso in his songs, but of Liszt the 

musician there is evidence on every side These three Petrarch sonnets, along with 

displaying the romantic exuberance of Liszt's youth, show a strong influence of the 

Italian operatic bel canto, including the use of high D-flats.'^" This influence can also be 

seen in Liszt's effective use of the fermata and recitativo passages, in addition they 

include several ossia passages, "proof of Liszt's continual striving towards a more perfect 

form of expression."" Example 33 displays several of these aspects in the Sonetto 104. 

Example 33: 1847 song version, m. 90 
Ossia 

. te mi e . glial.men . 

e . gual. men . te mi spia.ce mor. te vi . ta. 

^ 

Liszt spent a great deal of time in Italy between the years 1837 and 1839, and 

during this period became well acquainted with Italian art, including painting, sculpture, 

and poetry. By his own admission Liszt worked hard in Italy, "writing four to five 

Edwin Hughes, "Liszt as Lieder Composer," The Musical Quarterly 3 (1917); 396. 

Ibid. 

Derek Watson, Liszt, 307. 

Edwin Hughes, "Liszt as Lieder Composer," 399. 
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hundred pages of piano music. Included in this endeavor are the first versions of the 

Gratides Etudes de Paganini and the Etudes d 'execution trancendante, along with three 

solo transcriptions of the Petrarch sonnets. These piano versions were published in 1846. 

The piano transcription o^Sonetto 104, the best-known of the group,is quoted in 

Example 34. In this 1838 version Liszt retains the song's lengthy introduction (excerpted 

in Example 36a) and articulates the first verse in the left hand alone, creating a unique 

and stunning device uncommon in Liszt's keyboard works. 

Example 34; 1846 piano version, first verse 

Cantabile espressivo assai 

mono sinesira sola 

While Liszt refrains from virtuosic piano writing in his songs, he embellishes his 

piano transcription of the Sonetto 104 with several flourishing passages. An example is 

included below. 

Alan Walker, The Virtuoso Years, 273. 

Ibid., 274. 



Example 35: 1846 piano version, m. 59 

energico 
crescendo e nt. il haaso 

69 

The version of Sonetto 104 most widely known among pianists today was 

published in 1858 as part of the second volume of the Annees de Pelerinage. Inspired by 

Italy and its art, Liszt wrote several of the works comprising this volume during his 

aforementioned stay in Italy. For this publication, Liszt revised the three piano works and 

also switched the order of the first two sonnets. Perhaps the most obvious alteration of the 

Sonetto 104 can be found in the opening measures. Examples 36a and b compare the 

introductions of both versions. 

Example 36a: 1846 piano version, introduction (excerpt ) 

Introduzione. 
il Andante con moto. 

i ^ T j r r f r f T  i z i i r n n  m z i m i  r m - Y r r r r  
Cun S-* ad libitum 

P 

^ r r r r  r  r r  r r  r rMrrrrr r r r r r r r r r  
conS 
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Example 36b: 1858 piano version, introduction (complete) 

Agitato a^sai. 

in li . •• -r • ] 

/ 

P > >—i #r r I ^ 

ri gL 
crescendo . 

J'-—i i-JIf 

!r 'ti J* hj* ^ f' i^ili 
Adaeio 

k. 
rit» -

-irL /r\ /Tv 

i f -ar 
Tf 

Although the Petrarch sonnets have the charm of Italy in their melodies, Liszt 

adds his own dimension with depth of musical content and overall conception.^'* 

Humphrey Searle says of these transcriptions, 

[they] are admirable examples of Liszt's power of translating music from 
one medium to another without any feeling of loss; taken by themselves 
they make excellent piano pieces, and one would certainly not have 
guessed that they were originally written for the voice. They are all of 
supreme beauty, and there is little to choose between them; many consider 
that No. 104 is perhaps the finest. 

Herbert Westerby describes the Sonetto 104, which has been transcribed by 

Busoni for orchestra, as a "beautiful work, ranking in depth of feeling with the 

Liebestraume. Florid but effective with a peaceful ending."^^ This "peaceful ending" also 

Edwin Hughes, "Liszt as Lieder Composer," 405 

Humphrey Searle, The Music of Liszt (London: Williams and Norgate Limited, 1954), 31. 

^ Herbert Westerby, Liszt, Composer, and his Piano Works (Westport; Greenwood Press, 1970), 144. 
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displays Liszt's fondness of the augmented triad, which he employs here at the final 

cadence. 

Example 37; 1858 piano version, final measures 

Around 1865 Liszt rewrote the three Petrarch songs, creating greatly modified and 

refined versions for baritone. These final songs, published in 1883, provide an interesting 

contrast to the 1847 songs. Some of these differences can be observed by comparing the 

two Sonetto J04, excerpted in Examples 38a and b. 

Example 38a: 1847 song version, '7« questo statd" 

Ossia t 

In que - sto -to sta . 



Example 38b: 1883 song version, "/?? questo stato" 

molto espressivo 

A1 
In 

SX 

1 f 
H ^ —  

so gs 
ques . to 

* 

schah 
sta . 

-«• 

-H 

-

mir, 
- to 

m • •• 

g8 

-o ''to. 0 

"Here the exuberance has completely disappeared, and is replaced by extreme 

simplicity, almost austerity. It is not perhaps surprising that Liszt's attitude to the poems 

should have changed with the years, but the difference between the two song versions is 

quite remarkable. Liszt was reluctant regarding publishing these late versions, as he 

states in a letter from May 1880, "I hesitate,.. for to express the feeling that I tried to 

breathe into the musical notation of these Sonnets would call for some poetic singer, 

enamoured of an ideal of love .. .rarae aves in terris. As can be supported by this 

quote, Liszt was extraordinarily fond of his three Petrarch sonnets.^^ His love for them 

was so great that, when the piano transcriptions were played in his presence, he was 

affected enough to join in with the player, singing his own warm melodies of the 

southland with true Italian fervor.'"" 

Humphrey Searle, jV/msjc of Liszt, 32. 

Williams, Adrian, Selected Letters, 852. The Latin translates to "Rare birds on earth." 

Williams, Adrian, Selected Letters, 852. 

Edwin Hughes, "Liszt as Lieder Composer," 405. 



Transcription for Harp 

Humphrey Searle, as quoted above, describes Liszt's own piano transcriptions of 

his Petrarch sonnets as "admirable examples of Liszt's power of translating music from 

one medium to another without any feeling of loss."It is the author's aim in making a 

harp transcription of the Sonetto 104 to achieve the same, creating a new virtuosic harp 

work without losing the emotion of Liszt's original. 

The version of Sonetto 104 chosen for this transcription is the piano transcription 

published in 1858 as part of the Annees de Pelerinage Deiixieme Amiee: Italic. This is the 

most famous of all the Sonetto J 04 among pianists and is perhaps performed even more 

frequently than the vocal versions. Since this is such a well-known piece, it is extremely 

important to make only the most necessary and idiomatic aherations to the piano version. 

Fortunately most of the Sonetto 104 translates beautifully to the harp as written. Liszt's 

frequent use of arpeggios and rolled chords in this work creates a quite harpistic texture 

that needs no further alteration. 

In creating a harp transcription, the author has paid particular attention to the 

cadenza-like measures found throughout the Sonetto J04. The first occasion where 

Liszt's notes have been altered for performance on the harp is at m. 35. Examples 39a 

and b compare this measure from Liszt's original with that of the harp transcription. 

Humphrey Searle, .Klu.sic of Liszt. 31. 
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Example 39a: 1858 piano version, m, 35 
-  2  1 3  2 ^ 3 2 1  •  3  2 - 1 -  •  - •  -  •  •  ....a-' 

irnMm 
s 

1 .i,3 J- 3 3 1 2 3 ~ rinforz: 

Example 39b; Harp transcription, m. 35 

I 
m. 33 f j m  -

t . i t  r A  rr^.vV.f I r f F i  

' sS3 ? .1 3 3 

rinforz. 

J acce/. 

As shown in the examples above, the F double-sharps are respelled as Gs in the 

harp transcription. To make this passage as impressive and effective on the harp as it is 

on the piano, the entire section is written as a series of parallel 6th s. The harpist now may 

play this section at quite a rapid tempo, as at all times the two hands are exactly six 

strings apart. 

The next cadenza passage occurs at m. 40. In this case, to play the notes written as 

quickly as Liszt indicates, the author removed the bass notes and divided the treble 

inbetween the right and left hands. Examples 40a and b demonstrate this alteration. 

rTJSfflSJT 
a -H 

^ ^ ^ /A •* 

! 

^ 7 1 
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Example 40b: Harp transcription, m. 40 

3 pocorall-, 
/ ^ f  

'Sm: 

In measures 44-45 Liszt's effective piano writing was replaced with some 

common virtuosic harp techniques. The chromatically descending passage in thirds (m. 

44) is impossible to produce on the harp. This is due to the fact that every chromatic 

alteration of a note requires a pedal change; such a scale in thirds would require two 

pedal changes for every sixteenth note. The author has solved this problem by replacing 

this scale with a two-fmgered glissando in thirds, both descending and ascending. For the 

next measure the harp transcription consists of a two-handed trill, which is for the harp a 

far more idiomatic timbre than Liszt's original tremolo. Examples 41a and b quote these 

two measures from both versions. 

Example 41a: 1858 piano version, mm. 44-45 

II* I 3 , 

riten. 

orescendo e rinforsando 
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Example 41b: Harp transcription, mm. 44-45 
3 

ti, r"m^ 

¥ 

In measure 53 of the harp transcription the right hand now only plays the top note 

of Liszt's figuration so that the left hand notes may remain intact. This is shown in 

Examples 42a and b. 

Example 42a. 1858 piano version, m. 53 

dtmtn. 

Example 42b: Harp transcription, m. 53 

dimm. 
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The final cadenza to be altered for a harp transcription of the Sonetto 104 is that 

occurring in measures 62-63, shown in Examples 43a and b, Liszt writes a sweeping 

arpeggio starting in m. 62 that fits beautifiilly under the harpist's four fingers. In the harp 

transcription the author has extended this arpeggio to allow a show of virtuosity for the 

harpist. For the descending triads that follow the harpist once again only plays the top 

note. This minimizes the necessary pedal changes while creating a fluid, virtuosic sound. 

Starting with the triplets, Liszt's chords remain unchanged in the harp transcription, but 

have been enharmonically respelled for ease of pedaling. 

Example 43a: 1858 piano version, mm. 62-63 

ralleni. 

diminuendo 

perdendo 

Example 43b; Harp transcription, mm. 62-63 

a la cadenza 
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rallent. 

perdendoj^'' 

Besides altering the cadenza passages found in the Sonetto 104, some notes 

throughout the work have been enharmonically respelled to reduce the number of 

required pedal changes for the harpist. To show each respelled note here would be 

superfluous. However, the alteration of the opening measures is worth mentioning. By 

enharmonically respelling many of the notes, only one pedal need be moved back and 

forth throughout the entire passage. All of Liszt's notes remain intact, as can be observed 

by comparing Examples 44a and b. The author has included the harpist's pedal changes 

in Example 44b. 



79 

Example 44a: 1858 piano version, opening 

- I'll, j ~ \>0 

measures 

f 

m >•••-';> fiif 1 r i > > r i 

[jv ^ 
crescendo . 

n—^——n—^—i— i i —  
> ' U*' L 

Example 44b: Harp transcription, opening measures 

Agitato assai 

> 

cresc. 

The final difference between Liszt's original and the harp transcription affects the 

section encompassing measures 54-58. As it is the aim of this transcription to not only 

create a work playable on the harp, but to create an idiomatic virtuoso piece, the author 

has indicated for the harpist to play the melody in harmonics. These harmonics are 

written one octave below the original melody, so that the pitch will sound the same as in 

Liszt's version. The inclusion of harp harmonics adds virtuosity to this work while 

creating a unique timbre not possible on the piano. Examples 45a and b illustrate this 

alteration. 

Example 45a: 1858 piano version, mm. 55-57 
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Example 45b: Harp transcription, mm. 55-57 

In translating the Sonetto 104 del Petrarca for harp, it was the author's aim to 

create a virtuosic, idiomatic work that did not merely sound like a transcription, but an 

original work for harp. By introducing such harpistic techniques as glissandos and 

harmonics, the Sonetto 104 becomes well-adapted to performance on the harp without 

losing any of the musicality or emotion of Liszt's original. The necessary alterations 

made to the cadenza passages simply transfer Liszt's virtuosic piano writing into their 

equivalent for harp The Sonetto 104 del Petrarca, such a beloved piece for pianists, will 

hopefully, through this transcription, become a popular and well-loved virtuosic harp 

work. 
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CH APTER 5 
LATER CONNECTIONS 

Wilhelm Posse 

Biography 

The German harpist Wilhelm Posse (1852-1925) is credited for having a great 

influence on the development of the Russian harp school. His father was known as a 

virtuoso flutist whose concert experiences included a Russian tour with Johann Strauss.'"" 

Wilhelm's earliest musical training came from his father, yet his earliest endeavors on the 

harp were self-taught. 

Acknowledged as a child prodigy, Wilhelm Posse's debut occurred in 1860 with 

the Italian Opera in Berlin where he accompanied the great singer Adelina Patti. Not 

quite eight years old. Posse was so small that metal extensions had to be attached to his 

shoes so that he could reach the harp's pedals."" In 1864, after a concert tour to Russia 

with his father, Posse enrolled at the Neue Akademie der Tonkunst in Berlin where he 

learned piano and violin while studying the harp under the direction of Ludwig Grimm. 

On completion of his studies in 1872 Posse started his twenty-year career as solo 

harpist for the Royal Berlin Opera, and later that year also became the solo harpist for the 

Berlin Philharmonic Orchestra, a position he held until 1903. In 1890 Posse began 

teaching at the Royal Berlin Hochschule fur Musik. Perhaps his most famous student 

during this time was the Russian Aleksandr Ivanovich Slepushkin, who underwent five 

years of intensive study from 1900-1905. Upon returning to his homeland, Slepuskin 

Wenonah Milton Govea, Harpists, 226. 

Ibid. 
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passed on Posse's style to his own students, including the famed twentieth-century 

harpist Maria Korchinska. Posse earned a professorship at this same institution in 1910, 

which he continued until 1923. Another accolade Posse earned during his long career was 

his appointment as harpist to the Kaiser, Richard Strauss visited Posse quite often, using 

his virtuosity and technique as an integral part of his compositions.^''"^ 

Posse transcribed a great deal of piano music for the harp, including Chopin's 

Opus 10, nos. 5 and 11, Opus 25, no. 1, Fantasie Impromptu, and Mazurka Opus 24, no. 

1.'°^ In addition he transcribed many of Liszt's works, which will be discussed later in 

more detail. 

Association with Liszt 

Fortunately for the researcher, Wilhelm Posse's relationship with Franz Liszt is 

well documented in both published letters and diaries. One such diary containing 

countless references to Posse is that of Carl Lachmund, an American pianist who studied 

with Liszt from 1882-1884. In his diary, Lachmund recounts all of his experiences during 

the course of his musical studies in Germany, including masterclasses and private 

gatherings with Liszt. Carl's wife Caroline was a harpist who, during this same time, 

studied with Posse in Berlin. Carl Lachmund's writings depict a vivid portrait of the 

friendship between Posse and Liszt. Lachmund describes the first time Liszt heard Posse 

perform in a passage from June 27, 1883. 

Good words about our friend the harpist had reached the Master 
and he really was anxious to hear him play. At the lesson recently he has 

Ibid.. 228. 

Ibid. 
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asked Posse if he would be so kind as to have his harp sent to the house 
and play for him as he would like to ask a few friends to hear him. Of 
course Posse was elated, ..The Master, though fond of the harp, had been 
so frequently imposed upon that he had grown a little mistrusting; but as 
soon as Posse began his face brightened with pleasure."'^' 

Lachmund writes that, upon Liszt's request. Posse played Parish-Alvars' grand Fantasie 

on Oberon, followed by Liszt's /ivt' Maria. 

When the harpist finished the Fantasie the Master clapped his 
hands very heartily, and also went to the artist to compliment him. With 
some show of feeling he took both hands of Posse, and said: "Bravo! 
Bravo! And many thanks. Since Alvars died 1 have not heard such 
playing.""'^ 

Liszt was so impressed with Posse's playing that he asked to visit the Lachmunds 

to hear Posse again. This musicale took place on the following Monday, July 2, 1883. 

Once again, Lachmund recounts the evening's events in great detail; 

"You know, lieber Meister," 1 ventured, "Herr Posse plays the E-
flat Etude of Chopin on the harp, just as it is written, notwithstanding that 
his famous teacher, old Grimm, once said that it was impossible to play it 
so, on account of the very quick pedal-actions necessitated by the many 
chromatic changes." 

"Ah, dear Posse, you must play that for us," exclaimed the master 
by way of rejoinder. The harpist was embarrassed, for he had not played 
the Etude for some time; but the Master laughingly eased his reluctance. 

"Well, then I will play it for you," he said, arising and going to the 
piano. 

After several prose-filled paragraphs of praise for Liszt's playing, Lachmund 

returns to his narrative account; 

Alan Walker, cd.. The Diary of Carl Lachmund, 199. 

Ibid.. 200. 

Ibid,, 204. 
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"And now you must play it on the harp for us, lieber Posse." Our 
friend could not refuse; and yet, how could anyone play after Liszt? And 
the same piece, and this too on an instrument for which it was not 
originally composed. Posse simply did the best he could. The Master 
watched the harpist's rapid pedaling with interest, and at several times 
called out 'bravo,' and like words of commendation, Posse indeed played 
well, reverentially introducing Liszt's special points in phrasing, as we had 
just heard them, and when he had done, the Master gave him hearty praise 
for the difficult feat.^"^ 

Later in the evening Posse played a Theme and Variations by Louis Spohr,^'® which Liszt 

did not care for. When asked if he cared for Spohr as a composer in general, Lachmund 

recounts Liszt's reply: "Some of his things 1 like quite well.""' 

In a subsequent entry from Lachmund"s diary dated July 7 to July 14, 1883, 

Lachmund describes the arranging of yet another musicale to take place at Posse's 

residence, as well as the meeting of Posse and Liszt's biographer, Lina Ramann. 

[ Lina Ramann] immediately asked about Herr Posse of whom, she 
said, Liszt had been talking ever since she came. Posse and I were 
standing near and Mrs. Lachmund beckoned to us. We asked her. . to 
come to Herr Posse's rooms in that evening to hear him play his new 
arrangement of Liehestraum and other things, [She was] delighted, and 
later she arranged with Posse to assist her in writing something about Liszt 

117 
and what he had done for the harp. 

In addition to knowing Posse as a great harpist and friend, Liszt also had the 

opportunity to hear Posse's transcriptions of Liszt's own piano works. Posse's "new 

arrangement of Liebestraunf is mentioned above. In fact. Posse transcribed all three of 

Ibid., 206. 

This is most likely the variations on "Je suts encore dans mon printemps" 

Alan Walker, cd.. The Diary of Carl Lachmund, 207. 

Ibid., 217. 
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IJi&zt'^ Liehestrdiime and all six of his Comolatiom.^^^ Lachmund describes Liszt's 

impression of Posse's transcription of the third Liehestraume, as well as his own 

compositions, performed on July 12, 1883. 

Posse gave a group of harp solos, among them his own Scherzo 
and Etude, in which he had broken away from the hackneyed harp 
arpeggios. The Etude, a succession of rapid fairy-like chords, seemed 
especially to please Liszt who sat motionless with his chin resting on one 
hand until the end. Then he exclaimed; 

"Now that is something new in harp style. You deserve praise for 
these pieces." 

The harpist was making a transcription of a Liebestraim, and he 
now showed Liszt a cadenza he had written for this in place of the original 
one in the piano piece, which was unsuited to harp technique. The Master 
examined it with interest and evidently was well pleased with the 
substitution, for he said with a smart jerk of the massive mane: "Pch! That 
is superb. It is better than my own." 

Liszt then asked him to play the Liebestraum. Posse complied 
rather reluctantly, as he had not quite finished the arrangement, nor had he 
yet practiced it. The Master and all of us were much pleased with the harp 
setting of the piece. 

Liszt was so impressed with Posse's transcription abilities that he even requested 

his own Angelus!, Priere mix anges gardiens from the Annees de Pelerinage, vol. 3 to be 

Posse's next endeavor. Lachmund once again narrates in a passage dated July 24 to 30, 

1883. 

Liszt was glad to see [Posse]. He asked him to remain after the 
lesson as he had finished a prelude for the. Liebestraum}^^ written 
especially for the arrangement Posse was making of this piece. [He 
showed us] his Angelus, originally written for string quartet, which he 
wished the harpist to transcribe.. .He had written the piece out on a 

'' ̂ Dominique Piana, "Franz Liszt and the Harp." 2.3. 

* Alan Walker, cd.. The Diary of Carl Lachmund, 222. 

Laclummd is referring to Liehestraume No. 3, wMch contains a prelude and postlude specially 
composed by Liszt for Posse's arrangement. 
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separate sheet with suggestions as to its treatment, and some nice words 
for Posse as a memento.'"^ 

Posse completed his transcription of Angelus by early August, and premiered it on 

August 10, 1883 at the home of the Lachmunds.As all of Posse's performances, it was 

received with great reviews. 

While there are numerous mentions of Wilhelm Posse and lengthy narratives of 

his interaction with Liszt in the diaries of Carl Lachmund, there are other sources 

documenting the relationship between Posse and Liszt. One of these is a September 1883 

quote from Albert Morris Bagby, an American pianist who illustrates one night of music 

at Liszt's home. 

After supper Wilhelm Posse of Berlin, who visits the Master every 
summer for a few days, played his own arrangement for the harp of Liszt's 
Liehestraum. The Master said to me, "In my opinion Posse is the greatest 
harpist since Parish-Alvars;" no more need be said... Liszt repeatedly 
expressed his joy over Posse's wonderful music and thanked him warmly 
for it. To our great delight he himself went to the grand piano and played 
his first Liebestraum, to which he then added a long improvisation Posse 
then played Chopin's Etude in A Major and his own Scherzo. 

A letter from Liszt to Posse dated April 25, 1884 is a final testament to their 

ongoing friendship. 

Dear fellow-artist and friend. 

It is always a real joy to marvel at your brilliant, glittering and 
thoroughly musical capabilities I would particularly thank you for your 
kind readiness to play harp solos at the next Tonkunstler meeting at 

Alan Walker, cd.. The Diary of Carl Lachmund, 232. 

Ibid, 243. 

Wenonah Milton Govea, Harpists, 227. 
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Weimar... If you would allow me, 1 would like to recommend that you 
play on this occasion either Parish-Alvars' Oheron transcription or the E 
Major Etude by Chopin and the third of my Liebestraume so splendidly 
transcribed by yourself. Perhaps you could also find room for the 
Angelus.^^'^ 

From the extensive documentation of their relationship it is evident that Liszt held 

Posse in extremely high regard as a harpist and transcriber. In fact, Liszt continued to 

consult with Posse concerning the use of harp in his orchestral works up until his death in 

1886. However, Liszt's friendship with Posse appears to have extended past their respect 

for each other's musical talent. Lachmund tells of a dinner Posse gave in honor of Liszt 

on July 8, 1883. Instead of describing musical performances, which seem not to have 

taken place on this evening, Lachmund tells of their card games (all of which Liszt won) 

and cigar smoking. 

The benefits of the close musical and personal relationship between Wilhelm 

Posse and Franz Liszt have left harpists with several transcriptions of Liszt's solo piano 

works, invaluable in that they were written under the direction of the composer himself. It 

is fonunate that such detailed accounts of the interaction between Posse and Liszt exist, 

painting a vivid portrait of the friendship of these two great musicians. 

'"Valse Ouhliee No. /" 

History of Composition 

By the early 1880s Liszt was often filled with a universal sadness, descending 

without warning and threatening to overwhelm everything he did. He told Lina Ramann, 

Ibid. 

Alan Walker, ed. The Diary of Carl Lachmund, 219. 



"I carry a deep sadness of the heart which must now and then break out in sound.'"''' In 

this despair, Liszt composed new music which bitterly failed to find an audience. These 

late pieces were all but forgotten for many years. A "conspiracy of silence"had fallen 

on them, which has not been lifted until modern times. The music of Liszt's old age can 

be divided into three categories: the music of retrospection, the music of despair, and the 

music of death. The first category includes pieces in which a troubled spirit seeks 

consolation in the memories of the past. "Liszt referred to this music as his "forgotten' 

pieces, a sardonic reference to compositions that were forgotten before they were even 

played, because they often went by such appellations as Valse Ouh/iee, Polka Oubliee, 

and Romance OuhHee 

Liszt composed four ''Valses Oubliees'' or "Forgotten Waltzes" between the 

years 1879 and 1886. No. 1, composed in 1881, is the most widely known of the set, and 

h a s  a n  " i m p r o m p t u  s t y l e  w i t h  a n  a c i d  f l a v o u r  s u g g e s t i n g  b i t t e r - s w e e t  m e m o r i e s . O f t e n  

referred to as the "Valse Elegantiqiie,'' the Valse Oiihliee No. / is a "nostalgic evocation 

of the past."'^^ This piece is an accurate representation of Liszt's late compositional style, 

which is characterized by short works, sparse piano writing, and a straying from tonality. 

Alan Walker, Franz Liszt: The Final Years, 1861-1886, (New York: Alfred A. Knopf, 1983), 437. 

Ibid., 438 

Ibid. 

Ibid. 

Herbert Wcslerby. Piano ii'orks. 136. 

Humphrey Searle, Music of Liszt, 114. 
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Although Liszt was suffering from a long-term depression, John Ogdon states that 

the four Valses Oiihliees disprove the statement that Liszt's last years were entirely 

gloomy. Ele describes the first waltz, immortalized by the virtuoso pianist Horowitz, as 

"almost Scriabinesque in its mystic watchfulness."'^^ Watson describes the work as a 

"dance fantasy," an extrovert foil to the meditational, introverted "elegy" works that in no 

way suggests a tired old man.'^^ 

The Valse Oubliee No. 1 is in F-sharp major, but begins without a key signature. 

These opening sixteen measures are filled with minor and diminished seventh chords, and 

obscure any tonality whatsoever. Example 46 shows these measures in their entirety. As 

can be observed through analysis of the following, every alternating chord (starting with 

the second) is a g-sharp diminished seventh. 

Example 46: Opening measures of Valse Oubliee No. 1 
Allegro 

I 
m 

P 

m ? 
senza Ped. 

li % 
m 

Alan Walker, cd.. The Man and His Music, 166. 

Derek Watson, Liszt. 157. 



90 

— [— 

-vb—^^— —y-j— 
«/ • 

mp 

1 = 

Even when the waltz theme first appears in m. 17 there is no solid definition of F-

sharp major. The first F-sharp major chord does not even appear until m. 21, and 

throughout the work Liszt makes no attempt at definitively determining a distinct 

tonality. However, Liszt preserves a conventional phrase structure, as from this first 

appearance of the theme the work divides quite well into 8-measure phrases. Following 

the waltz theme, quoted in Example 47, Liszt writes a scherzando nan legato passage 

lasting forty measures, quoted in Example 48. 

Example 47: Waltz theme, Valse Onhliee No. I 

con g^rajsta 

ms 

s * 
i 

S 

[2 

s I 
S".  ̂ S; Jf: 

Example 48: Scherzando non legato, Valse Onhliee No. 1 

n 
—t—ja—t- & r r i r 

^ii 

-rmr 
y feL 

f r r i  r  

•3f 
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After the end of the scherzando nan legato, containing no key signature, Liszt 

composes a new theme in octaves starting at m. 89, where there is a modulation back to 

F-sharp major. This theme is shown in Example 49. 

Example 49: Octave theme, Valse Oubliee No. 1 

> 

^ appassionato 

Following the statement of this theme is an exact repetition of the opening sixteen 

measures, leading into an abbreviated restatement of the waltz theme in the surprising 

key of g minor. A transitional section returns the F-sharp major key signature and heralds 

an elaborated amoroso transformation and development of the octave theme. 

Example 50: Octave theme transformed, Valse Oubliee No. I 

p amoroso 

legato 

This transformation, beginning at a piano dynamic level, eventually fades away 

into a one-voice restatement of the waltz theme This dolce passage retards and the piece 

ends, still with no cadence, on a lone C-sharp. 
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Example 51: Final measures, Vahe Oubliee No. I 

-r* —r 

dolcissimo 
tm poco rit 

& 
/r\ 

Transcription for Harp 

In creating a harp transcription of the Valse Oubliee, the major issue to resolve is 

the excessive chromaticism, hand in hand with the abundant occurrence of double-sharps. 

To play all of Liszt's original notes as written requires a near-impossible amount of rapid 

pedal changes. The solution to this problem was surprisingly simple. By enharmonically 

transposing the F-sharp major sections of this piece to G-flat, several pedal changes can 

be eliminated. The reader will recall from Example 46 that Liszt's piano work begins 

with no key signature. However, by starting with a G-flat major signature, the opening 

16-measure chord sequence requires only one pedal to be moved back and forth between 

two positions. Examples 52a and b compare the first few measures of Liszt's original to 

the harp transcription. In example 52b the author has included the harpists' pedal 

changes. 

Example 52a; Opening measures, piano original 
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Example 52b: Opening measures, harp transcription 

Dh, BK B, F^, &, A, i 

Harp 

i  i i ' t  

Dj Dt 

i 

3^ \ H 

Another example of the advantage of this enharmonic transposition can be seen in 

the scherzando nan legato section, excerpted in Examples 53a and b. The author has 

written the harpists' pedal changes for both versions for clarification. As can be seen, the 

piano version proves awkward to perform on the harp, since the E and G pedals are 

located on the same side of the harp and would need to be moved by the same foot. At 

such a rapid tempo as is required, this is nearly impossible. 

Example 53a: Measures 51-53, piano original 

ate ̂
' r r r i  r  

J 
^ r r i' r 
4 \ m S i 1 

Example 53b: Measures 51-53, ham transcription 

iia 

I 
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As stated previously, only the sections of the Valse Ouhliee in F-sharp major were 

enharmonically transposed. Besides adding a key signature to the opening (and also its 

recapitulation at m. 107), the other modulations were left intact. This led to a pleasant 

occurrence at m. 124. By retaining the key signature of g minor and leaving the notes 

exactly as Liszt wrote them, this section is played on exactly the same strings as the first 

occurrence of the waltz theme starting at m. 17. This aids the harpist in memory, as each 

note, and therefore placing and fingering, is left intact. Only the pedal settings differ. 

Examples 54a and b provide the opening of each section for comparison. 

Example 54a; Measures 17-20, harp transcription 

^ J., i., i, ir - * n M—i n ̂r- • ^ n 
^ -i'. J^J * 

con grazia 

<»}:, 1^ u 1—i^ 

J—p * J 

t-R-

[J-

> ^ r 

J • 

; ff . 4—1 
i 
4— 

Example 54b: Measures 124-128, harp transcription 

dz: S 
FS 
O 

con grazia 

y I f 5 

One occasion where Liszt's notes were altered out of necessity is in the section 

beginning at m. 89. In the original Valse Ouhliee the pianist is required to play a three-

voice texture, the left hand pulsating rapidly between a chord and a single note. In most 

cases the chord tones of the left hand are doubling the melody in the right hand. This can 



be observ ed in Example 55a. The aim in creating a harp transcription of the Valse 

Oubliee is in writing an idiomatic work for this instrument. Therefore, for an effective 

performance, the chords were removed. This makes it possible for the harpist to play this 

section at the same tempo as a pianist, without being dragged down by having to place 

and play the lefl hand chords. Example 55b illustrates this change in the harp version. 

Example 55a: Measures 89-91, piano original 

Example 55b: Meaures 89-91, harp transcription 

appassionato 

J crtr 
The final alteration to the Valse Oubliee involves adding, rather than removing. 

notes. On the harp, one pitch can be produced on two separate strings at any time, 

without moving any pedals. This technique is the use of harmonics, and affects the final 

17 measures of this work. The single right hand voice, in the harp transcription, is 

doubled by the left hand an octave lower in harmonics, therefore creating two identical 

pitches. For a change in timbre, on the repetition of this phrase at m. 201 the harpist is 

instructed to play their right handpres de la table, or near the soundingboard. This 
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creates a muffled and slightly more staccato sound. At m. 206 the right hand returns to its 

normal position, and for the last note yet another octave is added below for a sense of 

finality. The final 17 measures of each version are quoted in the examples below. 

E-xample 56a; Final measures, piano original 

Pi 

dolce 

* 

/T\ 
-5^ 

dolcissim-o 
-um, poco rii-

/r\ 

Example 56b: Final measures, harp transcription 

i 
u 

m m 2=^ 

SEE i 
-f 

pdlt-

£ "J jm o 
._u 

i 

dolcissuno 

3^ 

un pocdra; 

"77^ 

P & i 



Alfred Brendel berates pianists for performing the Valse Oubliee at too rapid a 

tempo, destroying its original character.He would therefore be pleased that, due to the 

still abundant amount of rapid pedal changes in this work, it is hardly possible for the 

harpist to rush its tempo. The dance-like character of the Valse Oubliee, a "nostalgic 

evocation of the past," is well suited for the harp. After a simple enharmonic 

transposition and minor alterations, the transcription of Liszt's Valse Oubliee becomes a 

charming virtuosic work which will hopefully become a lasting part of harp repertoire. 

Alfred Brendel, Me of All People: Alfred Brendel in Conversation with Martin Meyer, trans. Richard 
Stokes. (Ithaca; Cornell Universitj' Press, 2002), 164. 



CH APTER 6 
CONCLUSION 

The main objective of this document has been to investigate the suitability and 

aptness of performing the solo piano music of Franz Liszt (1811-1886) on the harp. By 

dividing Liszt's career into four periods and examining the various connections he 

retained with harpists with during each of these periods, it is clear that the timeline of 

Liszt's biography coincides with that of many of the first harp virtuosi. As shown through 

a discussion of the Erard firm, several of the most important technical developments of 

the harp also occurred during this time period. 

Liszt was at the center of many of these developments and the connections he had 

with harpists throughout his life are worthy of research. By tracing the relationship of 

each of these harpists with Liszt, including how they became associated with Liszt, the 

scope of their work together, and their influence on his life and compositional style, it is 

evident that these connections have great importance in the history of Liszt, his music, as 

well as to the harp and its repertoire. 

There has, since Liszt's lifetime, been much interest in researching both the 

composer's biography and his music. Many authors have attempted to identify the 

influences that played a role in his career, whether they be his homeland, prior 

composers, or virtuosi such as Nicolo Paganini. The author would like to suggest, after 

extensive research, that these harpists, through their interactions with Liszt, were also 

instrumental in influencing Liszt's life and music. Unfortunately, there has not been 

equivalent research interest in the harpists living at the same time. Therefore, researching 

the influence harps and harpists had on Liszt is not only relevant for Liszt scholars. 



suggesting a new perspective on some of his music, but will also draw well-deserved 

attention to these great harpists and their musicological roles. 

During the past century, harpists, starting with the aforementioned Wilhelm 

Posse, and, more recently, Dominique Piana, have taken an interest in transcribing Liszt's 

solo piano works for their instrument. Some of these transcriptions, such as Henriette 

Renie's "Consolations" and ''Liebestrdume" have become popular but have never 

achieved a true place in the concert hall. As part of this research project the author has 

completed four of her own transcriptions of Liszt's solo piano compositions, 

corresponding from each of his four life stages, included in the following appendices. In 

order to demonstrate why these are idiomatic for performance on the harp, this document 

has examined and explained any changes made from the original to the transcription. 

The author has taken the transcription process ftirther than the previously 

mentioned transcribers by choosing pieces that, in most part due to excessive 

chromaticism, are not at first glance accessible to the harpist. She has then converted 

them with only the slightest and most idiomatic alterations into virtuoso works of the 

same caliber as Liszt's originals. The reasoning for doing so is that even those pieces that 

are not immediately identifiable as "harp-accessible" still have characteristics observed in 

and adaptable to the harp repertoire. The author's intent in these transcriptions is to 

stretch the limits of the harp just as Liszt stretched the limits of the piano in the original 

versions. These transcriptions are ready for publication and will hopefully become 

valuable additions to the harp repertoire. 
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The purpose of this document is to demonstrate the important lifelong 

connections between Liszt and significant harpists of his time, as well as to introduce 

readers to four new virtuosic harp transcriptions. The author has proven the 

appropriateness of performing Franz Liszt's music on the harp by examining the 

connections and interactions Liszt had with harpists throughout his lifetime. By 

transcribing four of his compositions, she also has shown that many of his solo piano 

works are effective additions to concert harp literature. 
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APPENDIX A 
HARP TRANSCRIPTION OF ''Huit Variations, Op. F 

Huit Variations 

Thetna 0-92 A, 

Fran2 Liszt 
trans. Vanessa R. Sheldon 
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.appendix b 
HARP TRANSCRIPTION OF 'Tjrande Etude de Paganini No. r 

Paganini Etude No. 4 
Franz Liszt 

trans, Vanessa R. Sheldon 

Haip 

cresc 

'm 
m 

fr 

BI0 B 
Bt 
Gi dim. 



118 

poco a poco cxesc. 
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APPENDIX C 
HARP TRANSCRIPTION OF ''Sonetto 104 del Petrarca' 

Sonetto 104 del Petrarca 
Franz LiS2rt 

trans. Vanessa R. Sheldon 
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APPENDIX D 
HARP TRANSCRIPTION OF ''Valse Oubliee No. V 

Valse Oubliee No. 1 
Franz Liszt 

trans. Vanessa R. Sheldon 
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