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ABSTRACT

Before the completion of the Etudes d texecution transcendante 

in 1852, there were two previous versions, the germinal Etudes en forme 

de douze exercises, written in 1826 when Liszt was sixteen and under 

the influence of Czerny, and the ambitious Douze Grandes Etudes, com

posed in 1839o

This document, in presenting the results of structural, har

monic, compositional, and digital analysis, purports to show Lisztr s 

building and refining processes which resulted in the final version.

All three versions of each etude are considered synoptically within the 

categories of Sound, Form, and Harmony, enhanced by copious musical 

examples.

The appendices contain the only known English translation of 

the critical notes to the 1826 and 1852 versionse -

xix



CHAPTER 1

INTRODUCTION

Statement of the Problem 

The purpose of this paper is to determine to what extent the 

Etudes d*execution transcendante (1852) are derived from the Etudes 

en forme de douze exercises (1826) and the Douze Grandes Etudes (1839)0 

The three versions of the Etudes d !execution transcendante 

convey a "picture of Liszt*s pianistic personality in seed* growth*
I

and finally in self-clarification,,n The first version of the studies 

(1826)* written when Liszt was still under the influence of his teacher* 

Carl Czerny* reflect Czerny*s formula of evolving a whole study from a 

single melodic and/or rhythmic germ with no formalized repetition,. The 

later two versions* employing one of the richest harmonic palettes of 

the nineteenth century* reveal how Liszt developed Czerny*s formula 

into an ingeniously structured use of the theme and variation principle0

Transcendental Technique 

During the nineteenth century* keyboard technique was dominated 

by a **method of dreary finger exercises with high-finger action* high 

wrist movement* rigid arms * and a conformity to a rigid academic tech

nical style and movement at the expense of adaptability and

1o Ferruccio Busoni* The Essence of Music* trans„ by Rosamund 
Ley (London: Rockcliff Publishing Corporation* 1957)* p „ 154„

1



2flexibility otf To some extent, the first version of the studies is a
3

reflection of this "German professor school0" With the advent of the

second and third versions, it was clear that the then current theories

of keyboard technique needed drastic alterations if piano students were

to be able to attempt such works0 Another contributing factor to this

need for change was the improvement in piano actions from a light,

shallow touch to a deeper, heavier one. Unfortunately, Liszt failed to

analyze his methods of performing and impart them to his students so

that they could carry on a new pedagogy0 It was true that some of his

students did play somewhat like their teacher; however, in their own

teaching, they continued to adhere to the old ways of piano instruction,,
4It was not until Ludwig Deppe began to watch Liszt play and analyze 

what he observed that an explanation of the nature of transcendental 

technique and its application to the future of piano pedagogy became a 

hopeful realityo

Deppe, in studying Liszt's playing, saw that this this technique 

apparently lay "primarily with the use of the arm and its carefully 

balanced weight, and that the hand should be carried about in the arm, 

and the finger in the hand, leaving them free and supple until they are 

needed instead of making the finger go through incessant still hand

2„ Thomas Fielden, "The History of the Evolution of Pianoforte 
Music," Proceedings of the Musical Association, Fifty-Ninth Session 
(London: Leeds, 1933), p „ 35-59 0

3 o Ibid.9 p. 51.

4. Ludwig Deppe (1828-1890), German pianist and teacher.
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exercises 9 bearing the burden of the weight of the arm0 ff̂  According 

to Amy Fay, one of Deppe's students, Deppe was successful in his anal

ysis of Liszt's techniqueo Miss Fay had previously studied with Kullak 

and Tausig of the "German professor school0" After Deppe, she studied 

with Liszt; therefore, her comments on the teachings of these gentlemen 

are invaluable sources of information regarding piano technique at that 

time.^ Later, Theodore Leschetizky organized Deppe's theories into a 

practical method,, Others, such as Rudolf Breithaupt, Tobias Matthay, 

and Willy Bardas, followed in the wake of this revolution.

Therefore, rather than defining the term "transcendental tech

nique," which, if you wish, is technique which "transcends" the limits 

of anything experienced, the writer is attempting to explain briefly 

the physical basis of transcendental technique, Liszt's manner of 

playing, apparently, was the foundation of many of today's approaches 

to the problem of piano technique.

Editions

The First Version

The first version which bears the title Etude pour le piano

forte en quaurante-huit exercises was published in 1826 by Boisselot in 

Marseilles, The work was planned in forty-eight exercises utilizing 

all of the major and minor keys, but only twelve were realized. Of

5, Fielden, Proceedings, p, 52,

6, Amy Fay, Music Study in Germany in the Nineteenth Century, 
(New York: Dover Publications, Inc,, 1965 [Reprint of the same work 
published by A, C, McGlurg and Company, Chicago, 1880]),



interest is Boisselot1s use of the word "etude" in the singular on the 

title page0 Is it possible that he meant to use it as a generic term? 

Or is it merely a typographical error corrected in later editions? Of 

greater interest is the opus number 6 on the title page, Busonif s re

search turned up two volumes of variations, op0 1 and op, 2, an im

promptu op, 3, and Deux Allegri de Bravura op, 4 0 He assumed there was 

a fifth opus but could find no proof of its existence,,^

Hofmeister, in 1835, published this same volume of studies as 

opus 1, which, according to Busoni, shows it to be the first work of 

Liszt7 s to be published in Germany0 The title page differed greatly 

from that of the Boisselot edition. The reader is informed that there 

are twelve exercises (Etudes pour le pianoforte en douze exercises) and 

that this is a "travail de la jeunesse," that is, a work of youth.

Since Liszt was no longer an adolescent in 1835, but a growing artist 

and composer, Hofmeister was apparently asking for the reader7 s indul

gence.

The source of many of the principal melodic and harmonic ideas 

of the later two versions may be traced back to these twelve exercises,

Czerny7 s influence is present, not only compositionally, but in the
8careful insertion of metronome markings and tempo indications,

7, Busoni, The Essence of Music, p, 157,

8, It is possible that, since the metronome has improved con
siderably since that time,, our modern metronomes will not correspond 
exactly in speed to what Liszt was using.



The Second Version

This new edition of the twelve etudes, entitled 24 Grandes 

Etudes Pour Piano appeared almost at the same time in Paris (Schles- 

inger), Vienna (Haslinger), and Milan (Ricordi)0 Twenty-four were

announced but only twelve were realized0 Busoni gave the date of the
9 10new edition as 1837, Humphrey Searle listed it as 1838, and Sitwell

listed the Haslinger edition as 1 8 3 9 The Ricordi edition bore a

separate dedication to Czerny in the first part and to Chopin in the

second part0 The other two mentioned editions were both dedicated to
12Czernyo Busoni was mistaken, according to Searle, in claiming that

all three of these historic publications corresponded with each other0

Searle pointed out that there was a difference between the rendering

of number four (later known as tTMazeppan) in the Schlesinger and in the

Haslinger editions0 Number eight in the Schlesinger edition, according

to Searle, was given the title of "Pandemonium” (later, "Wilde Jagd")0

The second version is of the greatest historical significance

in its evidence of Liszt1s technical prowess and also in the light that
13it throws on the general development of pianism* Sitwell felt that 

this 1839 edition was closest to what Liszt wantede Busoni declared

9 o Busoni, The Essence of Music9 p0 1580

10o "Franz Liszt," Groves Dictionary of Music and Musicians,
ed0 Eric Blom, 5th edition (London: MacMillan and Co., Ltd., 1954),
V, pe 277 o

11« Sacheverell Sitwell, Liszt (New York: Philosophical Li
brary, Ince, 1956), p e 57 e

120 'Groves Dictionary, V, p0 277 0

13 e Sitwell, Liszt, p0 57 e



that Liszt had "suspassed all available and imaginable possibilities of 

the piano, and (that) he never made such an immeasurable stride 

a g a i n o B u s o n i  did qualify this remark by saying later in the light 

of the musical refinements of the third version that !rfirst he (Liszt) 

learned how to fill out and later learned how to leave out0 n*^

A slightly altered version of etude number four of the 1838 

(1839) edition of the studies was composed, according to Searle, in 

1840, and was published by Schlesinger in Paris in 1847, bearing the 

title "Mazeppa0fT This was also published later by Has linger in Vienna 

(no date) <,

The Third Version

The Etudes dTexecution transcendante were composed, according 

to Searle, in 1851 and published by Breitkopf and Hartel in 1852, They 

were dedicated to Czerny, It was not until 1966 that the 1852 edition 

was republished, in agreement with the original publishers, by Gregg 

Press in England and printed in Western Germany, It is this edition 

which will form the basis of research and analysis in this paper and,

hereafter, will be referred to as B & H,

The third version takes on as its primary purpose the creation 

of a series of tone paintings. To this end, Liszt brought about many

refinements from the second to the third version. He also attached

14, Busoni, The Essence of Music, p, 158,

15, Ibid,, p, 158,

16, Groves Dictionary, V, p, 277,



poetic titles to ten of the etudes0 The second and tenth studies re

main untitled0 Of interest to the pianist aspiring to master the major 

works of Liszt is the fact that the third version is a repository of 

the keyboard problems found in the other works0

Method of Treatment 

The possibility of organizing the etudes into chapters by mood, 

length, or any other such consideration must be ruled out0 These 

etudes, in both their second and third versions, were performed as a 

unit by Liszt and many of his disciplese In deference to Liszt*s per

formance practice regarding the etudes, the writer is keeping the etudes 

in their proper sequence0 They are arbitrarily divided among four chap

ters of three studies each* There is no separate consideration of each 

version but rather a synoptic consideration of all three versions, under 

the headings of Sound, Form, and Harmony0

As Liszt was most occupied with sound in his refining process 

toward a pictorial impression in the final version, this must receive 

our first consideration.. Having direct bearing on sound in these 

etudes are digital facilitation, texture, and stratification of sound0 

Digital facilitation is defined here as the rearrangement of a pianis- 

tic problem in order, usually, to bring about a more effective execu

tion of a musical problem0 Texture is the disposition of horizontal 

and/or vertical elements in keyboard writing*, Stratification of sound 

is the arbitrary partitioning of the keyboard into usually four basic 

areas of sound, Liszt, in doing this, was creating the illusion of an
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orchestrae All of these factors have individual bearing on sound, but 

of necessity often overlap0 .

Structural changes brought about by the addition or removal of 

musical sections, the transference of broad formal schemes, phrase pat

terns, and recurring rhythmic and melodic figures are included under 

"Form."

The third and last category, harmony, determines what harmonic 

relationships dominate in major changes from one version to the next. 

Aspects of harmonic similarity, where significant, and contrasts of 

harmonic color between versions are considered.

At the end of each section is found a statement summarizing the 

findings of the preceding analysis. The final chapter is devoted to 

formulating major conclusions based on all of the material submitted.

Appendix A includes an English translation of the critical 

notes to the first and third versions as found in the B & H edition. 

Appendix B contains twelve graphs which give a comparative view of the 

versions of each etude.



CHAPTER 2 

THE FIRST, SECOND, AND THIRD ETUDES 

The First Etude

The first version of 1826 is a short study in rounded binary 

form involving arpeggios, broken chords, broken octaves, and sequential 

four-note patterns0 It contains 36 measures in C time, marked Allegro 

con fuoco with a metronome indication of 132 to the quarter note0

The second version, containing 23 measures in C time, is marked 

Presto with no metronome marking0 Binary by design, this 1839 version 

contains arpeggios, staccato chords, trills, and sequential four-note 

patterns with added tones0

The third version of 1852 which bears the title of "Prelude" 

contains 23 measures; it is identical with the 1839 version in length 

and formal structure, although there are some minor differences0 

Marked Presto, it has a metronome marking of 160 to the quarter note0 

Both the second and third versions serve as an intonazione, 

allowing the performer to investigate the resources of his instrumento 

Busoni spoke of the 1852 version as "less a prelude to the cycle than 

a prelude to test the instrument and the disposition of the performer
I

after stepping on to the concert platform,,"

lo Ferruccio Busoni, The Essence of Music, trans„ by Rosamund 
Ley (London: Rockcliff Publishing Corporation, 1957), p 0 1610



Scnmd

Between the second and third versions, there are only minor . 

differences in sound producing materials0. Figure 1 and Figure 2 demon

strate a thinning of texture from the second to the third version in 

order to allow the left hand to put its full force on the appoggiatura , 

note (A flat) doubled at the octave0 Figure 1, the 1839 version, shows 

a roll on a diminished seventh chord which would delay the stress on 

the A flato In view of the desired tempo, the later example from 

version three is preferable to that of the second version*

Figures 3 and 4 occur at the final cadence of the last two ver

sions * The 1839 rendition leaves the responsibility of obtaining the 

desired FFF to the left hand * This lessens the importance of the right 

hand? s material* Liszt, in the 1852 version, "orchestrated" this plagal 

cadence by adding the other notes of the subdominant chord where the 

accent is needed *

Attention should be given to the leap in the left hand in 

Figure 4 and the octave displacement on the final chord * The indicated 

pedaling in the final bar takes in three levels of sound*

Form ' -X: : /  - W  '-T-:

The 1826 version,.in rounded binary form, has a clear return of 

its first theme * The 1839 and 1852 versions, being binary by design, 

do not recapitulate the first theme* The "B" section of these two ver

sions (bars 14 to the end) is derived from the coda of the first ver- 

sion (bar 43 to the end) and not the first version*s secondary material 

(bars; 5 to 19), as might be expected* In fact, the later two versions '
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are based on the concluding 17 bars of the first version (see Figure 5). 

This is unusual; all of the remaining etudes use the first part of the 

first version as basic compositional source materials.

Harmony

The ascending sequential four-note patterns of the first ver

sion form with the bass line a series of secondary dominants resolving 

to their tonics (see Figure 5). In the 1839 and 1852 versions, Liszt 

added color tones which created a series of secondary dominants with 

augmented fifths. This, of course, was an addition to the technical 

problem. From the standpoint of interpretation, it created a longer 

line as the altered tones represent partials more distant than the 

seventh and therefore slur the pull of the dominant chord within the 

momentary tonality.

Figures 6 and 7 indicate a change of harmonic color from the
0

second to the third version. Liszt substituted for the 114 a V I. L.
3

The use of the Vil as a borrowed chord from the parallel minor is rare 

compared to the use of the 11^ . Liszt has also spaced the Vl-L chord 

in such a way as to create a more open sound.

Attention should also be given to the manner in which Liszt ex

tended harmonically the two concluding cadence bars (bars 29 and 30) 

before the coda of his first version (see Figure 5) into three bars of 

staccato chords roaming far afield into areas of the Neapolitan and 

mediant in the second and third version's bars 9 through 11 (see Fig

ures 6 and 7).



Summary

The significant formal transference from the first version to 

the later two is the use of the first theme? s return and a coda from 

the first version as the compositional basis of the second and third 

version.
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Figure 2. Bars 13 and 14 of the third version, the Etudes d'execution 
transcendante, page 5, Etudes II.2, the B & H edition. 
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Figure 5. Bar 31 to the end of the first version, Etudes ~ forme de 
douze exercises, page 2, Etudes II.1, the B & H edition. 
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Figure 6. Bars 9 through 12 of the second version, the Douze Grandes 
Etudes, page 35, Etudes 11.1, the B & H edition. 
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Figure 7. Bars 9 through 12 of the third version, the Etudes 
d'execution transcendante, page 3, Etudes 11.2, the 
B & H edition. 
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The Second Etude

The 1826 version is a short study in rounded binary form. Sig

nificant features are the broken octaves in 16th note triplets occur

ring first in the right hand and later in the left hand, a rising 

sequential three-note pattern and arpeggios and scales0 It contains 39 

measures in 3/4 marked Allegro con moto with a metronome indication of 

100 to the quarter note0

The second version of 1839 is longer than the first, with 94 

measures in 3/4 time marked Molto Vivace for the first six bars and 

Tempo Giusto for the remainder of the Etude0 There is no metronome in

dication, It is built on a three-part scheme employing continuous de

velopment and variation of the thematic material. Features of keyboard 

technique are as follows: repeated notes with every other note doubled

at the octave, the rising sequential three-note figures borrowed from 

the first version, staccato chords, wide skips and alternating double 

notes,

The third version of 1852 is slightly longer than the second, 

containing 103 measures in 3/4 time with a metronome indication of a 

quarter note equaling 152 - 160 and a tempo marking of Molto Vivace, 

This etude, in common with the one in F minor, has no title. The form, 

continuous development, and variation of the thematic material cast in 

a three-part structure, resembles that of the second version. The key

board technique which is greatly simplified contains "hocketing" oc

taves and chords, the rising sequential three-note figures, double 

notes, staccato chords, and wide skips.



Sound

Liszt9 in moving from the second to the third version, altered 

the sound complex of the main thematic material, as shown in Figures 8 

and 90 The repeated notes, with every other one doubled at the octave 

in the right hand of version two, are changed to consecutive octaves 

in the right hand in version three. The stratification of sound is 

thereby reduced from four to three levels resulting in a clearer 

"orchestration" of the theme.

In the 1852 version, Liszt achieved a crescendo before the mid

dle section by expanding intervals into open-spaced chords in the right 

hand, alternating with single notes and octaves in the left hand (see 

Figure 10), The keyboard technique is clearly a percussive use of the 

hands, much like performing on the tympani. Contributing to the re

sulting sound are the acoustical properties of the intervals used, In 

Figure 11, the corresponding section of version two, one notices a cer

tain tediousness in the multiple problems within such a small space: 

two against three, repeated notes, held notes, and displaced broken oc

taves, The pianist has little working for him toward the desired FFF 

and would have to rely on sheer force of arms.

Form

All three versions employ a similar three-part scheme, and all 

three versions use the second part of the theme as representing a re

turn of the theme in their final sections.

There are many transferences of material from the first version 

to the later two versions. The most noticeable carry-over is the theme
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and the two-part writing in the left hand in which the theme appears 

inverted in the bass. Compare the opening bars of the first version 

with the seventh and succeeding bars of the later two versions (see 

Figures 8, 9, and 12).

An important formal change between the second and third ver

sions is the substitution of strumming chords in version three for the 

"horn call" accompaniment in version two (see Figures 8 and 9). The 

jaunty rhythm of this "horn call" accompaniment occurs again at bar 37, 

although slightly changed and reinforced by the right hand (p. 38,

B & H). The strumming chord accompaniment is rhythmically reminiscent 

of the opening articulation scheme (JJJ J,). As this articulation 

scheme is clearly a unifying factor in both the later two versions, 

Liszt’s choice of the strumming chord accompaniment was probably moti

vated by his desire for greater compositional balance and unity.

Harmony

The relationship of C minor to A minor is a distant one compared 

to that of C major to A minor. Liszt's choice of C minor at the begin

ning of the middle section at bar 30 of version three (see Figure 13) 

is an improvement in harmonic color over the use of C major at the be

ginning of the second version's middle section at bar 27 (see Figure 

11). In addition, Liszt holds to the rhythmic foundations laid in the 

introduction by opening the third version's middle section with a 

three-note upbeat. This is followed by the IV_, of C minor; a C minor 

chord is not heard until four bars later, and then for only one bar.
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There, the rare use of C minor is rendered further unstable by emphasis

placed on the subdominant seventh chord.

Summary

The 1839 version contains a great variety of material, whereas 

the 1852 version exploits the compositional foundations laid in the in

troductory 5^ bars: the organizational and articulation scheme of
, | >

J j J j. . and the alternating of material between the hands. This
A  ZX z s  , u

scheme dominates the entire third version of the etude and is the con

tributing force in its unity.
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Figure 8. Opening bars of the third version, the Etudes d'execution 
transcendante, page 4, Etudes 11.2, the B & H edition. 
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The opening bars of the second version, the Douze Grandes 
Etudes, page 36, Etudes 11.1, the B & H edition. 
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Figure 10. Bars 22 through 30 of the third version, the Etudes 
d'execution transcendante, page S, Etudes 11.2, the 
B &. H edition. 
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Figure 11. Bars 21 through 31 of the second version, the Douze Grandes 
Etudes, page 37, Etudes 11.1, the B & H edition. 



Figure 12. Bars 1 through 18 of the first version, the Etudes en 
forme de douze exercises, page 3, Etudes 11.1, the 
B &. H edition. 
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Figure 13. Bars 31 through 37 of the third version, the Etudes 
d'execution transcendante, page 6, Etudes 11.2, the 
B & H edition. 
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The Third Etude

The 1826 version containing 77 bars in C time has a tempo mark

ing of Allegro sempre legato and a metronome indication of 80 equal to 

a half-note. It is arranged in three parts, the second part being a 

development of the theme mostly by means of transposition. The rhyth

mic pattern of eighth notes in groups of four each, plus the metronome 

indication, would seem to imply C rather than _C time* This will be dis

cussed at greater length in the section under "Form*11 The keyboard 

technique consists most of legato playing in both hands and finger sub

stitution particularly in the upper part of the right hand,

The 1839 version contains 120 measures in 6/8 time with an ini

tial tempo marking of Poco Adagio and no metronome indication; subse

quent tempo markings in this version are un poco piu animato il tempo 

and Presto agitato assai* It is built on the technique of theme and 

continuous variation* The keyboard technique consists of legato and 

portamento playing of octaves, chords, and thirds, and the crossing 

over of the left hand* The theme has to be executed equally well in 

the left hand as in the right hand * The Presto agitato assai varia

tion has the problem of rapid syncopation between the hands as well as 

staccatisslmo octaves in the left hand below legato chords in the right 

hand *

The 1852 version, entitled "Paysage," contains 98 bars in 6/8 

time with a tempo marking of Poco Adagio and a metronome indication of 

a quarter note equaling 58; the subsequent tempo marking is Un poco piu 

animato il tempo* The keyboard technique consists of the same problems
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found in the second version. However, the Presto agitato assai varia

tion is not included in the third version,

Sound

The alterations in sound between the second and third versions 

are not many, Liszt begins the third version with a rolled F major 

chord on the downbeat. In the second version he begins with a third,

F and A (see Figures 14 and 15), Is it possible that he made this 

change in order to get the full tonic chord under the pedal at the very 

beginning of the measure?

Figures 16 and 17 illustrate textural changes made from the 

second version to the third beginning at bar 65, These changes were an 

obvious result of the necessity to reinforce conflicting accents be

tween the hands. It goes without saying, also, that the skeletal line 

of single notes in the example from the second version would be inade

quate for the indicated dynamic level of FFF without becoming abusively 

percussive. Attention should also be directed to the pedaling in Fig

ure 17,

Form

This etude contains the only example in this paper of Liszt 

combining the right and left hand lines of the theme in the 1826 ver

sion into one part for the left hand (and later the right hand) in the 

1839 and 1852 versions (see Figures 18, 14, and 15), The parallel 

tenths of the first version are telescoped into thirds in the later two 

versions.
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In the second and third versions9 he adds a counter-theme in 

the right hand which is later played in the left. This counter-theme9 

which is not present iii'the early exercise, is a modified inversion (at 

least the first phrase) of the thematic line formed in the legato 

thirds of the left hand (see Figures'14 and 15),

The metronome indication of 80 equaling a half note plus the 

meter signature of _C9 as opposed to (jl, in the 1826 version draws atten

tion to the descending melodic line by making the student count the 

quarter-beatso This also gives focus to the off-beat accents in bars 

11-13 indicated by the dovetailed notes (see Figure 18), These accents 

occur on the second and sixth eighth notes. In addition, an examina

tion of the internal phrasing in the two ending bars of the long phrase 

between bars 5 and 10 in the same example reveals that the small phrases 

are from the second eighth and the sixth eighth notes. This whole con

cept of accenting and phrasing to a great extent is carried over into 

both the later two versions. This, in part, is illustrated in Figures . 

14 and 15,

In further support of the above argument, the connection be

tween the first and third versions is strengthened by the metronome in

dication of 58 equaling a quarter note in the third version -- again 

attention is focused on the quarter-beat, In the 1852 version, Liszt 

used the quarter-beat as tactus for two reasons: the ever-present

feeling of hemiola brought about by the melodic line of the left hand 

(and later the right) and a rhythmic foundation to give better focus 

to the off-beat accenting as found in bars 65 through 70 of version



three (see Figure 17)0 This hemiola in the left hand creates an in- : 

teresting contrast with the right hand melody (bars 4 and following in

Figures 14 and 15) giving the listener the sensation of a slow "two"

against a slightly quicker "three0 ,T : -

The greatest alteration from the second to the third version is

the exclusion of the Presto agitato assai variation already discussed 

in the introductory paragraphs0 There is nothing "out-of-place" about, 

this section in the 1839 version (see Figure 19)o Perhaps Liszt de

cided to leave it out in the course of performing the Douze Grandes 

Etudes as a group, because the fourth and following etude, itself, is 

very agitated0

Harmony

There is ho significant harmonic change between the later two 

versions to warrant a discussion under the heading of "Harmony" for

. this etudeo -

Summary

The most significant compositional source materials of the 1839

and 1852 versions is the emphasis upon the second and sixth eighth note

beats and the use of the quarter note as tactus 0
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Figure 14. Bars 1 through 24 of the second version, the Douze Grandes 
Etudes, page 41, Etudes II.1, the B & H edition. 
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Figure 15. Bars 1 through 24 of the third version, the Etudes d'exe
cution transcendante, page 9, Etudes 11.2, the B & H 
edition. 

32 



33 

Figure 16. Bars 61 through 71 of the second version, the Douze Grandes 
Etudes, page 43, Etudes 11.1, the B & H edition • 

. '· 
Figure 17. Bars 62 through 67 of the third version, the Etudes 

d'execution transcendante, page 10, Etudes 11.2, the 
B & H edition. 
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Figure 18. Bars 1 through 15 of the first version, Etudes en forme 
de douze exercises, page 5, Etudes 11.1, the B & H 
edition. 
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Figure 19. Bars 82 through 101 of the second version, the Douze 
Grandes Etudes, pages 44 and 45, Etudes 11.1, the 
B &. H edition. 
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CHAPTER 3 

THE FOURTH9 FIFTH, AND SIXTH ETUDES 

The Fourth Etude

This etude is unique among the set in that it has four versions: 

1826, 1839, 1840, and 1852o

The 1826 version is a small study for crossing-over thirds, 

broken chords, and the bringing out of short lines in the left hand 

while holding down other notes within the same hand6 The form resembles 

a binary plan. Containing 77 measures, it has a meter signature of 6/8, 

a tempo marking of Allegretto, and a metronome indication of 132 equal 

to the dotted quarter0

Having the form of theme and variation, the 1839 version con

tains 170 measures with the following tempo and meter signature indica

tions: Allegro patetico in 6/4 (the theme) and later in C (the first

variation), Un poco animato il tempo in 6/4 (the second and third var

iations), Allegro animato in 6/8 (the fourth variation), and later in 

2/4 (the fifth variation)« Liszt utilized detached octaves, legato 

octaves, staccato chords, skipping chords, broken chords, arpeggiated 

chords, staccatissimo thirds, legato thirds, the bringing out of the 

left hand melody in the thumb and the rhythmic problem of two against 

threeo

36
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As the last two versions of this etude have a literary associa

tion, it would not be totally inappropriate to devote some space here 

(and later) in consideration of this facto W

At some point between the 1839 and 1840 versions of this etude, 

Liszt became familiar with Victor Hugo's poem, ,TMazeppa0n Number 

thirty-four in a collection entitled Les Orientales, it is divided into 

two parts o /.

The first part is description of the torturous ride lasting 

three days during which Mazeppa, bound naked and bleeding to the rump 

of a horse, passes through valleys, villages, forests, and deserts0 

The man and horse are harassed by swarms of crows, owls, and vultures0 

Herds of mares pursue thenu Finally, the horse collapses, deado 

Mazeppa is pictured dragging himself along on the ground, crying outQ 

The end of part one forsees a victorious conclusion in which Mazeppa 

is proclaimed a prince of the Ukrainian tribes 0

In the second part, Hugo sees the horse as a personification of 

inspiration and likens the poet to Mazeppa* Bound to inspiration, the 

poet experiences great suffering in surmounting the barriers of the 

creative process* However, in the end, he produces a work of art:

Enfin le terme arrive*****11 court, il vole, il tombe,
Et se releve roil

1* Victor Hugo, Odes et Ballades - Les Orientales (Paris: 
Nelson, Editeurs), p* 525*
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The 1840 version appears in the Appendix of the B & H edition. 

Containing 180 measures, it is identical to the second version with ... 

the exception of certain modifications, such as a five-bar introduction 

marked A Capriccio9 an altered ending to correspond with the end of 

Hugo's poem, and the addition of a title, "Mazeppa,” accompanied by an 

appropriate dedication to Victor Hugo,

The final version of 1852, again in the form of theme and varia

tion, and bearing the title, "Mazeppa," includes 202 bars and has the 

following tempo and meter signature indications % Allegro in C (the 

theme and first variation), Lo stesso tempo (the second and third var

iations), Animato in 6/8 (the fourth variation). Allegro deciso in 2/4 

(the fifth variation). Pin moderate in 2/4 followed quickly by C, and . 

finally, Vivace in C0 The metronome indication is given at the appear

ance of the theme as a quarter note equal to 112-1160 Technical prob-v 

lems for the pianist include staccatissimo chords, rolled and unrolled 

chords, parallel rapid scales, crossing-over thirds, non-legato and 

legato octaves, alternating chromatic octaves, the bringing out of a 

melody in the thumb of the left hand, wide skipping thirds, rapid chro

matic descending 6/4 chords, and arpeggiated chords0

20 Information pertaining to editions of the third version can 
be found on page 6 in Chapter 10

30 For convenience, the numbering of measures commences for 
all three later versions with the appearance of the theme. The meas
ures of the introduction, though not numbered, are counted in the 
total0



Sound

. The five bars of staccato chords comprising the introduction to 

version three are the same harmonically in version four; however, they 

are "orchestrated" more openly with added chord members, marked stacca- 

tissimo, and are rolled„ Attention should be directed to the German 

Sixth at the end of bar three in both of these versions„ In version 

three, Liszt resolved part of the chord in the same octave and the re

mainder, an octave higher (see Figure 20). In the fourth version, he 

resolved the German Sixth "correctly" within the same octave, repeated 

the | chord an octave higher and rounded out the five bars with the 

dominant seventh, still another octave higher (see Figure 21). He has 

created, therefore, a stratified phrase in sound from the upper part of 

the keyboard to the lower part, and back again. Interestingly, the 

added cadenza ad libitum in version four is organized in the opposite 

manner. It begins in the bass, rushes into the upper treble registers 

and descends furiously, thereby creating balance with the first part of 

the introduction.

The chordal texture in the theme*s outer strata of sound has 

been altered from the second and third versions to the fourth. The 

added notes forming thirds and seconds in the left hand, as illustrated 

in Figure 22, are removed leaving only fourths, fifths, and octaves in 

the final version (see Figure 23). The suspensions in the right hand 

chords of the theme have been removed in the fourth version. Liszt* s 

choice of using chromatic tones in the inner accompaniment might have 

had some bearing on this alteration; however, his "orchestration" of
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the theme in the final version is better as an acoustical conveyance of 

that themeo

Liszt's use of the fourth and second finger of each hand as 

fingering for the "rivoting" thirds in some of the accompaniments 

throughout the later three versions was probably intended to avoid 

slurring. Certainly the difficulty in their accurate execution is 

greater in the fourth version for the theme and first variation than in 

the third or second versions. However, the sound impression produced, 

for example, by the accompaniment to the theme, of the fourth version 

(see Figure 23) resembles that of someone gasping for breath. Perhaps 

Liszt was making reference to the third verse of Hugo's poem in which 

the expression hors d'haleine (out of breath) is used.

The episodic passages bridging the variations are transformed 

from broken chords in the second and third versions to parallel sixths 

in the fourth version accompanied by chromatic scales in the inner 

voices (see Figures 24 and 25), The stratification of sound is increased 

from two levels to four and the use of the sixths is acoustically more 

brilliant.

The first cantabile variation in the second and third versions 

present a somewhat busy accompaniment to the theme (see Figure 26),

The high "horn call" accompaniment in the right hand is fingered in 

such a manner as to rule out slurring. The left hand has the multiple 

task of bringing out the theme above the harmony and a plucking stacca- 

tissimo bass line. The fourth version, however, paints a less crowded 

picture (see Figure 27), The theme is given greater focus by being
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framed between rolled chords (the lower octave being added on each 

third beat) and soaring thirds and fourths9 for the most part, which 

appear to be nothing more than distant sympathetic vibrations set off 

by notes of the theme0 Both examples employ three-level stratification 

of soundo

The second cantabile variation in the second and third versions 

is a modified inverted rendition of the previous variation (see Figure 

28)o However, four-level stratification of sound is present here* The 

corresponding variation in the 1852 version exploits the chromatic scale 

to great advantage including chromatically descending ^ chords which are 

acoustically both restless and brilliant (see Figure 29). The sound 

seems to emanate from all parts of the piano, particularly between bars

87 and 95, at which point the accompaniment breaks free and becomes in

dependent. The theme experiences octave displacement and ominous fifths 

thunder in the lowest strata of sound.

Both of the cantabile variations of the fourth version better 

employ the sensations of boundlessness and space induced by Hugo’s word 

painting than those of the third. Attention is directed to the first 

three lines of the fifth verse:

Ils vont. L’espace est grand. Dans le desert immense,
Dans 1’horizon sans fin qui toujours recommence,

II se plangent tous deux.4

In addition, such words as tourbillon (whirlwind), orage (storm), and

ouragan (hurricane) used metaphorically in the poem most assuredly find

musical expression in the second cantabile variation.

4. Hugo, Odes et Ballades - Les Orientales, p. 521.
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There is no formal relationship between the first and later 

three versionso The idea of crossing-over thirds is transferred to the 

fourth version from the first (see Figure 30 and 23)0 The other two 

versions use thirds but they are never organized in this mannerQ In 

addition,' the secondary material of the first version is not used in 

any fashion in the later three versions (see line five of Figure 30)0 

. The fast variations of the later three versions experience a 

gradual lessening of the time-gap between the notes of the themeo This 

is concurrent with a diminishing use of thirds in the accompaniment0 

However, there are two significant differences between the 1852 version 

and those of 1839 and 1 8 4 0 The final version begins with less of a 

time gap between notes of the theme and exercises greater restraint in

its compositional approach to these thirds (see Figures 23, 31, 32$, and

33)o Both the previous two renditions have a greater amount of accom

paniment material and in greater variety (see Figures 22, 34, 35, and 

36)„ The upshot of this argument is that greater emphasis is given to 

melody and less to the accompaniment in the final version.,

Big formal changes occur primarily at the end of the later 

three versions0 The five-measure close of version two becomes eleven 

bars in the third version as illustrated in Figures 37 and 380 The 

staccato chords are reminiscent of the introductory material to the 

third version, and the next bar (172) becomes the basis of the one 

measure recitative in version four* The close to version four is the

longest of the three, 28 bars (see Figure 39a and 39b)0 At first
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contemplative, it concludes with an extended chordal flourish.

Harmony

Of interest in this study is the growing awareness of the com

poser to keyboard harmonic thinking. In comparing the eight bars be

ginning at measure 91 of the 1840 version to the four bars commencing 

at measure 97 in the 1839 version and measure 100 in the final version, 

as illustrated in Figures 40, 41, and 42, the reader will discover an 

exact ratio of harmonic rhythm of 2:1,

Summary

In the final version, Liszt placed greater emphasis on the 

theme. This is accomplished primarily in three ways: more acousti

cally penetrating textures in the outer strata of sound, smaller time- 

gaps between bursts of the theme, and restraint in the compositional 

approach to the accompaniment material of thirds. In addition, a 

stronger association with Hugof s poem is revealed through more imagi

native tone coloring in the fourth version over that of the third.

5, Whether or not Liszt had in mind the end of part one or two 
of Hugo’s poem is so open to conjecture as to not warrant space within 
the text of this paper. The quote from the end of part two, as seen 
at the bottom of Figure 39b (the quote is incorrect; see page 37 of 
this paper for the correct wording) would imply that Liszt had the 
second section in mind, Yet, beginning at bar 176 of Figure 39b, is it 
possible that this is a reference to the first line of the 16th verse 
of part one: "Eh bienj ce condamne qui hurle et qui se traine,"
(Hugo, Odes et Ballades - Les Orientales, p, 5 23)? Perhaps Liszt 
wished to convey the impression of a man, more dead than alive, drag
ging himself on the ground (se trainer) and weakly crying out (hurler),
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Figure 20. Introductory bars to the third version, page 150, Etudes 
II.1, the B & H edition. 
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Figure 21. Introductory bars to the fourth version, the Etudes 
d'execution transcendante, page 12, Etudes II.2, the 
B & H edition. 
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Figure 22. Bars 1 through 12 of the third version, page 150, 
Etudes 11.1, the B & H edition. 

45 



,_ 

AJJesro. <K.Y. J ....... ,, 

,,.pN fo,.tiuiru 1 co" 11Hpilo 
• 4 , , 

·~ . 

Figure 23. Bars 1 through 4 of the fourth version, the Etudes 
d'execution transcendante, page 13, Etudes 11.2, the 
B &. H edition. 
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Figure 24. Bars 15 and 16 of the third version, page 151, Etudes II.1, 
the B & H edition. 

Figure 25. Bars 15 and 16 of the fourth version, page 14, Etudes II.2, 
the B & H edition. 

Un poco animato il tempo 
l . 4 

p ~ggur~ ~ ~ ~ 8 ... . . ~······: 

" r; 2 -~·-~···· 

Figure 26. Bars 56 and 57 of the 
third version, page 153, 
Etudes II.2, the B & H 
edition. 

Figure 28. Bars 74 
the B & H edition. 

Figure 27. Bars 57 and 58 of the 
Etudes d'execution transcen
dante, page 18, Etudes 11.1, 
the B & H edition. 

version, page 153, Etudes II.2, 



Figure 29. Bars 87 through 99 of the fourth version, 
d'execution transcendante, page 19, Etudes 
B &. H edition. 

the Etudes 
II.2, the 
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Figure 30. Bars 1 through 38 of the first version, the Etudes en 
forme de douze exercises, page 8, Etudes II.l, the 
B &. H edition. 
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Figure 31~ Beginning of the first vari
tion at bar 25 of the fourth 
version, page 16, Etudes 
11.2, the B & H edition. 

AnimRto. 

~ leggi~ro 

Figure 32. 

P. L.ll~ 

Beginning of the fourth 
variation at bar 109 of the 
fourth version, Etudes 11.2, 
page 20, the B & H edition. 

Alle·gro decbo. ' ,,...._"'!"1 
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Figure 34. Beginning of the 
first variation at bar 25 
of the third version, page 
152, Etudes 11.1, the B & 
H edition. 

atmprt' ff 6 111arcatissimo 
' ! 

Figure 35. Beginning of the 
fourth variation at bar 106 
of the third version, page 
155, Etudes 11.1, the B & H 
edition. 

Figure 33. Beginning of the fifth 
variation at bar 131 of 
the fourth version, page 
22, Etudes 11.2, the B 
& H edition. 

Figure 36. Beginning of the fifth 
variation at bar 127 (the 
double bar) of the third ver
sion, page 156, Etudes 11.1, 
the B & H edition. 



Figure 37. Bars 164 to end of the second version, the Douze Grandes 
Etudes, page 57, Etudes II.l, the B & H edition. 

F P. L. S4 . 

Figure 38. Bars 165 to end of the third version, page 157, Etudes 
II.l, the B & H edition. 

Figure 39a. Bars 170 through 172 of the fourth version, the Etudes 
d'execution transcendante, page 23, Etudes II.2, the 
B & H edition. 
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Figure 39b. Bars 173 to end of the fourth version, the Etudes 
d'execution transcendante, page 24, Etudes 11.2, 
the B & H edition. 
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Figure 40. Bars 91 through 99 of the third version, pages 154 and 155, 
Etudes 11.1, the B & H edition. 

Figure 41. Bars 95 through 100 of the second version, the Douze 
Grandes Etudes, page 53, Etudes 11.1, the B & H 
edition. 



Figure 42. Bars 100 through 103 of the fourth version, the Etudes 
d'execution transcendante, page 20, Etudes II.2, the 
B & H edition. 
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The Fifth Etude

The 1826 version contains 83 measures in _C time marked Moderate 

with a metronome indication of a half note equal to 660 The form re

sembles a sonata structure,, Keyboard technique consists of scales, 

chords, arpeggios, left hand crossings over right, and the problem of 

playing melodies with the fourth and fifth finger of the right hand0

The 1839 version has three tempo markings: Equalemente, Tempo

Rubato, and Animate* Containing 127 measures, it is written in 2/4 

time with no metronome indication* The keyboard technique consists of 

chromatically ascending and descending sequential scale patterns, se

quential chromatic double notes staccatissimo chords, the superimposi

tion of the right hand over the left, staccato octaves, wide skips, and 

leggiero playing* The form is that of continuous development and vari

ation*

The 1852 version was given the title of ”Feux Follets” which may 

be translated as "Will-O'-The-Wisps*" The final conception is the same 

in form as that of the second version: continuous development and var

iation* It contains 133 measures in 2/4 time with a metronome indica

tion of an eighth note equaling 120-126, and includes one tempo marking, 

Allegretto* The keyboard technique is also the same, with small excep

tions, as that of version two, that is, sequential chromatic double 

notes, chromatically ascending and descending scale patterns, leggiero 

playing, wide skips, broken chords, and the right hand crossing over 

the left*



Sound

The staccatissimo chords of bars 9, 12, 13, and 14 of version 

two are altered to melody and accompaniment in the same numbered meas

ures in the third version (see Figures 43 and 44)„ The example from 

version two reveals only two levels of sound, not counting the low bass 

tone which doesn’t take on the properties of.a separate line. In the 

example from the 1852 version, Liszt broke the right hand into two dis

tinct parts, giving greater independence and focus to the top line.

The resulting stratification of sound is at three levels0

Attention should be directed to the conflicting pedal marks be

tween version two and three for the above mentioned bars. In version 

two in bar 9, the low F is not included in the pedal as it is in ver

sion three. This must have been deliberate on Liszt’s part, as this 

same conflict between these versions exists later in the etude (bars 

100-103 in the second version, page 66, Etudes. II,1, and bars 102-104 

of version three, page 32, Etudes II,2,

In connection with the above observation, Liszt placed the 

pianist in an awkward position at bars 41 and 43 of version two (see 

Figure 45), This is a varied reference of the aforementioned passage. 

The apparent melodic intention here seems impeded by the superimposi

tion of the hands. The thumb of the right hand tends to bring out the 

B flats to such a degree that the thumb in the left hand carrying the 

melody has difficulty being heard -- a veritable battle of the thumbs 1 

In Figure 46 from version three, Liszt greatly facilitated this passage 

by unlocking the hands. He altered the parallel counterpoint to outer
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voices moving in .contrary motion about a simple.accompaniment« The 

sound is better stratified through rearrangement of melodic lines and 

less focus on the accompaniment0

Many of the changes in sound from the second to the third ver

sion can be interpreted in light of the programmatic effect of this 

etude. Such may be the case with bars 52 through 55 of version two as 

altered in bars 53.through 56 of version three (see Figures 47 and 48), 

Liszt substituted for the varied reference to part of the introductory 

material (bars 9 to 14 of Figures 43 and 44) slurred couplets of inter

vals punctuated by sharply rolled chords. There the programmatic in

tentions seem to be clear.

Form

The most significant modification in the transference of the 

main theme contained in the 1826 version to those of 1839 and 1852 is 

the uninterrupted repetition of the main theme's consequent phrase (see 

Figures 49 and 50), This produces in the later two versions a parallel 

double period with a repeated antecedent and consequent phrase. The 

more rare phrase grouping found in the earliest version may be attrib

uted to a lack of formal awareness on the part of a youthful Liszt and 

not experimentation with irregular phrase structures.

In comparing the first version with the later two versions, 

there are many interesting points of transference in addition to the

theme itself. In both the later two versions, Liszt began the intro

duction and theme on the second eighth of the bar in the same manner as 

he began the theme in the first version on the second quarter beat (see
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Figures 49, 43, and 44)0 The left hand accompaniment figure of version 

one through bar 7 is employed in both later versions„ In the matter of 

accompaniment, the jumping bass in bar 18 of version one (see Figure 

49) forms the basis of the first variation’s accompaniment.in the later 

two versions (see Figure 50).

Of the extensions and additions in version three from version 

two, there is one each of primary importance. The first is a one bar 

extension of thirty-second notes in version three of the anticipatory 

phrase found in version two at bar 17 (see page 27, Etudes II.1). The 

slurring of the thirty-second notes in version three is different from 

that found in version two. In version two, Liszt slurred them in groups 

of four; in version three, he slurred all of the groups together. The 

main addition to the third version is four bars of tonic arpeggiation 

with a flat sixth at the end of the etude. Liszt deleted one bar in 

making room for this addition. It contained the very much repeated 

motive first heard in the introduction (see bar 9, Figure 43). Perhaps 

the addition is more in keeping with the programmatic goal of the etude.

In regard to the compositional device of telescoping intervals 

which occurs for the first time in this paper, there are two represen

tative examples. The melody and accompaniment within the right hand of 

the main thematic area in the first version is telescoped, to some ex

tent, into the sequencing chromatic double notes of the theme of both 

the second and third versions (see Figures 49 and 50). Broken chord 

material in the left hand of version two is telescoped into thirds in 

version three (see Figures 43 and 44). Digital facilitation is



effected here; concurrent with this is the helpful accenting of the 

sixteenth beats0

Harmony

All three versions have one important harmonic relationships

they move from B flat major to F sharp minor and back* The second and

third versions return by way of an A major variation beginning at bar

71 in version two (Etudes 11*1, page 64) and bar 73 in version three

(Etudes II<>29 page 30) 0 In the consequent phrase, the borrowed IV

chord from A minor equals the III of B flat maj or0

In version one, the return to B flat major is a reluctant one0

After F sharp minor is established, Liszt achieves B flat minor through
o

the transformation of a X -7 of E minor into a VII6 of B flat (bar 579
■ 5

Figure 51)0 B flat major is not reached until bar 66, and then only 

after an extensive affirmation of the dominant (Etudes II019 page 13)»

-
The primary alterations from the second to the third versions 

are a result of a more imaginative approach to the principle of varia

tion brought about by the programmatic goals of the final conception,. 

These modifications include an improved "orchestration" of the material 

and a more thoughtful contrapuntal arrangement of the material result

ing in digital facilitation and better stratification of sound*
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Figure 43. Bars 1 through 15 of the second version, the Douze Grandes 
Etudes, page 58, Etudes 11.1, the B & H edition. 
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Figure 44. Bars 1 through 17 of the third version, the Etudes 
d'execution transcendante, page 25, Etudes 11.2, the 
B &. H edition. 
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Figure 45. Bars 41 through 43 of the second version, the Douze Grandes 
Etudes, page 61, Etudes 11.1, the B & H edition. 

Figure 46. Bars 42 through 44 of the third version, the Etudes 
d'execution transcendante, page 27, Etudes II.2, the 
B & H edition. 
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Figure 47. Bars 51 through 54 of the second version, the Douze 
Grandes Etudes, page 62, Etudes II.l, the B & H 
edition. 
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Figure 48. Bars 55 and 56 of the third version, the Etudes 
d'execution transcendante, page 28, Etudes II.2, the 
B & H edition. 
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Moderato. M. 1: u. 
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Figure 49. Bars 1 through 18 of the first version, the Etudes ~ 
forme de douze exercises, page 10, Etudes 11.1, the 
B &. H edition. 
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Figure 50. 

1'. L. 85 . 

Bars 18 through 32 of the third version (this segment 
is essentially the same in the second version), the 
Etudes d'execution transcendante, page 26, Etudes II.2, 
the B & H edition. 

65 



Figure 51. Bars 55 through 60 of the first version, the Etudes en 
forme de douze exercises, page 12, Etudes II.l, the 
B &. H edition. 
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The Sixth Etude '

The 1826 version contains 74 measures in 2/4 time with a tempo 

marking of Molto Agitato and a metronome indication of a quarter note 

equal to 138o The form resembles that of a rounded binary with a par

tial return of the subject0 The keyboard technique involves a "Schu- 

mannesque" problem in the left hand of phrasing from the end of one i / 

beat into the beginning of the next (see Figure 52)0 The right hand 

sustains a melody in its thumb while executing a broken chord figure0 

Sudden skips in the left hand and rapid sequential movement from one 

part of the keyboard to another are also included0

The 1839 version, containing 72 bars in 3/4 time9 is marked 

Largo patetico and has no metronome indication* The form is theme and 

variation* The keyboard technique includes rapid octaves, rolled chords, 

leaping chords, tremolos extending beyond an octave, arpeggios, broken 

chordal figures and the right hand crossing over the left in order to 

execute arpeggios* / ^ .

The 1852 version was given the title of "Vision*!! Containing 

70 bars in 3/4 time, it is marked Lento and bears a metronome indica

tion of an eighth note equal to 76* The keyboard technique is much the 

same as that of 1839* "Vision" contains rapid parallel chromatic oc- / 

taves, rolled chords, tremolos not extending beyond an octave, leaping 

chords, arpeggios, and the right hand crossing over the left in order 

to execute arpeggios* The form of the final version is also theme and 

variation*



Sound

Textural changes and digital facilitation work together in al

terations of the thematic area from the second version to the third. 

Liszt removed some of the chord tones in the left hand allowing it to 

"cut" through more easily (see Figure 53 and Figure 54). The arpeggi- 

ated chords in the right hand of the third version have been simplified 

by the deletion of some of their notes so that no shifting is necessary. 

In performance, these figures should be begun slowly and accelerated in 

such a manner that they "squeeze" into the next beat of the theme.^

The expedient arrangement in version three is therefore more practical 

in the light of the desired musical goal. Interestingly, this basic 

idea of phrasing from the end of one beat into the beginning of the 

next, as discussed with reference to the first version in the introduc

tory remarks, is carried over into these later two versions in the fore

going manner.

The three eighth note upbeat, as seen in bar 8 of Figure 53 and 

Figure 54, plays a significant role in imparting the processional char

acter of this etude. However, in version two, this figure receives 

little compositional variation beyond that of a rhythmic modification: 

p ,  4 J . At the first appearance of this figure in the third version, 

it is in moving parts. As the etude gathers intensity, the parts

6. In the second version where this arpeggiated chord is in 
sixty-fourth notes, there is a small inverted slur in parenthesis over 
the last three notes (see Figure 53). In version three in which there 
are thirty-seconds (six to the eighth beat) Liszt has drawn a full- 
sized slur, right side up, again in parenthesis (see Figure 54). This 
rubric, according to students of Liszt, is intended to carry the mean
ing discussed above.
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increaseo In keeping with Liszt*s orchestral thinking, the sound im

pression is that of a brass choir and therefore is more appropriate, 

programmatically *

For most normal-sized hands, the effective execution of the 

tremolos illustrated in Figure 55 would be an impossibility0 In the 

third version, Liszt greatly facilitated these tremolos by lightening 

their texture and keeping their spread within an octave (see Figure 

56)o He also reduced the number of indicated repercussions from 16 to

12, although tremolos were seldom measured in common performance prac- 
7tices of the time0 The facilitation not only allows the melody to be 

more audible but the newly desired effect of sudden intensity followed 

by a diminuendo in the third version is very much within the power of 

the pianisto

Form

The theme employed by Liszt in both the second and third ver

sion is based melodically and harmonically on the antecedent phrase of 

the theme used in the 1826 exercise (see Figure 52)0 The primary 

melodic change in the transference is the possible quote from the Dies 

Irae at the beginning of the theme in version two and three0 There is 

no use made in the later two versions of the consequent phrase or any

other material from the first version*

7 o Though to the knowledge of the writer, this is not docu
mented in any written source, tradition of the non-measured tremolo 
appears to have been passed from Liszt to his students and from there, 
into the present-day0 The writer wishes to acknowledge Mr0 Ozan Marsh,
a former student of Emil Sauer, for this information0
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Liszt substituted for the five measure octave episode preceding 

the climactic G major variation in the second version four bars of 

chromatic parallel double octaves in the third version (see Figures 57 

and 58)0 These four bars function entirely as a bridge to the G major 

variation and being four bars, they fit in well with the pervading 

four-bar phrase units of the etude* From the standpoint of dynamics9 

the dynamic marking of triple forte given the octave episode in the 

second version produces an anti-climax as the G major variation, the 

high point in both versions, also bears the dynamic marking of triple 

forte* Perhaps Liszt was of the opinion that the octave episode drew 

too much attention to itself, almost constituting a totally new idea in 

the etude* In any case, the choice of material and dynamics in the 

third version at this point is preferable from the viewpoint of pro

gressive plateaus of dynamics and compositional balance*

Harmony

The indicated key of all three versions is G minor* Only the 

1826 exercise begins and ends in the tonic minor* Both the 1839 and 

1852 versions, for the most part, are in G major and end in G major*

Summary

Progressive dynamic plateaus, formal balance, creative orches

tral thinking, and consistent thematic emphasis, contribute to the en

hanced processional, character of "Vision*"



Motto agitato. M. ~ : tsl'. 

t11n. t611. 

Figure 52. Bars 1 through 35 of the first version, the Etudes en 
forme de douze exercises, page 14, Etudes II.1, the 
B &. H edition. 
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Figure 53. Bars 1 through 10 of the second version, the Douze Grandes 
Etudes, page 68, Etudes 11.1, the B & H edition. 
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Figure 54. Bars 1 through 12 of the third version, the Etudes 
d'execution transcendante, Etudes 11.2, page 34, the 
B &. H edition. 
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Figure 55. Bars 65 and 66 of the second version, the Douze Grandes 
Etudes, page 77, Etudes 11.1, the B & H edition. 
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Figure 56. Bars 63 and 64 of the third version, the Etudes d'execution 
transcendante, page 43, Etudes 11.2, the B & H edition. 



Figure 57. Bars 29 through 33 of the second version, the Douze 
Grandes Etudes, page 72, Etudes II.l, the B & H 
edition. 
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Figure 58. Bars 28 through 31 of the third version, the Etudes 
d'execution transcendante, page 37, Etudes 11.2, the 
B & H edition. 
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CHAPTER 4

THE SEVENTH9 EIGHTH9 AND NINTH ETUDES

The Seventh Etude •

This is the only etude which has no earlier form in the 1826 

exerciseso There are two versions, 1839 and 18520 These will be re

ferred to as version one and version twoG Both of these versions have 

an introduction which is based on the introduction to the Impromptu sur 

des themes de Rossini et Spontini, composed in 1824 and published in  ̂

1824 by Mechetti, Erard, and Boosey as opus 3* Other publishers were 

Arnold, Simrock.and Furstner0 This work is not included in the B & H

The 1839 version has a total of 146 bars, 28 of which are in-
' 2 ; K

troductory0 The form employs the principle of theme and variation • 

structured on a ternary plan*/ Written in C time with no metronome in

dication, it has the following tempo markings % Allegro deciso (first 

section of the introduction, Quasi Presto (second section of the intro

duction), Tempo di Marcia (theme and first variation), Animate il tempo 

(second and third variation), Piu animato ancora (fourth variation)0 -

The keyboard technique includes arpeggios, repeated octaves,

- • 10 The Imp romp tu was based on themes from "La Donna de lago" ;>A
and "Armida" of Rossini, and "Olympie e Ferdinand Cortez" of Spontini 
(Groves, V, pe 211) 0

20 For both versions, I have numbered the bars of the intro- A 
duction and main body of the etude separately.,
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staccatissimo and staccato octaves, broken chord figures and chords ex

tending to a tentho Busoni was of the opinion that this first version

had "broader characteristics and more uniformity" than the second ver- 
3sion.

The 1852 version bears the title "Eroica0" Like the first ver

sion, the form employs the principle of theme and variation based on a 

ternary plan0 Containing 118 bars, 19 of which are introductory, the 

etude is written in C time with the following tempo markings: Allegro

(introduction), Tempo di Marcia (theme and first variation), Animato il 

tempo (second and third variation), poco piu moderate (return of the 

theme)o There are two metronome indications: a quarter note equaling

126 found at bar 12 of the introduction and a quarter note equaling 108 

at the beginning of the theme (Tempo di Marcia)0 The keyboard technique 

includes arpeggios, broken chord figures, rolled chords extending to an 

octave and a tritone, and staccato octaves0

Sound

The precipitato staccatissimo octaves of bars 21 and 22 of the 

first version are changed to an arpeggiated descending figure divided 

between the hands in the second version0 The chord produced by both 

examples is a ninth chord with an added sixth* Whereas the example 

from version one produces a thunderous sound crashing down to a cadence 

(see Figure 59), the example from the second version two brings forth 

the impression of overtones being rapidly sucked back toward their

3* Busoni, The Essence of Music, p* 161*
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fundamental (see Figure 60). Perhaps Liszt wished to delay such a dra

matic use of octaves until the climactic third variation in the second 

version,, The pedaling -for the descending arpeggios in bars 2 and 6 of 

the introduction of both versions is markedly different,, Figure 61 

from the first version reveals a dryer pedalinge The second version 

pedals the arpeggios to the last note, producing a wave of sound break

ing against the first note of the next measure (see Figure 62)0.

When these arpeggios return at the close of the second version, 

a lower line is added, motivically related to the theme, moving in con

trary motion to the descending arpeggio0 Figure 63 reveals two strata 

of sound converging on the first note of the next measureo

Form

The introduction to the first version is divided into two major, 

sectionso The first section, marked Allegro deciso, carries through 

the initial idea of descending arpeggios for a total of 12 bars„ Pre

ceded by a 2\ bar bridge of stringendo portamento chords, the second 

section, marked Quasi Presto and extending for 13 bars, is comprised of 

repeated octaves and accented chords (see Figure 64)„

In the introduction to the second version, the most significant 

compositional change is the substitution of a section containing two 

phrases of chords in a dotted eighth and sixteenth rhythm for the Quasi 

Presto section. The use of the dotted rhythm anticipates the upbeats 

to the theme and therefore contributes to the etude's compositional 

uniformity (see Figure 65)„
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In both versions, the above mentioned sections return0 In the 

second version, the two phrases of chords in a dotted rhythm are used 

at bar 60 to add suspertee to the dominant preparation before the cli

mactic octave variation (see page 47, Etudes II0 2, B & H edition)0 In 

the first version, the Quasi Presto section returns at bar 80 after the 

last variation (Piu ancora animato) which is deleted in the second ver

sion,, Instead of acting as a retransition to the theme, as might be ex

pected, it takes on the properties of a coda (see Figure 66)0 The 

reappearance of the theme is more in the manner of an epilogue than an 

integral part of the formal plan,, In addition, the dynamic marking of 

triple forte,indicated for the return of this Quasi Presto section, 

gives it an undue amount of attention from the standpoint of progres

sive plateaus of dynamics in a compositional structure,. None of the 

variations in the first version receives a dynamic marking above a 

double forte.

Among the variations, the first in version one is very clear in 

its reference to the opening bars of the introduction (see Figure 67), 

Perhaps Liszt was of the opinion that it was too ambiguous, or that it 

hindered the momentum of the etude, as he wrote a new variation in the 

second version. Rhapsodic in character, the first variation of the 

second version concentrates on the theme. In addition, the use of C 

minor after the C major close of the theme is an interesting touch of 

key color (see Figure 60),

Following the octave variation common to both versions, there 

is a final one in the first version marked Piu animato ancora. As xir
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illustrated in Figure 68, this variation employs a descending and as

cending broken chord figure in the right hand and two strata of chords 

in the left0 The B flat in the bass, present from the beginning of the 

variation, fails to function either as a dominant pedal tone or a sus

pension* The variation seems to disintegrate around bar 760 Following 

some colorful cross-relations precipitated by the aforesaid B flat, the 

variation merges abruptly with a modified restatement of the Quasi 

Presto section previously discussed0

Harmony

Attention should be directed to the sudden C major cadence ter

minating the theme in both versions6 The expected modulation to A flat 

major is bypassed through the transformation of the subdominant chord 

of E flat into a German Sixth of C major0 The initial key of the period 

and cadence are, therefore, in third relationship to one another*

Summary

The primary difference between the two versions lies in their 

use of material from the introduction and the choice of one variation 

as the climactic plateau in the etude* Version one elevates part of 

its introduction to the level of being an integral member of the formal 

plan, whereas the second version uses part of its introduction in a 

preparational capacity* The first version is ambiguous as to its choice 

of a climactic variation; the second version concentrates its fire-power 

in the octave variation* Therefore, the intended formal plan of the 

first version, that is, a form employing the principle of theme and



variation structured on a ternary plan, comes into better focus in the 

second rendition through a more conservative approach to the overall 

structure combined with'a greater economy of material0



Figure 59. Bars 20 through 25 of the first version, the Douze 
Grandes Etudes, page 81, Etudes 11.1, the B & H 
edition. 

Figure 60. Bars 21 through 27 of the second version, the Etudes 
d'execution transcendante, page 45, Etudes 11.2, the 
B &. H edition. 
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Figure 61. Bars 1 and 2 of the first version, the Douze Grandes 
Etudes, page 78, Etudes 11.1, the B & H edition. 
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Eroica. 
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Figure 62. Bars 1 through 3 of the second version, the Etudes 
d'execution transcendante, page 44, Etudes 11.2, the 
B & H edition. 
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Figure 63. Bars 93 through 95 of the second version, the Etudes 
d'execution transcendante, page 49, Etudes 11.2, the 
B & H edition. 
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Figure 64. Bars 15 through 20 of the first version, the Douze Grandes 
Etudes, page 79, Etudes 11.2, the B & H edition. 

Tempo di Murcia. (Un poco mcno.) (J: tosJ 

Figure 65. Bars 8 to end of introduction and 1 through 3 of the main 
body of the etude, the second version, page 44, Etudes 
11.2, the B & H edition. 
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Figure 66. Bars 79 through 102 of the first version, the Douze 
Grandes Etudes, page 86, Etudes II.l, the B & H 
edition. 
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Figure 67. Bars 20 through 38 of the first version, the Douze 
Grandes Etudes, page 82, Etudes II.l, the B & H 
edition. 
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Piu animato ancora. 
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Figure 68. Bars 70 through 78 of the first version, the Douze Grandes 
Etudes, page 85, Etudes II.l, the B & H edition. 
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The Eighth Etude

The 1826 version contains 64 bars in C time marked Allegro con 

spiritOo It has a metronome indication of 88 equal to a half note.

The form is based on one theme organized in a ternary structure employ

ing development with transposition. The keyboard technique is concen

trated on scales in the left hand involving occasional awkward shifting. 

There are some arpeggios and scales for the right hand.

The 1839 version contains 288 bars. Written in 6/8 time chang

ing to 2/4 with no metronome indication, it has two major tempo mark

ings % Presto strepitoso and Animato il tempo. The form employs the 

principle of theme, continuous development and variation structured on 

a ternary plan. The keyboard technique, involving rhythmic as well as 

digital problems, includes broken chords, rolled chords, skipping 

chords, rapidly shifting staccatissimo chords, arpeggios, parallel 

chromatic scales, bringing out a melody in the right hand on irregular 

sixteenth beats within a 6/8 measure against opposing rhythms in the 

left hand and the problem illustrated in Figure 69 which defies verbal 

description.

The 1852 version was given the title of "Wilde Jagd." Incor

porating 228 measures, it is written in 6/8 time changing later to 2/4 

time. Given a tempo marking of Presto furioso, it has a metronome in

dication of 116 equal to a dotted quarter. The form is that of theme, 

continuous development and variation. The keyboard technique which in

volves rhythmic as well as digital problems includes hocketing octaves 

and single notes, skipping chords, staccatissimo chords, arpeggios and
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the rhythmic problem of two against three in the right hand while play

ing an opposing rhythm in the left.

In the 1839 and 1852 versions, there are two distinguishable E 

flat variations. The initial variation begins at measure 60 in the 

second version (Etudes II.1, page 91) and at measure 59 in the third 

version (Etudes II.2, page 53). The second E flat variation is an un

folding variation and development of the first. It begins at measure 

86 in the second version (Etudes II. 1, page 93) and at measure 85 in 

the third (Etudes II.2, page 54). A series of varying segments in C 

major beginning at measure 233 (Etudes II. 1, page 101) follow a re

statement of the theme in the second version; in version three they 

follow the retransition at measure 164 (Etudes II. 2, page 58).

Sound

At the indicated tempo of Presto strepitoso, clearly accenting 

the dovetailed notes in the first bar of the second version, as re

vealed in Figure 69, presents a problem. In addition, there is no sen

sation of the accent scheme which is J. J. . Liszt altered this bar in 

the third version -- and subsequently wherever else it appeared in the 

etude -- into a hocketing figure (see Figure 70). The sound is totally 

changed from a muddled rushing of low strings to an angry snarl, pos

sible only on the piano. Digital facilitation has been effected and 

rhythmically the etude begins according to the desired accent scheme.

Attention should be directed to the change of pedaling between 

the second and third version for the opening three bars. The second 

version has a change at the end of the first bar. Version three pedals 

through the change of harmony in bar three (see Figures 69 and 70).



The final section varying the theme in the second version, as 

illustrated'in Figure 71, is not only too similar in execution to the 

preceding segment but the sound is too thin in the right hand0 In ver

sion three, Liszt telescoped the right hand material into chordal 

masses and gave this final section the dynamic marking of triple forte 

(see Figure 7 2)0 The resulting alternating chordal pattern balances 

well with the material at bar 17 2 (Etudes 11,2, page 58) and grows 

credibly out of the aforementioned segment0

The descending staccatissimo chords in the right hand at the 

close of the second version, as illustrated in Figure 73, are thinned 

in texture by the removal of their lowest note in the third version 

(see Figure 74)0 Greater speed and a more biting, percussive quality 

is possible with the later rendering of this passage as the right hand 

has less area strike» In addition, the absence of the octave doubling 

in the right hand widens the gap between the upper and lower strata of 

sound,thereby allowing each strata to be more individual in character0 

Worth noting is the indicated fingering of the parallel chro

matic scales in the second version (see Figure 75)0 Liszt preferred 

this arrangement over a fingering necessitating frequent shifting, as 

he wanted the utmost in speed

Form

■ This is the first occurrence in this paper of the second and 

third versions conflicting in the matter of their overall formal plan0

4o This information is handed down by students of Liszt and 
their studentso It is not documented0



The second version is constructed on a ternary plan as it has a re

statement of the theme«, The third version has no restatement of the 

theme. However, the fifst does, and therefore is more allied with the 

second in this matter0

The theme of the 1839 and 1852 versions is evolved from the 

opening measures of the 1826 version (see Figure 76). Nothing is made 

in the later two versions of the second phrase starting at bar 5 other . 

than some harmonies (see Figures 69 and 70).

The 1852 version is much shorter than the second version. The 

material missing in the third version is the second version’s extension 

of the retransitional material common to both versions and a restate

ment of the theme (the retransition begins in both versions following 

the E flat variations at measure 135 in version two, Etudes II.1, page 

96, and at measure 134 in version three, Etudes II.2, page 56). This 

extended retransition in the second version is based on components of 

the expository section of the etude, such as the staccatissimo chords 

and parallel five-finger scales (see Figure 77).

The absence of this material in the third version emphasizes 

the importance of the initial E flat variation and the variations 

evolving from it. Rather than obtaining formal balance from an overall 

ternary structure, the 1852 version places this responsibility upon the 

correlation between the E flat variations which follow the theme and 

the C major varying segments which follow the retransition. The uni

formity of this plan is further strengthened through the momentum gen

erated by repeated references to the initial E flat variation.
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The second E flat variation, as illustrated in Figure 78, is 

confusing at first due to its seeming rhythmic disorganization. How

ever, its effect becomes meaningful if care is taken in honoring the 

indicated rubrics.  ̂ Perhaps Liszt decided that for other pianists the 

musical rewards would not be forthcoming as he rhythmically facilitated 

this variation in the third version (see Figure 79). In the third ver

sion, the right hand avails itself of a simple division within a com

pound meter while maintaining the initial accent scheme of J. J- .

The accompaniment of sixteenths is always beneath the melody while the 

left hand accents the first beat and the second accent falls on a rest. 

In the 1839 version, the accompaniment is above and below the melody and 

there is no distinctive rhythmic pattern of any description until the 

third bar where it becomes similar to that of version three. At bar 93 

in the third version, all of the eighth beats are present in a four- 

level stratification of sound. The accent scheme is again present and 

is further reinforced by both the right hand and the left in the middle 

of the bar. The same stratification of sound exists at bar 94 of the 

second version; however, the conception is less secure rhythmically, as 

there is no consistent accent scheme until the third and fourth measures 

of the phrase.

In performance, the substitution of the second version’s second 

E flat variation for that of the third version would cause no composi

tional imbalance and perhaps could be considered more indicative of 

Liszt’s transcendental thinking.

5. The rubrics used in the Douze Grandes Etudes are explained 
in Figure 9, page 22, of this paper.
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Harmony

Liszt's four bar introduction to the first E flat variation of 

the third version beginning at bar 59 is conservative in comparison 

with that of the second version (see Figures 80 and 81). The 1839 ver

sion uses a five bar introduction in which there are two additional 

chords: a VII^ of E flat and a Y-j of the III of E flat before the dom

inant. The resulting third relation is pleasing.

The key of all three versions is C minor. Only the first ends 

in the tonic minor; the later two versions close in the tonic major, 

the 185 2 version being predominantly in E flat major and C major. The 

most distant key reached in the 1826 version is E major (see Etudes 

II.1, page 19). The most distant key, and a more accessible one, ar

rived at in the later two versions is E minor (see Etudes II.1, page 

94, and Etudes II.2, page 55).

Summary

The significant modifications in sound and rhythm between the 

second and third versions are a result of maintaining the prevailing 

accent scheme of J. J. .

Structural balance in the third version rests upon the corre

lation between the E flat variations and the C major varying segments. 

The second version derives its uniformity from a ternary plan involving 

a restatement of the theme.



Figure 69. Bars 1 through 9 of the second version, the Douze Grandes 
Etudes, page 88, Etudes 11.1, the B & H edition. 
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Figure 70. Bars l through 11 of the third version, the Etudes 
d'execution transcendante, page 50, Etudes 11.2, the 
B &. H edition. 
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Figure 71. Bars 259 through 264 of the second version, the Douze· 
Grandes Etudes, page 103, Etudes 11.1, the B & H 
edition. 

uu 

Figure 72. Bars 202 through 214 of the third version, the Etudes 
d'execution transcendante, page 60, Etudes 11.2, the 
B & H edition. 
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Figure 73. Bars 283 to the end of the second version, the Douze 
Grandes Etudes, page 104, Etudes 11.1, the B & H 
edition. 

Figure 74. Bar 223 to the end of the third version, the Etudes 
d'execution transcendante, page 60, Etudes 11.2, the 
B & H edition. 

Figure 75o Bars 28 through 31 of the second version, the Douze 
Grandes Etudes, page 89, Etudes 11.1, the B & H 
edition. 
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Figure 76. Bars 1 through 21 of the first version, the Etudes en 
forme de douze exercises, page 18, Etudes 11.1, the 
B & H edition. 
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Figure 77. Bars 167 through 177 of the second version, the Douze 
Grandes Etudes, page 98, Etudes 11.1, the B & H 
edition. · 
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leggermente e &taccato 

Figure 78. Bars 86 through 95 in the second version, the Douze 
Grandes Etudes, page 93, Etudes II.l, the B & H 
edition. 
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Figure 79. Bars 85 through 94 of the third version, the Etudes 
d'execution transcendante, page 54, Etudes 11.2, the 
B &. H edition. 
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Figure 80. Bars 54 through 61 of the second version, the Douze 
Grandes Etudes, page 91, Etudes 11.1, the B & H 
edition. 

Figure 81. Bars 54 through 60 of the third version, the Etudes 
d 1 execution transcendante, pages 52 and 53, Etudes 
11.2, the B & H edition. 
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The Ninth Etude

The first version of 1826 containing 54 measures in 6/4 time 

has a tempo marking of 'Allegro grazioso and a metronome indication of a 

quarter note equal to 160, The form is five part sectional, that is,

A-BA-CA* The keyboard technique includes light legato execution, trills 

moving from one note to the next, scales, thirds in the left hand above 

a held note and bringing out a melody in the upper part of the right 

hand,

The 1839 version has 108 measures in 6/4 time with no metronome 

indication* There are four tempo markings: Andantino, Un poco animato,

Tempo RubatOg and Vivamenteo The second version is built on the same 

plan as the first with the addition of an introduction and a coda* The 

keyboard technique embraces arpeggios, rolled chords, rapid portamento 

chords, expanding and contracting intervals, octaves and highlighting a 

melody in the upper part of the right hand*

The 185 2 version bears the title "Ricordanza*,! Busoni wrote 

that this etude "gives the impression of a bundle of faded love letters 

from a somewhat old-fashioned world of sentiment*Containing 108 

measures, it is written in 6/4 time with a metronome indication at the 

appearance of the theme of a quarter note equal to 84* There are three 

major tempo markings: Andantino (improvisato), Un poco animato, and

Vivamente* The form is identical to that of version two* The keyboard 

technique comprises arpeggios, expanding and contracting intervals,

6* Busoni, The Essence of Music, p* 161*
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7sliding the thumb and second finger, chords, rolled chords, and high

lighting the melody in the upper part of the right hand,

Sound

At every appearance of the theme in the third version, Liszt 

notated a delayed entry or a "breaking of the hands" (see Figure 82),^ 

This is not the case in the second version in which the theme always 

appears on the beat (see Figure 83), This particular performance prac

tice emphasizes the melodic line and creates better separation between 

melody and accompaniment.

Consideration should also be given to the absence in the third 

version of the extra accompaniment figure in the right hand and the 

thick textures on the concluding notes of both the first and second 

phrases of the theme as found in the second version (see Figure 82 and 

83), The third version's rendering of the theme, although lacking in 

an extra level of sound, is clearly preferable from the viewpoint of 

melodic focus,

As opposed to the aforementioned thinning of texture, Liszt 

thickened the texture in the third version. Figure 84 from the second 

version.reveals that he wanted a build-up in dynamics, speed, and in

tensity as he indicated crescendo molto, con passione, and molto agi

tato ed accelerando. These directions are accomplished better in the .

7, For this problem, the same combination of notes appeared in 
the second version; however, no sliding fingering was indicated,

8, This information is handed down by students of Liszt and 
their students. It is not documented.
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third version by bunching together the chordal textures in Figure 84 

(see Figure 85)0 Contributing to the improved modification is the en

largement of the delayed1 entry device and the relief from the sequenc

ing pattern beginning at bar 800

Form

This etude is unique in that all three versions follow essen

tially the same formal plan, that is, a five-part sectional, and avail 

themselves of the same thematic material. This will become clear by 

making a comparison of the following figures: Figures 82 or 83 to

Figure 86, Figure 87 to bar 10 of Figure 86, Figure 88 to bar 14 of 

Figure 86, and Figure 89 to Figure 90, The 1839 and 1852 versions 

differ from the first primarily in their advanced degree of composi

tional and technical sophistication. The formal differences between 

the 1826 version and the later two are the presence of an introduction 

based on the first theme and a coda containing a modified return of 

the third subject followed by references to the first.

In addition to the transference of thematic material and formal 

organization from the first version to the later versions, there exists 

also a transference of some episodic material from version one to the 

1839 and 1852 versions. The continuous trills in the right hand accom

panied by thirds in the left beginning at bar 39 are found in the second 

and third versions at bars 62, 63, and 64 (see Figures 91 and 92),

The descending melodic sequences in the Un poco animato section 

of the introduction to the second version, as illustrated in Figure 93, 

are varied in the third version (see Figure 94), Liszt1s new rendition



of this passage in the 1852 version is more canorous9 as if written for 

a * cello, and avoids dipping too far into the area of the accompani- : 

mento Of further significance is the restlessness produced by the har- ; 

monic change in the line at the end of measures 10 and 119 giving this 

phrase sufficient impetus toward the approaching cadenza,, Finally, the 

parallel dissonance between measures 12 and 13 in the second version is 

deleted in the thirdo. Perhaps Liszt decided that the minor ninth H:5 

detracted from the colorful dissonances of the cadenza, ■

Harm°ny ■ ; :' ; : \
. At bar 83 of the. second version, which is the climactic point 

for both version two and three, Liszt notated an E flat pedal tone, a 

borrowed IV from the parallel minor and an octave, a a , (see Fig

ure 95)o In the 1852 version at this corresponding point (see Figure V 

96), Liszt wrote a full A major chord in place of the octave0 The pre

viously implied Neapolitan chord is now fully realized. The resulting 

dissonance is bitondl .and is.furtherv enhanced by the device of delayed 

entry which has been consistent with the main theme throughout this : 

etude.;

 ̂U  :  ̂. V Summary.

This etude is unique in this paper as it is the only example of 

the later two versions deriving all of their thematic material and basic 

organization from the 1826 version. A greater emphasis is placed on 

melody in the third version than in the second. This is accomplished 

by a more economical use of accompaniment and a notated "breaking of 

the hands" which occurs for the first time in this paper.
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Figure 82. Bars 13 through 18 of the third version, the Etudes 
d'execution transcendante, page 62, Etudes 11.2, the 
B &. H edition • 
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Figure 83. The end of bar 14 through 19 of the second version, the 
Douze Grandes Etudes, page 106, Etudes 11.1, the B &. H 
edition. 

107 



Figure 84. Bars 78 through 82 of the second version, the Douze 
Grandes Etudes, page 113, Etudes 11.1, the B & H 
edition. 
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Figure 85. Bars 79 through 82 of the third version, the Etudes 
d'execution transcendante, page 69, Etudes 11.2, the 
B & H edition. 
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~ l~ggi~ro 

Figure 86. Bars 1 through 19 of the first version, the Etudes ~ 
forme de douze exercises, page 21, Etudes II.1~ the 
B &. H edition. 

109 



Figure 87. Bar 22 of the second 
version, the Douze 
Grandes Etudes, page 
107, Etudes II.l, the 
B &. H edition. 
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Figure 88. Bar 27 of the second ver
sion, the Douze Grandes 
Etudes, page 107, Etudes 
II.l, the B &. H edition. 

Figure 89. Bars 31 into 33 of the first version, the Etudes en forme 
de douze exercise, page 22, Etudes II.l, the B &. ~edition. 

lorgamente, molto e~preuivo 

Figure 90. Bars 50 into 52 of the third version, the Etudes 
d'execution transcendante, page 66, Etudes II.2, the 
B &. H edition. 
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Figure 91. Bars 37 through 43 of the first version, the Etudes en 
forme de douze exercises, page 23, Etudes 11.1, the 
B &. H edition. 

Figure 92. Bars 61 through 64 of the third version, the Etudes 
d'execution transcendante, page 67, Etudes 11.2, the 
B &. H edition. 
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.. 
ncu!P.rando 11 molto creueudo _ - ri11f. veloci••imo 

Figure 93. Bars 10 into 13 of the second version, the Douze Grandes 
Etudes, pages 105 and 106, Etudes 11.1, the B & H edition • 

accelerando e molto cre11ctmdo _ • rt"nf. 

Figure 94. Bars 9 into 13 of the third version, the Etudes d'execution 
transcendante, pages 61 and 62, Etudes 11.2, the B & H 
edition. 



Figure 95. Bar 83 of the second version, the Douze Grandes 
Etudes, page 114, Etudes 11.1, the B & H edition. 

Figure 96. Bar 83 of the third version, the Etudes d'execution 
transcendante, page 70, Etudes 11.2, the B & H 
edition. 
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CHAPTER 5

THE.TENTH, ELEVENTH, AND TWELFTH ETUDES 

The Tenth Etude

The first version has a metronome indication of a quarter note 

equal to 960 Containing 79 measures, this 1826 exercise is in 2/4 time 

with a tempo marking of Moderato* The form resembles that of a rounded 

binary* Almost a perpetual motion study in sixteenth triplets, this 

exercise includes arpeggios, sudden octave displacement of broken chor

dal figurations, holding down notes, scales, and left hand crossings0

Containing 240 measures, the 1839 version uses both 2/4 and 3/4 

time0 There are three tempo markings: Presto molto agitato. Presto

feroce, and Prestissimo agitato ed appassionato assai. Like the other 

Douze Grandes Etudes, number ten has no metronome indication. The form 

resembles an A B A plan employing the principle of theme, continuous 

development, and variation. The keyboard technique includes interlock

ing chords, thirds, crossing the left hand over the right, broken chor

dal left hand accompaniments containing thirds, broken tenths and 

octaves, wide skips, interlocking octaves, rapid parallel octaves, 

tremolos, sequential three note patterns with and without held notes, 

wide spaced chords in the left hand, and rhythmic problems within one 

hand and between hands.

Much shorter than the second version, the 185 2 rendition has 

182 measures. Employing only one meter signature, 2/4, it has a tempo

114
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marking of Allegro agitato molto with a metronome indication of a 

quarter note equal to 104« The form, though more compact, resembles 

that of the second version. The keyboard technique includes interlock

ing chords, three-note sequential patterns, broken chordal accompani

ment in the left hand, widely spaced rolled chords, and arpeggiated 

chords in the right hand.

Sound

The accompaniment material in the final version of this etude 

plays an important role as a mood determinate. In the area of the 

first theme in version two, the accompaniment in the right hand con

tributes little more than a harmonic fill-in (see Figure 97). The 

rhythmic problem of off-beat sixteenth triplets against eighth triplets 

makes it difficult to lean on the first note of each two note phrase as 

the hands are at cross-purposes. In addition, the use of root position 

in the left hand chord is a disappointment after the first-inversion 

chords of the introductory bars. In Figure 98 from the third version, 

the foregoing problems do not exist. The theme is doubled at the oc

tave, there is no rhythmic conflict, most of the chords are in the 

first inversion, and the accompaniment is distributed between the hands. 

In addition, the first note of each two note phrase of the theme is 

given an accent which reinforces the author1s intention.

In the second version, at the appearance of the second theme, 

the left hand accompaniment requires rapid expanding and contracting of 

the hand in addition to sliding the thumb (see Figure 99). This same 

material in the 1852 version is dismembered into a broken chord pattern
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which is more suitable for the hand (see Figure 100). In my opinion, 

this modification conveys a state of agitation more in keeping with the 

mood of this etude0

The right hand accompaniment of the second theme, when it ap

pears in E flat minor at bar 54 of the second version (see Figure 101), 

is a descending three-note sequential pattern similar to the one first 

heard in the episode after the statement of the first theme (see Figure 

97, bar 13), The accompaniment employed in the corresponding place in 

the third version is an arpeggiated chordal figuration containing sixths, 

as illustrated in Figure 102o Due to the acoustical properties of the

sixths and the ascending motion of the accompaniment, the sound is more

grandiose and seems to emanate from the left hand theme in the manner 

of overtoneso

Form

There is little transference from the first version to the 

later two versions in the way of thematic material0 The use of six

teenth triplets is carried over, and the introductory bars of version 

two and three are derived from bars 66 through 68 of the first version 

(see Figure 103), However, the significant transference occurs between 

the first and third versions.

The first theme of both versions has a deliberate accent on the 

second and fourth eighth beats of the bar (compare Figures 104 and 98)*

This pattern of off-beat accenting in the third version takes place

whenever the first theme appears in toto or in variation. The second 

theme and the recurring episodes follow the normal stresses of duple
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meter9 but occasionally have accents on the second quarter beat0

With respect to the subject of rhythm, there is an instance of 

notated rubato in measures 22 and 23 of the third version* Off-beat 

regular eighths in the first measure are followed by triplet eighths in 

the next, as shown in Figure 105 0 In opposition to this, at measure 90 

when the first theme returns, it is notated the same rhythmically in 

both measures as triplet eighths (page 77, Etudes II.2), Throughout the 

second version, the first theme maintains a triplet rhythmic structure.

The recurring episodic material, as first heard at measure 13 

of the second version (see Figure 97), undergoes a small alteration in 

version three. The descending three-note sequential pattern in both 

hands is changed to alternating chords between the hands (see Figure 

106). This produces variety in the episodes and compositional balance 

with the introductory alternating chordal figure.

The second version's greater length is due to a longer and more 

developmental retransition and two additional varying segments based on 

the theme.

The retransition in the second version, beginning at measure 61 

(the same in version three), materially concerns itself with the first 

theme and parts of previously heard episodic material. It begins with 

a figure in the left hand which combines part of the first theme and 

part of the second in a conflicting rhythmic combination accompanied by 

the much-heard ascending and descending three-note sequential pattern 

in the right hand (see Figure 107). The wider intervals at the end of
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the first theme are further broadened into broken tenths which dominate 

the remainder of this retransition.

Commencing at measure 178, the first of the two additional var

iations, Presto feroce, is in 3/4 time which changes back to 2/4. As 

Figure 108 shows, it is comprised of chords and octaves based on the 

opening rhythmic pattern of the second theme. The variation disinte

grates and is finished by alternating octaves outlining a diminished 

seventh chord.

The second variation is also in 3/4 time (see Figure 109). Be

ginning at measure 198, it is based on previously heard material found 

in the F minor varied statement of the second theme (see pages 124 and 

125, bars 164 through 178, Etudes II.1): wide skipping octaves and

single notes, rolled and unrolled chords ornamented by a predominantly 

downward arpeggiated figure.

As both of the aforementioned variations have a static quality, 

it is not altogether improbable that Liszt deleted them due to their 

incongruity with the prevailing mood of the third version.

Harmony

In the area of the second version’s retransition, beginning at 

bar 61 (see Figure 107), Liszt sustains a reasonable degree of harmonic 

interest until bar 81. However, from this point on to the return of 

the theme, the emphasis alternates between the and the 11^ or the 

VIIy . The greatest dynamic level, that of triple forte, is reached at 

bar 95 containing a Yy (see Figure 110).
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In the retransition of the third version, the climactic moment, 

dynamically, corresponds with its climactic chord: a German Sixth*

Arrived at after chromatic root movement from B major in bar 73, 

through C major in bar 74, the chord is extended by a broken chordal 

figuration for three measures (see Figure 111)*

The final section of this retransition, beginning at bar 78, is 

not only in compositional balance with the concluding Stretta of the 

etude (see bar 110, page 81, Etudes 11*2) but as a close, it creates 

tension by means of its galloping figuration and by avoiding direct 

functional movement (see Figure 111)* Based on three chords, the dom

inant, the German Sixth, and the,^IV, it terminates on a dominant minor 

ninth*

Summary

Modifications in the accompaniment material, an intensification 

of an off-beat accent scheme, and the deletion of two static variations 

found in the second version, contribute to the expressionistic charac

ter of the third version*

Formally, the use of a shorter and more harmonically climactic 

retransition, and the compositional balance between the closing section 

of the retransition in the third version and the Stretta, aid in pro

ducing a more homogeneous structure*



Figure 97. 

J'. L . S3 . 

Bars 1 through 15 of the second version, the Douze 
Grandes Etudes, page 116, Etudes 11.1, the B & H 
edition. 
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Figure 98. Bars 1 through 12 of the third version, the Etudes 
d'execution transcendante, page 72, Etudes 11.2, the 
B &. H edition. 
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Figure 99. Bars 31 through 36 of the second version, the Douze 
Grandes Etudes, page 117, Etudes 11.1, the B & H 
edition. 
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Figure 100. Bars 31 through 36 of the third version, the Etudes 
d'execution transcendante, page 74, Etudes 11.2, 
the B & H edition. 

122 



Figure 101. Bars 53 through 56 of the second version, the Douze 
Grandes Etudes, page 118, Etudes 11.1, the B & H 
edition. 

s:;:····················••oo····~ ................................. ··········· . 
> ~ : 

Figure 102. Bars 52 through 57 of the third version, the Etudes 
d'execution transcendante, pages 75 and 76, Etudes 
11.2, the B & H edition. 
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Figure 103. Bars 63 through 70 of the first version, the Etudes en 
forme de douze exercises, page 26, Etudes II.1, the 
B &. H edition. 
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Figure 104. Bars 1 through 12 of the first version, the Etudes 
~forme de douze exercises, page 24, Etudes II.1, 
the B &. H edition. 
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acctmtato ed appaui.onato auai 

Figure 105. Bars 22 through 24 of the third version, the Etudes 
d'execution transcendante, page 73, Etudes 11.2, 
the B & H edition. 

Figure 106. Bars 13 through 15 of the third version, the Etudes 
d'execution transcendante, page 73, Etudes 11.2, the 
B & H edition. 
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Figure 107. Bars 61 through 80 of the second version, the Douze 
Grandes Etudes, pages 119 and 120, Etudes 11.1, the 
B &. H edition. 
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Figure 108. Bars 177 through 185 of the second version, the Douze 
Grandes Etudes, page 125, Etudes II.l, the B & H 
edition. 
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Figure 109. The conclusion of bar 197 through 201 of the second 
version, the Douze Grandes Etudes, page 126, Etudes 
II.l, the B & H edition. 
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ROrtelz.t• 

Figure 110. Bars 93 through 95 of the second version, the Douze 
Grandes Etudes, page 121, Etudes II.1, the B & H 
edition. 

Figure 111. Bars 72 through 86 of the third version, the Etudes 
d'execution transcendante, page 77, Etudes II.2, the 
B & H edition. 
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The Eleventh Etude 

Number seven in the exercisesthis 1826 version is in the key 

of E flat majoro It contains 39 measures in C time bearing a tempo 

marking of Allegretto con molto espressione and a metronome indication 

of a quarter note equal to 960 Resembling a rounded binary form, the 

study is almost a perpetual motion exercise in staggered rhythm0 Con

current with this is the legato execution of thirds and held notes 

within the same hand 0 At the end of the exercise, there is a short 

cadenza commanding rapid finger movement in the right hand«,

The 1839 version in D flat major covers 187 measures in C_ time 

with no metronome indication. Built on an arch form employing the 

principle of theme, continuous development, and variation, the etude 

has the following tempo markings: Lento assai, Andantino, un poco ani

mator (Tempo Rubato), Molto animato. Quasi Presto, Allegro vivace.

Grandioso, Piu animato, and Tempo I, The keyboard technique entails 

widely spaced chords and rolled chords, arpeggiated figures in the left 

hand with repeated notes, the rhythmic problem of two against three,

broken octaves and double octaves,

Entitled "Harmonies du Soir," the 1852 version has 155 measures 

in _C time with a metronome indication of a quarter note equal to 80 at 

the appearance of the first theme. Also built on an arch form similar 

to that of the second version, this etude contains the following tempo

.1, The seventh etude appeared only in two versions: the first
in 1839; the second in 1854 ("Eroica"), There is an eleventh exercise .
in D flat major which received no later development in the Douze Grandes 
Etudes and the Etudes d*execution transcendante. This is the reason for 
the discrepancy in the numbering.
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markingss Andantino9 Un poco animato, Poco pin mosso, Pin lento con 

intimo sentimento9 Molto animato9 and Tempo I, The keyboard technique 

includes widely spaced.ychords and rolled chords, arpeggiated accompani

ment figures in the left hand, broken octaves and double octaves, and 

the rhythmic problem of two against three0

This is'the first example of the later two versions being in a 

key other than that of the germinal exercise.,

Sound

The word glocken (bells) appears in the first measure of the 

second version, as Liszt wished to convey this sound impression through 

the notated octaves6 In the 1852 version, these octaves are divided 

into two levels of sound to better convey this impression (compare 

Figures 112 and 113)6 However, the word glocken does not appear0

Consistent with the idea of tolling bells, bars 21 to 23 of the 

third version show a marked improvement over bars 19 to 21 of the sec

ond version (see Figures 112 and 1130 Liszt not only changed the rhythm 

of the chords but added the third and doubled the seventh* The result

ing clangorous sonorities are foretelling of such works as La Cathe- 

drale Engloutie of Claude Debussy*

The accompaniment to the second theme in the second version be

ginning at bar 59 contains three levels of sound employing the rhythmic 

pattern of two against three (see Figure 114)* Perhaps Liszt felt this 

accompaniment was too "busy" and thick-textured for such a delicate 

theme, as he changed it in the third version (see Figure 115)* The 

disarmingly simple and transparent strummed accompaniment in the 1852
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version -- though being only one stratum of sound -- is actually quite 

difficult to "bring off*" The problem of tasteful rubato would perhaps 

require a pianist of considerable musical understanding* From a peda

gogical point of view, the teacher, in assigning this etude to a stu

dent, could possibly substitute for the second theme of the third 

version that of version two*

The return of the second theme in the tonic key of D flat major 

at bar 128 of the 1839 version undergoes textural changes resulting in 

digital facilitation and improvement in sound in the 1852 rendition 

(see Figures 116 and 117)* Texturally, the two outer strata of sound 

are reduced to octaves and unrolled chords within the grasp of a normal 

hand * The awkward stretches between the second and fourth fingers of 

the right hand as found in bars 129 and 130 of the second version are 

no longer a menace to effective performance* Soundwise, the use of a 

dominant pedal is more brilliant and suspenseful than a tonic pedal *

In addition, the desired dynamic marking in both versions is triple 

forte* Rolling widely spaced chords in the outer strata of sound at 

such a dynamic level is impractical if the primary massing of sound is 

in the middle of the keyboard * The "orchestration" in the third ver

sion depicts a small striking area for maximum concentration of strength*

Form

The significant formal transferences from the first version to 

the later two versions are the first theme, the staggered rhythm with 

its downbeat in the left hand, and the sustaining of a long line (see 

Figure 118)*



The formal plan of both the 1839 and 1852 versions resembles .. 

that of an arch form in which the first and second themes return in 

reverse order0 The organism instrumental in holding both etudes to

gether is a recurring interlude, developed and extended, which is de- J 

rived in part from the first theme0 It is the recurrence and develop

ment of this interlude which constitutes the primary formal point of 

departure between the second and third versions (see Figure 119)0

Following the corresponding interlude after the second theme in 

the second and third versions, there are two additional developmental : 

interludes in version twoQ The first of these. Quasi Presto, begins at 

bar 97 (see Figure 120)0 Using the staggered rhythm of the first theme, 

it explores the acoustical properties of the j? chord while following 

chromatic stepwise root movement from G major to C major/ Reaching a 

dynamic level of triple forte, this interlude seques into the next by 

means of alternating diminished seventh chords0 The function of the 

next interlude, Allegro vivace (bar 108), is that of a retransition '

(see Figure 121)0 Again, the staggering rhythm of the first theme is . 

present; however, it is joined with a melodic reference to interlude 

material found in bars 19 through 21 (see Figure 112)0 v This interlude 

is disappointing from the standpoint of sound0 Liszt notated the 

broken octaves in such a manner as to convey a wish for stratification 

of sound; however, in performance they come through as broken octaves0 

Harmonically, it is very precocious and will be given due consideration 

in the section dealing with harmony0

As these aforesaid developmental interludes are missing in the : 

third version, the corresponding interlude of the second and third
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versions, after the second theme in the third version, returns to the 

D flat major statement of the second theme. From this point, the two 

versions are in formal agreement (see bar 80, page 85, Etudes II.2).

Harmony

The greater length of the introduction to the third version is 

due to extra "color" chords delaying a cadence to the tonic. For this 

reason, it will be discussed here rather than in the section dealing 

with form. In bar 7 of version two, containing the last chord before 

the appearance of the theme, Liszt indicated a V ^  of I (see Figure 

112). The corresponding bar in the third version begins the following 

progression: X 6 of 1 N, , and finally a of I (see Fig

ure 113).

Two of the aforementioned chords, the of I and the N  of 

I are found in the coda of the second and third versions. In the case 

of version three, where these chords are found in bars 137 through 138 

of the coda (see Figure 122), this produces a degree of harmonic bal

ance between the introduction and the coda. In version two, smiliar 

harmonic balance exists; however, between the Allegro vivace retransi- 

tional interlude and the coda (the second version has the same coda as 

that of the third version).

An examination of this interlude reveals some interesting sounds 

(see Figure 121). The two foregoing chords in the coda are found here. 

Of more significance, however, the actual harmonic progression mentioned 

in regard to the introduction of the third version is found here, with
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9the exception of the "Ŷ  of I. Consistently having a dominant pedal 

like the introduction of the third version, the primary harmonic dif

ference lies with the presence of added sixths in these chords (there 

is also an added augmented sixth in the first of the flat-sixth chords). 

Even the dominant has an added sixth. At bar 125 containing the X  with 

an augmented fifth, there is still another added sixth. Functionally 

speaking, the pull to the tonic is inhibited by the added sixths and 

the absence of a supertonic chord or a good substitute. The impact of

the D flat statement of the second theme is, therefore, greatly less

ened. Perhaps the validity of this interlude, though questionable as 

to its worth within the second version of this etude, can rest upon the 

prophetic aspects of its writing.

Summary

The significant formal difference between the later two versions 

is the absence of two major developmental interludes in the third ver

sion between the two appearances of the second theme. Resulting from 

this is a greater emphasis upon melody rather than developmental mater

ial. Of the two themes, the second receives a more considerable measure 

of focus than the first. This is due to the smaller time-gap between 

its appearance in E major and its climactic return in D flat major.

The 1839 version is harmonically more ambitious than that of

1852 and devotes more space to regions and keys distant from D flat.

The more conservative casting of the third version tends to tether its 

exploratory uses of harmony to the purpose of "impressionistic" sound 

production and of contributing to the compositional balance of the etude.
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Figure 112. Bars 1 through 21 of the second version, the Douze 
Grandes Etudes, pages 128 and 129, Etudes 11.1, the 
B &.. H edition. 

135 

,' 



r. 1 •. a ~ . 

Figure 113. Bars 1 through 22 of the third version, the Etudes 
d'execution transcendante, page 82, Etudes 11.2, the 
B &. H edition. 
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Figure 114. Bars 59 through 79 of the second version, the Douze 
Grandes Etudes, page 131, Etudes 11.1, the B & H 
edition. 

Figure 115. Bars 59 through 63 of the third version, the Etudes 
d'execution transcendante, page 85, Etudes 11.2, the 
B & H edition. 
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Figure 116. Bars 128 through 133 of the second version, the Douze 
Grandes Etudes, page 103, Etudes 11.1, the B & H----
edition. 

Figure 117. Bars 97 through 102 of the third version, the Etudes 
d'execution transcendante, page 86, Etudes 11.2, the 
B & H edition. 
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Figure 118. Bars 1 through 19 of the first version, the Etudes ~ 
forme de douze exercises, page 16, Etudes 11.1, the 
B &. H edition. 
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Figure 119. Bars 37 through 54 of the second version, the Douze 
Grandes Etudes, page 130, Etudes 11.1, the B & H 
edition. 
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Figure 120. Bars 97 through 106 of the second version, the Douze 
Grandes Etudes, page 133, Etudes 11.1, the B & H 
edition. 
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Figure 121. Bars 108 through 126 of the second version, the Douze 
Grandes Etudes, pages 134 and 135, Etudes 11.1, the 
B &. H edition. 
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Figure 122. Bars 133 through 141 of the third version, the Etudes 
d'execution transcendante, page ~9, Etudes 11.2, the 
B &. H edition. 
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The Twelfth Etude 

The version of 1826 is a short study in triplets for melody and 

accompaniment requiring .the student to sustain the first note of each 

triplet in both the right and left hands (see Figure 123)„ The exer

cise embraces 67 measures in _C time and bears the tempo heading of 

Allegro non troppo with a metronome marking of 92 equal to the half 

noteo The overall form is a rounded binary with four bars of introduc

tion and a coda.

The second version is concerned almost exclusively with the 

tremolop Containing 101 measures in 6/8 time marked Andantino with no 

metronome indication, the 1834 rendition freely uses the theme and var

iation principle built on a ternary design with an introduction of 13 

measures and section entitled Recitative of 11 measures before the re

turn of the theme o.

-The final and third version of 1852 avails itself of a greater 

variety of technical material0 In addition to the tremolo, there are 

chromatic scales, octaves, and modifications of the tremolo0 Including 

80 measures in 6/8 time with a tempo heading of Andante con moto and a 

metronome marking of 100 to the eighth note, the third version is built 

on a ternary design freely treating the theme and variation principle; 

only the introduction and Recitativo are missingo To this third version

Liszt added the title of "Chasse-Neige" (snow-drift)0 Busoni spoke of
• -  - . . .

this etude as Mthe noblest example, perhaps, amongst all music of a
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poetising nature -- a sublime and steady fall of snow which gradually

2buries landscape and people,,"

Sound

Since the later two versions have the tremolo as their primary 

source of sound9 it is important to examine how Liszt carried this com

positional device from the second to the third version. The improve

ments which Liszt made not only brought about digital facilitation, 

textural changes, and improved stratification of sound, but in two in

stances, total transformation of the tremolo.

Figure 124 shows how Liszt achieved a clearer stratification of 

sound by removing the B double flat from the left hand found in Figure 

125, This example of digital facilitation allows the left hand to better 

divide itself between bringing out the lower counterpoint and executing 

the accompanying tremolo.

In Figure 127 Liszt transformed the earlier conception of the 

tremolo found in version two (see Figure 126) into a "jumping bass" fol

lowed by a reinforcement of the tremolo at the peak of the phrase. In 

addition to a strengthening of the melodic line at this point, Liszt 

notated a "breaking of the hands" (see measure 10), In a similar 

manner, Liszt effected a change from the second to the third version 

of the ninth etude (see Figures 82 and 83, page 107), The reinforced 

tremolo expedites applying greater strength to the keyboard whereas the 

"breaking of the hands" throws the melodic emphasis to the top line,

2, Busoni, The Essence of Music, page 162,



Figures 128 and 129 reveal a transformation of the.left-hand 

tremolo into a simple, swirling chromatic scale0 The pictorial im

pression accomplished by this modification is obviouso These "snow 

swirls" develop quickly into a full-scale blizzard which is depicted 

by parallel chromatic scales (see Figure 130)0 y

Attention should be given to the indicated original fingering 

in Figure 130o Liszt devised this fingering in order to obtain the \ 

necessary speed (see also Figure 75, page 97)0

Of greater significance than the transference of the theme from 

the 1826 exercise to the later two versions is the change in meter sig

nature from C to 6/80 • ■

There are many possible reasons for this change0 Perhaps Liszt 

wished, while adding in the left hand a contrapuntal line containing 

the same number of notes as the theme, to allow the final note of the 

counterpoint to terminate on the first beat of the measure after the 

example of the theme (compare Figure 123 and Figure 131)0 Resulting 

from this is the transmission of the themef s phrase structure from the 

germinal exercise into the later two versions0 It is also admissable " 

that he wanted a more mellifluous consequent phrase (compare the end 

of bar 8 in Figure 131 and Figure 127 to bar 13 in Figure 123)o 

Finally, in addition to the aforesaid suppositions, one can submit he 

was motivated to bring about a greater diversification in the phrasing 

and accenting organizational scheme0 " : - A ± //
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The foregoing hypothesis is not without precedent within this 

papere In the case of the third etude, Liszt changed the meter signa

ture from C to 6/8 and retained the quarter note as tactus in order to 

produce hemiola as well as the normal stresses of 6/8 time (see page 

29).

In the second and third versions of the twelfth etude, the dom

inant phrasing and accenting organizational scheme is either from the 

second eighth-beat (beginning of Figure 131) or on the downbeat (bar 9,

Figure 126). Later, in the E major section, beginning at bar 26 (see

Figure 132) multifariousness in the phrasing and accenting organiza

tional scheme reaches its highest point of development primarily due to

the imitation.

By grouping together the use of an eighth note as tactus, the 

previously mentioned compositional modifications and additions in the 

second paragraph under "Form," and the change in meter, Liszt avoided 

the squareness of the first version and created a flowing and billowing 

line throughout the final two renditions uninhibited by the static 

tremolo passages. Pictorially speaking, this is very much in agreement 

with the programmatic title of the final version.

One of the most important, and regrettable changes from the sec

ond to the third version, is the absence of the introductory material 

(see Figure 133). Also missing in the third version is the Recitative 

(see Figure 134) which, in the second version, is in structural balance 

with the introduction. As the introduction is too similar in mood to 

the ending of the preceding etude, "Harmonies du Soir," it is possible
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that Liszt decided to remove this introduction from the 1852 version 

after having performed the Douze Grandes Etudes on many occasions in 

public. It is also possible that neither the introductory material nor 

the Recitativo contributed to the programmatic intentions of the third 

version. Therefore, perhaps Liszt deleted them both in order to have 

greater continuity in the etude's descriptive purpose.

Harmony

Both the introduction and the Recitativo of the second version,

harmonically, are concerned with modulation. The Recitativo (see Figure

134) employs an enharmonic modulation from B major to B flat minor. In

bar 67, the IV of B flat minor, ominously hammered out in octaves,

equals enharmonica1ly the III of B major.

Far more ambitious is the modulation from A major to B flat

minor by way of a pivot note in the introduction (see Figure 133). In

measure 4, the key of A major is attained. The note E (the fifth of

the A major triad) assumes the responsibility in measure 8 of a pivot

chord. The last chord in measure 8 can be dismissed as an appogiatura
0chord or analyzed as a secondary borrowed chord: the VII4 of G major.
2

This chord becomes the VII_, of the T  of B flat minor and, subsequently, 

a German Sixth in root position (last chord in measure 9). Throughout 

the modulation, the E remains as a contributing member of each chord 

until it resolves upward to the 1^ of B flat minor.
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Summary

Three factors contribute to the programmatic continuity of the 

third versions a more imaginative approach to the tremolo, dramatic 

use of the chromatic scale, and deletion of the introduction and 

Recitativo of the second version,.

In the transference of thematic material from the first to the 

second version, a change in meter accompanied by compositional modifi

cations and additions laid the foundations for the success of the final 

conception of 18520
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Figure 123. Bars 1 through 21 of the first version, the Etudes 
~forme de douze exercises, page 31, Etudes 11.1, 
the B & H edition. 
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Figure 124. The end of bar 17 and bar 18 of the third version, the 
Etudes d'execution transcendante, page 92, Etudes II.2, 
the B & H edition. 

Figure 125. Bar 33 of the second version, the Douze Grandes Etudes, 
page 143, Etudes II.1, the B & H edition. 
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Figure 126. Bars 22 and 23 of the second version, the Douze Grandes 
Etudes, page 141, Etudes II.2, the B & H edition. 
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Figure 127. Bars 9 through 15 of the third version, the Etudes 
d'execution transcendante, page 91, .Etudes 11.2, 
the B & H edition. 
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Figure 128. Bars 50 through 53 of the second version, the Douze 
Grandes Etudes, page 145, Etudes 11.1, the B &--H--
edition. 

Figure 129. Bars 37 through 38 of the third version, the Etudes 
d'execution transcendante, page 94, Etudes 11.2, the 
B & H edition. 
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Figure 130. Bar 50 of the third version, the Etudes d'execution 
transcendante, page 96, Etudes 11.2, the B & H 
edition. 
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Figure 131. Bars 1 through 8 of the third version, the Etudes 
d'execution transcendante, page 90, Etudes II.2, the 
B &. H edition. 
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Figure 132. Bars 24 through 31 of the third version, the Etudes 
d'execution transcendante, page 93, Etudes 11.2, the 
B &. H edition. 
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Figure 133. Bars 1 ~hrough 14 of the second version, the Douze 
Grandes Etudes, page 139, Etudes 11.2, the B & H 
edition. 
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Figure 134. Bars 58 through 74 of the second version, the Douze 
Grandes Etudes, page 146, Etudes 11.1, the B & H 
edition. 
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CHAPTER 6

CONCLUSIONS

Sound

The instances of textural thinning between the second and third 

versions becomes so commonplace that occurrences of textural thickening, 

which are few, tend to draw more attention as to the reason supporting 

the modification. Liszt, in the third etude, not only moved the left 

hand to a more penetrating part of the keyboard, but thickened the tex

tures in the right hand in order to reinforce the conflicting accents 

between the hands and to achieve the desired dynamic reading of triple 

forte (see Figures 16 and 17). The processional character of 1839 ver

sion of the sixth etude was further enhanced by creative orchestral 

thinking on the part of the composer in "Vision.M ; Liszt added moving 

parts inside the bare octaves of the three eighth note upbeat, so often 

heard in the etude. As the etude gathers intensity, the parts increase, 

thereby creating the impression of a brass choir (see Figures 53 and 54). 

There is another example of Liszt!s motivation to contribute to the pro

grammatic intention of an etude: the eleventh etude. In comparing the

end of Figure 112 to that of Figure 113, the reader will discover that 

Liszt added the third and fifth to the chord, and doubled the seventh.

The thinner texture of the 1839 version fails to convey the clangorous 

dissonance of tolling bells heard in "Harmonies du Soir."

160
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The compositional practice of telescoping intervals and bunch

ing together chordal textures is related to the aforementioned subject 

of thickening texture from the viewpoint of achieving desired dynamic 

levels and rhythmic acuity<, In the introductory measures of "Feux- 

FolletSj" Liszt telescoped the left hand counterpoint into skipping 

thirds (See Figures 43 and 44)e Not only is digital facilitation ac

complished here, but a rhythmic stability is imparted to the passage

due to the left hand's facility in accenting the 16th notes« Figure 85,

from "Ricordanza," is an example of bunching together chordal textures

in order to better serve the climactic build-up previously indicated in 

Figure 84 from the second version.

Therefore, the predisposition to thicken textures in the 1852 

version was motivated by rhythmic acuity, intensification toward cli

mactic points, and the programmatic intentions of the etudes0

The thinning of textures between the second and third versions 

often results in better stratification of sound, improved contrapuntal 

treatment, digital facilitation, less focus on accompaniment and more 

emphasis on melody. An inclusive example of these improvements takes 

place in "Feux-Follets" (see Figures 45 and 46). The hands, in the 

example from the second version, are locked in a veritable battle of 

the thumbs I The thumb of the right hand tends to bring out the B flats 

to such a degree that the thumb in the left hand carrying the melody 

has difficulty being heard. The facilitated example shows the counter

point moving in contrary motion to a clearly audible reference to in

troductory material which is ornamented by a simple accompaniment.
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In thinning textures, Liszt became increasingly aware of the 

acoustical properties of certain intervals such as the fifth and the 

sixth. Crowded into a .few bars before the middle section of the 1839 

version of the second etude are a multitude of problems (see Figure 11). 

In the third version, the foregoing material is replaced by acousti

cally penetrating fifths and fourths further enhanced by the tympanic 

use of the hands (see Figure 10). Although these open intervals are 

primarily used in episodes, bridges, developmental variations and pas

sage work in order to maintain excitement in the final version of the 

etudes, when placed at the disposition of the main theme, they impart 

to it a declamatory awesomeness, as exemplified in "Mazeppa" (see Fig

ure 22, and pages 13 and 14, Etudes II.2, the B & H edition.

It has already been shown that some of the modifications in 

sound between the second and third versions bring about a greater em

phasis on the melodic line. This emphasis is also accomplished by 

Liszt1s compositional device, "breaking of the hands." There are two 

examples of this in the 1852 version of the etudes: "Ricordanza" and

"Chasse-Neige." In Figure 83, the first theme of the ninth etude in 

its second version begins exactly on the down-beat in both hands. Com

paring this to the theme1s treatment in Figure 82 from "Ricordanza" 

reveals an eighth-beat delay of each segment of the theme. In addition 

to the melodic affirmation, this device brings about improved separa

tion between melody and accompaniment. Administered in a less subtle 

manner in "Chasse-Neige" (see Figures 126 and 127), the "breaking of 

the hands" is further intensified by the addition of octaves in the
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outer strata of sound and the use of a reinforced tremolo at the peak 

of the phraseo

Digital facilitation and rhythmic simplification can also be 

an aid in melodic emphasis (see Figures 97 and 98). In the area of the 

first theme of version two of the tenth etude, the accompaniment in the 

right hand contributes little more than a harmonic fill-in. The rhyth

mic problem of off-beat 16th triplets against 8th triplets make it dif

ficult to lean on the first note of each two-note phrase as the hands 

are at cross-purposes. In addition, the use of root position in the 

left hand is a disappointment after the first inversion chords of the 

introductory bars. In Figure 98, the foregoing problems do not exist. 

The theme is doubled at the octave, there is no rhythmic conflict, most 

of the chords are in the first inversion, and the accompaniment is dis

tributed comfortably between the hands.

Therefore, other factors contributing to greater melodic em

phasis in the final rendition of the etudes are "breaking of the hands," 

digital facilitation, and rhythmic simplification.

Form

As it may have crossed the reader's mind that there are formal 

resemblances between the exercises and the later two versions, giving 

this matter some consideration would not be totally inappropriate.

Since the exercises were influenced by Czerny's formula of evolving a 

whole study from a single melodic and/or rhythmic germ with no formal

ized repetition, it stands to reason that the bulk of the exercises 

more precisely resemble rather than follow certain standard textbook
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forms o As it happens ? this appears to be the case. In addition, most 

of the etudes in the later two versions transcend established forms; 

they spin out their own ,musical edifices, respectively. Therefore, 

there is a substantial amount of latitude within the already nebulous 

confines of this subject.

There are at least nine etudes in the later two versions which 

bear a formal similarity to corresponding exercises in the 1826 ver

sion. The entire formal plan of the ninth exercise is used by the ninth 

etude and "Ricordanza." The rounded binary plan of the second exercise 

is related to the three-part scheme of the later two versions employing 

continuous development and variation in that all three have a return of 

the second part of the theme as representing a return of the theme it

self. The third exercise is in three parts; the second part is de

velopment by transposition. Both the third etude and "Paysage" employ 

theme and continuous variation. After a brief transposition of the 

theme into D flat major, the two have a restatement of the theme in the 

tonic key which resembles the second statement of the theme in the ger

minal exercise. However, in the later two versions, the restatement is 

considered as part of the continuous variation plan. The fifth exer

cise resembles a sonata structure but has no clear return of the theme. 

The fifth etude and "Feux-Follets" use continuous development and vari

ation. Neither has a return of the subject. The eighth exercise is 

built on a ternary structure employing development and transposition.

It resembles the second version of the etude more than the third in 

that the second version is based on a ternary plan using theme, con

tinuous development and variation; the third version has no return of
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the subjecto The quasi-rounded binary form of the tenth exercise is

related to the later two versions as they are based on A B A plan em

ploying theme, continuous development, and variation. The quasi

rounded binary form of the seventh exercise is connected formally with

the eleventh etude and "Harmonies du. Soir" in that they are structured 

on an arch design, using theme, continuous development, and variation. 

The twelfth exercise, which has for its overall plan that of a rounded 

binary, can be associated with the twelfth etude and "Chasse-Neige" 

since they are based on a ternary plan freely employing the principle 

of theme and variation.

Since the seventh etude in the 1839 and 1852 versions has no 

previous conception in the 1826 exercises and the eleventh exercise has 

no further development in the later two renditions, the percentage of 

cases involving formal similarity between the later two versions and 

their source is approximately 82 percent.

Of the many intangible factors subscribing to the organic omni- 

tude of each etude in its final version, few can be verbalized. Most 

of these mysteries will always remain in the realm of performance. How

ever, results of analysis facilitating the contributions of these fac

tors can be discussed here.

The etudes of the 1852 version owe their organic unity primar

ily to a greater economy of material. Absent in "Harmonies du Soir" are 

two major developmental interludes between the E major appearance of the 

second theme and its climactic return in D flat major (see Figure 120 

and Figure 121). This allows the recurring interlude in Figure 119 to
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be the organism instrumental in holding the final version together.

Also resulting from this modification is a greater stress on melody 

and less emphasis on developmental material. In the 1852 version of 

the tenth etude, Liszt achieved improved organic homogeneity and better 

express ionis tic continuity by modifying the accompaniment material, in

tensifying an off-beat accent scheme, and using a shorter and more har

monically climactic retransition. The material missing in "Wilde Jagd" 

is an extension of the retransitional material and a restatement of the 

theme. The absence of this material in the third version affirms the 

importance of the initial E flat variation and its subsequent evolving 

variations. The responsibility for formal balance is placed upon the 

correlation between the E flat variations which follow the theme and 

the C major varying segments which follow the abbreviated retransition. 

The uniformity of this plan is further strengthened through the momen

tum generated by repeated references to the initial E flat variation.

In the case of "Chasse-Neige," a deletion of the introduction and 

Recitative of the second version, a dramatic use of the chromatic scale, 

and a more imaginative approach to the tremolo contribute to its pro

grammatic continuity.

Yet, economy of material is not a necessity. The 1852 version 

of the second etude exploits the compositional foundations laid in the 

introductory 5% bars: the organizational and articulation scheme of

scheme dominates the entire third version of this etude and is the con

tributing force in its unity.

J .and the alternating of material between the hands. This
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Already apparent in this discussion is the increased emphasis 

on melody and programmatic continuity resulting, in part, from the 

greater economy of material in the final rendition. Other factors 

subscribing to melodic stress are found in !,Mazeppa.,f In the 1852 

version, Liszt lessened the time-gaps between bursts of the theme and 

exercised restraint in his compositional approach to the prevailing ac

companiment of thirds. Melodic emphasis is also obtained by focusing 

the listenerf s attention entirely upon one theme. In the case of 

"Harmonies du Soir,” attention rests upon the second theme. In a sim

ilar manner, Liszt placed greater stress on the initial E flat varia

tion in "Wilde Jagd." Yet, preoccupation with melody is not confined 

to main thematic areas. Liszt, in "Ricordanza," altered part of the 

introduction as found in the second version so that it would be more 

song-like, in the manner of the theme (see Figure 93 and Figure 94).

The choice of one variation as the climactic one in an etude 

can be a rallying point of organic unity. This, in part, may be re

lated to the compositional practice of progressive plateaus of dy

namics, which, in the case of "Vision," is one of the building forces 

of its unity. Liszt substituted for the five bar octave episode prior 

to the G major variation, a four bar bridge of chromatic parallel 

double octaves (see Figures 57 and 58). His previous choice of triple 

forte for the octave episode could only .have made the G major variation 

anti-climactic. In "Eroica," Liszt savpd the highest plateau of dy

namics for the octave variation. In the first version of this etude, 

not only is the introductory material elevated to the level of being an
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integral member of the formal plan, but the octave variation is fol

lowed by another variation bearing the same dynamic marking and a sec

tion marked triple forte' based on the extended introductory material.

The choice of a climactic variation is unclear.

Therefore, organic unity in the final conception of the etudes 

can not only be attributed to a greater economy of material, but to a 

more eclectic approach to material, which, in turn, precipitates a 

greater emphasis upon melody and programmatic continuity. Other agents 

subscribing to organic unity can be a prevailing organizational and ar

ticulation scheme, and compositional reiteration of technical patterns.

Harmony

Liszt1s predilection for keyboard harmonic thinking is apparent 

to anyone comparing the 1839 and 1852 versions. The near chord-for- 

chord similarity between these two versions is particularly interesting, 

for example, if two sections are totally dissimilar compositionally. 

However, of much greater significance is the harmonic likeness between 

the main thematic areas of the 1826 exercises and those of the later two 

versions.

Of the exercises, numbers 1, 2, 3, 5, 6, 7, 8, 9, and 12 can
/

safely be connected with their later versions in the above considera

tion. For example, the only difference, harmonically, between the theme 

of the first exercise and the theme in the later two versions of the 

germinal work, is the addition of the color-tones to the rising sequen

tial four-note pattern. This modification brings about a longer and 

more restless line (see Figure 5, page 2 of Etudes II.1, the B & H
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edition)e The arpeggios are merely enlarged in scope. Another exer

cise experiencing considerable modification is number five. The left 

hand accompaniment is eitlployed in both the later two versions; how

ever, the theme and accompaniment in the right hand is telescoped and 

transformed into the later two versions' sequencing chromatic double 

notes (see Figures 49 and 50). In the case of the eighth exercise, 

there is no question about the antecedent phrase. It is argumentative 

as to whether the consequent phrase can be included in the harmonic 

connection with the later two versions (see Figure 76, and page 50, 

Etudes II.2, the B & H edition).

Finally, a decisive illustration testifying to Liszt's sensi

tivity to keyboard harmonic thinking occurs in "Mazeppa." In compar

ing the eight bars commencing at measure 91 of the 1840 version to the 

four bars beginning at measure 97 in the 1839 version and measure 100 

in the final version, as illustrated in Figures 40, 41 and 42, the 

reader will discover an exact ratio of harmonic rhythm of 2:1.

Changes in harmony, key, and chord position between the second 

and third versions contribute considerably to the programmatic and ex- 

pressionistic aspects of the final rendition. In place of affirming 

C major at the beginning of the middle section of the second etude in 

its final form, as he did in the second version, Liszt avoided key sta

bility by concentrating on the IV^ of C minor. A C minor chord 

does not appear until four bars later. The rare use of C minor in the 

etude's key of A minor and the reiteration.of the subdominant seventh 

chord at this point subscribes to the prevailing mood of the etude.
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A touch of key color occurs between the end of the first variation and 

the second in the 1852 version of the seventh etude, nEroicaefT The 

major-minor clash between C major and C minor is very much in keeping 

with the rhapsodic character of this etude (see Figures 60 and 67),

In the return of the second theme in the tonic key of D flat major at 

bar 128 in the 1839 version, Liszt employed a tonic pedal tone* The 

choice of a dominant pedal tone in the final rendition, "Harmonies du 

Soir," is suspenseful and more brilliant (see Figures 116 and 117), In 

the same work, adding the third and fifth, and doubling the seventh in 

the interlude connecting the two statements of the first theme, imparts 

a clangorous dissonance more in keeping with the programmatic designs 

of that section (see end of Figure 112 and end of Figure 113), The

opening theme of the tenth etude in its second version resorts to

chords in root position; however, in the final version, the theme 

avails itself of first inversion chords. The instability resulting 

from the later choice of chord position subscribes to the prevailing 

mood of agitation in the etude (see Figure 97 and Figure 98),

In the final version, Liszt was more thoughtful in electing a

climactic chord (usually at the end of an interesting progression) for 

a climactic point in an etude, Bitonal dissonance is found at the cli

mactic point of "Ricordanza," At bar 83 of the second version of this 

etude, Liszt notated an E flat pedal tone, a borrowed IV from the par

allel minor and an octave, "a - aIM (see Figure 95), In the final ver

sion, he merely completed the A major chord, The resulting bitonal 

dissonance is further enhanced by the delayed entry device which is
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consistent with the main theme throughout "Ricordanza" (see Figure 96). 

The substitution of acoustically penetrating and descending ^ chords 

over C major and its Neapolitan at the high point in the second 

cantabile variation of "Mazeppa," in lieu of repeated affirmation of 

the key of C minor at the end of the corresponding variation in the 

second version, is one of the most significant examples of Liszt choos

ing climactic harmony for a climactic point (see Figure 29, and page 53 

of the Douze Grandes Etudes, Etudes II. 1, the B & H edition).

The administering of harmonies in the second version, when at

tracting attention, tends to be either diverting or commonplace. In 

the second version of the eleventh etude, harmonic usage in the Allegro 

vivace interlude, which at first is ambitious, disintegrates into in

sufficient dominant preparation for the return of the second theme in 

D flat. This is due, in part, to the many added sixths and the absence 

of a supertonic chord (or a good substitute) which inhibit a pull to 

the tonic. The bulk of the responsibility for this dominant prepara

tion is left to the A flat broken octaves. The impact of the theme is 

therefore considerably lessened (see Figure 121). In the final version 

of this etude, Liszt transferred these harmonies to the introduction 

where they functioned better as color-chords heightening the enjoyment 

of a delayed cadence to the tonic (see Figure 113). An example of a

very beautiful and successful modulation from A major to B flat minor

by a pivot note takes place in the introduction to the 1839 version of 

the twelfth etude (see Figure 133). In the second version of the tenth 

etude, harmonic interest is concentrated upon the , the II-, and the
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VII^ at the end of the retransition (see pages 119 through 121 in the 

Douze Grandes Etudes, Etudes II.1). Although Liszt sustains a reason

able degree of harmonic interest until bar 81, where more exciting 

harmonies are required, they are not found. At the dynamic peak of 

this section, bar 95, Liszt notated a Y-j. In the corresponding sec

tion of the final rendition, the previous dominant seventh is replaced 

by a German Sixth which is arrived at after chromatic root movement 

from B major through C major. Not only is the German Sixth technically 

extended by a broken chordal figuration, but resolution is further de

layed by a restless section terminating in a dominant ninth (see Figure 

1 1 1 ).

Liszt's "Transcendental" Sound 

Considerable space has been given in this document to Liszt's 

complete knowledge of keyboard writing and his development as a com

poser within these etudes from version to version. It should be under

stood that, without a vast understanding of the pedal's resources, 

these etudes could neither have been visioned by Liszt, nor recon

structed in performance by him, or others to follow. The score of the 

etudes gives only a partial indication of Liszt's thinking regarding 

the pedal.
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ETUDE EN DOUZE EXERCISES 

The basis of this edition is the Hofmeister edition1 

(compare with the Preface) 

174 

1. 1) Since this legato slur is missing at the theme's return, it 

should be questioned. 

2) In the original French edition, the FP is on the second 

eighth. 

2. 3) In the Hofmeister edition, the indication to play the figure 

an octave higher commences on the first sixteenth note; in 

this edition, the indication coincides with the second six-

teenth note. 

3. 4) Allegro con molto, in the French edition. 

5) Legero instead of the correct spelling, leggiero, ibidem. 

6) There is no natural sign before the F, ibidem. 

7) The indication of forte in the last eight bars appears to 

be unmotivated. 

8) It is doubtful whether one should repeat the 4-3-2 fingering 

a second time. 

9) Obviously, the first chord in the left hand was meant to be 

this way: ~ 

l. Information concerning the editions of the first version can 
be found on page 3 in this paper. 
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10) This is apparently an engraver's error. The intention here 

is a three-voiced chord of eighth notes: 

5. 11) FF in the French edition. 

6. 12) In the French edition, the second quarter-beat is as 

7. 

follows:~ 
13) P in the French edition. 

14) The French edition has the following: ft~ 

15) The D is a dotted quarter in the French edition. 

16) The French edition has the following: ~m 
17) The French edition has the following: ~ The flat 

before E is missing in both editions. 

18) In both editions, there is an accent on third quarter-beat 

between the middle voices. It is unclear for which of the 

two the sign was intended. -

d .. d fC·· . e l t l on, rea s : : • · · · 

I j3j fi1 
19) This measure, in the French 

t t I i I 

20) In the French edition, there is no third; just the note G. 

21) ~ (French edition). 

22) 
t. 

+ =r (ibidem). 

23) The descrescendo sign is in the French edition. 

8. 24) SF in the French edition. 

25) The sharp before the G is missing in the Hofmeister. 

9. 26) In the French edition, there are no legato slurs; instead 

there are staccato dots over the higher three double-notes. 

11. 27) P in the French edition. 
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28) Dimin. (ibidem). 

12. 29) Cresc. (ibidem). 

14. 30) In the original, there is an E flat here; this is obviously 

an engraving error. 

15. 31) In the original, it is B flat instead of G. 

32)- ---=::::::--~..----in the French edition. 
·-..... ~ .. ~ 

33) The French edition notates B flat instead of C • 

16. 34) 
..---.. .$311' 

-:::=::::::::::···- in the French edition. ---
35) Ten. (ibidem). 

36) The natural sign before the G is missing in the original. 

We suspect an oversight. 

18. 37) The indication of piano at this point seems to be incongru-

ous within the plan of this piece. We have added the more 

believable F in brackets. 

19. 38) In the French edition, the fourth quarter-beat reads in 

the right hand as follows: ~- It is more correct and 

corresponds with the following parallel measure [bar 39 ] . 

21. 39) In the French edition, there is a natural sign before the 
~ 

high A [ in the left hand ] . ~ 

40) Slurs are missing in the Hofmeister. 

41) Espressivo (ibidem). 

42. In the French edition, the legato slur starts over the 

third quarter-beat. 

43) It is SF in the French edition instead of F. 
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22. 44) Cresc . in the French edition. 
----·---

4 5 ) -==--===--==-- ( ibid em) • 
....... _ .... ~b-:----

46) In all editions, the flat before G is missing in the entire 

measure. 

27. 47) In the French edition: ~ 
28. 48) It is doubtful that this is a D sharp. The French edition 

doesn't have it. 

49) Both editions leave out the legato slurs on the second 

quarter-beat. Furthermore, in the French edition, they 

are missing in the following measure and on the last 

quarter-beat of the next one. 

29. 50) In the French edition, C was indicated here instead of 

B flat. 

51) ~ in the French edition. 

31. 52) The natural before the G is missing in both editions. 

53) In the French edition, the last quarter-beat reads in the 

following manner: {~ ~ ; 

54) In the French edition, an A flat is indicated for the last 

eighth of the triplet instead of an F. 

32. 55) In the French edition, the third quarter-beat is written 

in the following manner: · ~·- The first F is held and a 

slight pause is taken before the fourth quarter-beat, at 

which point the main theme enters. 

56) In the original, a D flat is indicated instead of a B flat. 
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ETUDES D'EXECUTION TRANSCENDANTE 

Editions consulted: Etudes d'execution transcendante, Cahier I et II. 

(L~ipzig, Breitkopf & Hartel) 

The metronome indications convey only an approximate tempo. 

2. As far as the present and later variants for a piano with 

seven octaves are concerned, they are to be applied in our 

present-day pianos which have an expanded keyboard. 

2. Refer to the preliminary notes in volume one regarding the 

date of composition. 

4. First line, upbeat: The F is not in the original. 

15. For the sake of variety, it would be in good taste to delay 

the use of the ossia until this passage returns on page 20. 

18. First line, first measure: In the old edition, un poco 

animato is indicated [this would be at bar 56 in the fourth 

etude of the Douze Grandes Etudes ] which is in agreement 

with the editor's wishes. Play with suppressed passion. 

20. Fifth line, first measure: The sudden MP makes further inten-

sification possible, and therefore must be followed. 

24. Third line, measure 1, 2, and 3: Here in the text, there is 

a lack of rhythmic clarity. Apparently the melody in the 

:R/ bass and middle voice should sound: ¥}2~n I ~~ 

j""! r··} r r··! 
(3 Punkte) (3 Punkte) {2 Punkte) 

26. Fourth line, first measure: In the basic edition consulted, 

there is a natural sign before the A, the sixth 32nd note in 
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Page 

the right hand. Apparently it should stand before the G 

(resolution of G flat; see also the left hand). 

. 41. First line, second measure: The first octave in the right 

1 

hand [it's played in the left ] is written in the consulted 

edition as:~ : instead of the corrected version: ~·, 
___ _, 

44. Compare "Eroica" with the musical example in the preface. 

49. Third line, first and second measure: The legato slurs are 

added by the editor. Compare this practice to the introduc-

tion of the "Carnival of Pest." 

67. Third line, first measure: The trill onE should be per-

formed with the upper auxiliary note F; the one on E sharp 

with the upper auxiliary note F sharp. 

71. I recommend using the extension after the fourth line found 

in the Liszt-Padagogium of Lina Ramann. 

8·· ··· · · · ·· · · ··· ·· · ··· .. ... . .. . .. .. ...... ... .... . . . . . .. .. . ... ... . ... . . . .... . . . . .. . ...... .. . .. . ... . . . .... . . ...... . 

!j 
... ~$~fA-· L~~· ... .jl.~~ .. ~.jl.itt:= 

" 
e.&. +fA- .... . ... .... ~ct:.;:: e ... 

1-,l- -

i-..' I r~r I I 

.J ' J ,. _l ~~· 

... f•· c~· r r r l r r l 

! ..... ~~~· : .... ~; .. ·~~r ~. ~ 
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Page 

87. Line one, second measure: In the sources consulted, the 

third quarter-beat is as follows: ~i 
~· 

The lower 

A flat was an engraving error and should be changed to a C 

[in the Douze Grandes Etudes, the third quarter-beat of bar 

134 in the eleventh etude has a lower A flat in the chord ] . 

91. Second line, first measure: From here on, the tremolo should 

always be in the character of the beginning (non martellato), 

soaring, whispering, rustling. 

96. Fourth line: The notation of the last seven notes as 32nds 

presents the possibility of an allargando and meno legato. 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
In the revisions of the plates, I was graciously assisted by 

Dr. Otto Taubmann. 

Berlin, September 1911 Ferruccio Busoni 
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TABLE 1 
THE FIRST ETUDE

Date Age Number
of

Measures
Metronome
Marking

Meter
Sig. Tempo Title 

(if any) Basic Form Technique

'1826

1839

1852

16 36 J  = 132 C

29

44

23 none

23 j = 160

Allegro
con
fuoco

Presto

none Rounded bi
nary

none j Binary by
! design

Presto "Prelude” j Binary by 
design

Arpeggios, broken 
chords, broken octaves, 
sequential four-note 
patterns.

Arpeggios, staccato 
chords, sequential 
four-note patterns, 
trills. I
Arpeggios, staccato 
chords, trills, sequen- j 
tial four-note patterns.!



TABLE 2

THE SECOND ETUDE

Date
i
i

----

Age

.....
Number

of
Measures

Metronome
Marking

Meter
Sig. Tempo Title 

(if any) Basic Form Technique

I
1 1826
i

IS 39
i
J = 100 3/4 Allegro 

con moto
none Rounded

binary
Broken octaves in 16th 
triplets, sequential 
three-note patterns ris
ing in right hand.

j 1839

i

!

29 94 none 3/4 Mol to 
vivace; 
Tempo 
giusto

none Continuous 
development 
& variation 
within 3- 
part scheme

Octaves followed by 
single notes involving 
considerable stretch 
(the rest is same as 
below).

| 1852
1iI

44 103 J = 152- 
160

3/4 Mol to 
vivace

none Same as 
above

Predominantly wrist 
technique, Lisztian mar- 
tellato interlocking 
passages, rhythmic pro
pulsion, facile patternec 
runs, chordal skips, en
durance .

183



TABLE 3

THE THIRD ETUDE

Date Age
Number

of
Measures

Metronome Meter
Sig. Tempo

- ■ —  .—

Title 
(if any)

-

Basic Form Technique

_____  1

1826 16 77 Q_ ii oo o C Allegro
sempre
legato

none Three parts Legato playing in both 
hands, finger substitu
tion in upper part of 
right hand.

1839

29

120 none 6/8 Poco
Adagio

none Theme and
continuous
variation

Tone study, fingered 
legato touch combined 
with most precise use 
of pedal.

i 1852 44 98 J = 58 6/8 Poco
Adagio

"Paysage" Same as 
above

Same as above.



TABLE 4

THE FOURTH ETUDE

Date Age
Number

of
Measures

Metronome
Marking

---

Meter
Sig.

—

Tempo Title 
(if any) Basic Form

|

Technique

_ _ _ _ _ _ _  .. l

1826 16 77 ®.= 132 6/8 Alle
gretto

none Binary : Thirds crossing over.
i

1839 29 170 none 6/4 Allegro
patetico

none Theme and 
variation

Endurance, wrist tech
nique: octaves, double 
notes, cross-handed 
skips, massed pedal ef
fects, melodic separa- i  

tion from thick accom
paniments . j

1840
!

30 180 none 6/4 Allegro
patetico

"Mazeppa" Theme and 
variation

1
Same as above.

i
 ̂ 1852 44 202 J = 112- 

116
C

■

A1 legro "Mazeppa" Theme and 
variation

Same as above.
i



TABLE 5

THE FIFTH ETUDE

Date Age
Number

of
Measures

Metronome
Marking

—

Meter
Sig. Tempo Title 

(if any) Basic Form Technique

1
1826 16 83 cl = 66 C Moderate none Sonata

■ ■
Scales, chords, arpeg
gios, crossing of left 
hand over right, melody 
in upper part of hand.

1839 29 127 none 2/4 Eguale-
mente

none Theme, con
tinuous de
velopment and 
variation

Double notes, melody 
with close position 
technique in same hand. 
Endurance, accuracy in 
skips, difficult chro
matic figuration, ex
panded technique.

1852
I

44 133 J = 120- 
126

2/4 Allegret
to

"Feux
Follets"

Same as above Same as above.
11

■

i



TABLE 6

THE SIXTH ETUDE

Date
1

Age
Number

of
Measures

Metronome
Marking

Meter
Sig. Tempo Title 

(if any) Basic Form Technique

1
I 1826 74 J  = 138 2/4 Mol to 

agitato
none Rounded

binary
Phrasing from end of 
one beat into beginning 
of next, rapid sequen
tial movement from one 
part of keyboard to 
another, broken chords.

1839 29 72 none 3/4 Largo
patetico

none Theme and 
variation

Arpeggio technique, 
tremolo, the work de
mands structural scope 
and imagination, 
chordal skips, octaves.

1852 44 70 rW = 76 3/4 Lento "Vision" Same as above

ij
I



TABLE 7

THE SEVENTH ETUDE

Date Age
Number

of
Measures

Metronome
Marking

Meter
Sig. Tempo Title 

(if any) Basic Form

------- ----- - - -

!
Technique I

1 1839 29 146 none C Allegro
deciso

none A B A
using prin
ciple of 
theme and 
variation

Orchestral pedal ef
fects with possibility 
of using sustaining 
pedal, rhythmic drive, 
work contains major 
octave endurance and 
accuracy.

1852

i

44 118 J  = 108 C Allegro "Eroica" Same as 
above

Same as above.

!ii
i



TABLE 8

THE EIGHTH ETUDE

Date Age
Number

of
Measures

..

Metronome
Marking

Meter
Sig. Tempo Title 

(if any) Basic Form

..

|

Technique

_ - - - ...................

! 1826
1

16 64 O
O
00ii

T
> C Allegro

con
spirito

“ 1

none Ternary with 
development 
and trans
position

|
Left hand scales with 
occasional awkward 
shifting, arpeggios and 
scales in right hand.

| 1839 29 288 none 6/8:
2/4

Presto
strepi-
toso

none Theme, con
tinuous de
velopment & 
variation on 
ternary plan.

Irregular melodic line, 
double chords requiring 
accuracy (the rest is 
same as below).

II
j 1852
1

44 228 flj. = 116 6/8: Presto
furioso

"Wilde
Jagd"

Theme, con
tinuous de
velopment

Wrist technique, accur
acy in skips, rhythmic 
drive, endurance.



TABLE 9

THE NINTH ETUDE

Date Age
Number

of
Measures
!

Metronome
Marking

Meter
Sig. Tempo Title 

(if any) Basic Form

n  ' ...............

Technique

............ .

1826 16 54 a = 160 6/4 Allegro
grazioso

none A-BA—CA
T

Light legato execution, 
connecting trills, 
scales, bringing out a 
melody in the upper 
part of the right hand, j

1839

i

29 108 none 6/4 And an- 
tino

none A-BA-CA plan Study in touch, melodic j 
technique in all forms, 
rich orchestral approachJ 
to sound, facile pat
terned runs.

i
i 1852 44 108 J = 84 6/4 Andan- 

tino 
(improvi- 
sato)

"Ricordanza" A-BA-CA plan Same as above.

I
1
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TABLE 10

THE TENTH ETUDE

I
Date Age

Number
of

Measures
Metronome
Marking

Meter
Sig. Tempo Title 

(if any) Basic Form Technique

1826

1

16 79 J  = 96 2/4 Moderate none Rounded
binary

Perpetual motion study, 
arpeggios, skipping, 
broken chords, holding 
down notes, scales, 
left hand crossings.

1839

1

i

29 240 none 2/4:
3/4

Presto 
mol to 
agitato

none Theme, con
tinuous de
velopment and 
variation on 
ABA plan

Skips in tenths, rhyth
mic problem within same 
hand and between hands, 
difficult stepwise use 
of thumb in left hand, 
the rest is the same as 
below.

| 1852 44 182 J  = 104 2/4

1 1

Allegro 
agitato 
mol to

none More compact 
but same as 
above

■
Primarily a study for 
the left hand in contin
uous broken chords and 
arpeggiated figures, 
patterned figuration for 
both hands, endurance, 
maintaining melodic line 
without interference 
from accompaniment.

1
l



TABLE 11

THE ELEVENTH ETUDE

j Date Age
Number

of
Measures

Metronome
Marking

Meter
Sig. Tempo Title 

(if any) Basic Form i
Technique

|Ii1
| 1826

i
i11
i

16 39 J  = 9 6 C Alle
gretto
con
molto
expres-
sione

none Rounded
binary

Perpetual motion study 
of legato thirds and 
held notes in staggered 
rhythm, rapid finger 
movement.

1839 29 187 none C Lento
assai

none Theme, 
continuous 
development 
& variation 
on arch form

Maintaining the canto 
passages through very 
thick accompaniments, 
the rest is as below.

i
i

1852 44 155

J

J  = 80 C And an- 
tino

'

"Harmonies 
du Soir"

Same as 
above

Rhythmic arpeggiated 
chord figure, repeated 
chords demanding en
durance, study in tone j 
on large scale, legato 
execution, extensive 
Lisztian pedal knowl
edge.

i
I
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TABLE 12

THE TWELFTH ETUDE

Date

j

Age
Number

of
Measures

Metronome
Marking

Meter
Sig

—

Tempo Title 
(if any) Basic Form Technique

1
............  1!

1 1826 16 67 c  = 92 C Allegro
non
troppo

none Rounded
binary

|
Sustaining notes at ex
tremes of both right 
and left hands.

1839 29 101 none

b

6/8 Andan- 
tino

none Theme & var
iation prin
ciple on 
ternary plan

A study for the tremolo, 
difficulty in maintain
ing line, awkward skips.

i
1852

ii

I

44 80 = 100 6/8 Andante 
con moto

"Chasse-
Neige"

Same as 
above

A complete study for the! 
tremolo - the single 
vibration through to the i 
reinforced interlocking j 
tremolo, chromatic 
scales, difficulty in 
maintaining line, under-| 
standing the pedal in 
relation to Liszt’s 
"orchestral” keyboard 
writing.

i1
11
1



REFERENCES

Busoni, FerrucciOo The Essence of Music, translated by Rosamund Ley0 
London: Rockcliff Publishing Corporation, 19570

Fay, Amyo Music Study in Germany, in the Nineteenth Century0 New York: 
Dover Publications, Inc0 9 1965 (Reprint of the same work pub
lished by A 0 Co McClurg and Company, Chicago, 1880)0

Fielden, Thomas0 "The History of the Evolution of Pianoforte Music," 
Proceedings of the Musical Association, Fifty-Ninth Session0 
London: Leeds, 1933, pe 35-59 0

Groves Dictionary of Music and Musicians, ed0 Eric Blom0 5th edition* 
London: Macmillan and Co0 $ Ltd,, 1954,

Hugo, Victor, Odes et Ballades - Les Orientales, Paris: Nelson,
Editeurs,

Liszt, Franzo Franz Liszts Musikalische Werke, herausgegeben von der 
Franz Liszt-Stiftung, Leipzig, New York: Breitkopf & Hartel,
1908o Farnborough, England: Gregg Press, 1966,

Sitwell, Sacheverell, Liszt, New York: Philosophical Library, Inc,,
1956,

194


