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VORWORT

Nicht nur innerhalb der Gattung ,Klaviersonate”, son-
dern auch im Schaffen von Franz Liszt stellt die im
Mai 1854 im Druck erschienene Sonate in h-Moll (R 71,
S 178)! einen in seiner Bedeutung kaum zu tiberschat-
zenden Markstein dar. Sie bildet gemeinsam mit an-
deren Werken, unter ihnen die Etudes d’exécution trans-
cendante (1851), als Nachklang zu der 1847 aufgegebe-
nen Virtuosenlaufbahn den Hohepunkt einer auf das
Klavier fokussierten Phase kompositorischer Arbeit,
deren Ende Liszt selbst in einem Brief vom Friihjahr
1854 an den in Konigsberg als Klavierpadagoge und
Musikschriftsteller wirkenden Louis Kohler angekiin-
digt hatte: ,Fiir heute erlaube ich mir Ihnen meine
Sonate, die soeben bei Hartel herausgeko , ZU
iibersenden. Nachstens erhalten Sie ejiami
ges Stiick ,Scherzo und Marsch’
im Laufe des Sommers erscheinen
,Années de Peleri

flen Terminus , Sympho-
nische D1 wendete. In diesen fiir das Or-
chester bestimmten Werken zeigt sich Liszts Bestre-
ben nach einer inneren motivischen Verdichtung wie
auch einer dufleren Verschrankung des musikalischen
Verlaufs. Gleiches gilt fiir die Sonate in h-Moll — nur
dass in diesem Fall iiber das eigentliche Werk hinaus
auch Fragen der Gattung und ihrer Konventionen in
entscheidendem MafRe beriihrt werden.? Dies betrifft
1 Die Ausgabe lag Liszt spitestens Mitte Mai 1854 vor (vgl. hierzu
auch den weiter unten zitierten Tagebucheintrag von Clara Schu-
mann). In Hofmeisters Musikalisch-literarischem Monatsbericht (Leip-
zig 1854) wird das Werk im Juni angezeigt (S. 562).

2 Brief von Franz Liszt an Louis Kohler vom Mai 1854; zitiert
nach: Franz Liszt’s Briefe, hrsg. von La Mara, Bd. 1: Von Paris bis
Rom, Leipzig %1893, S. 153.

3 Obwohl Liszt der im Titel auf eine schlichte Gattungsbezeich-

nung reduzierten Komposition moglicherweise ganz bewusst kein
Programm beigegeben hatte, versuchte die Nachwelt vielfach, den

weniger die aus einheitlichem Material entwickelten
Themen, ihre Varianten und Metamorphosen, als viel-
mehr die komplexe, keineswegs eindeutige Anlage der
Form, in der die Abschnitte eines Sonatensatzes (Ex-
position, Durchfiihrung, Reprise und Coda) mit den
iiblichen Satzcharakteren einer mehrsitzigen Kompo-
sition (Introduktion und Kopfsatz, langsamer Satz,

Scherzo und Finale) zu einem einsatzigen Verlguf zu-

sammengefiihrt werden —ginegukun isqllde Idee,

an die spater unter anderen i trfss und

Arnold Schénberg mj n\' en ften (Don
1
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Juan, 1888, u il N1, /98, sowie Pelleas
und . A O eichquartett d-Moll op. 7,
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einer moig [
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eri@attungs¥ithetisgaweit (
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ersuche

en als ,Fantasien” be rder?
rerfar

e symphonische Bearbei-
chester angefertigt hatte (R 459,
Fantasie op. 17 (1839) von Robert
ufann, die Liszt gewidmet ist.> Tatsdchlich war

ist vor allem Fr.

Verlauf der Sonate in h-Moll hermeneutisch zu deuten. Die gegen-
satzlichen Ausdruckscharaktere haben dabei immer wieder unter-
schiedliche Deutungen hervorgerufen, die sich aber letztlich kaum
konkretisieren lassen. Ihnen ist gleichwohl ein grundlegender An-
tagonismus gemein — am verbreitetsten der von Faust und Gret-
chen; vgl. hierzu die kritisch kommentierte Zusammenfassung bei
Michael Heinemann, Franz Liszt. Klaviersonate h-Moll, Miinchen 1993
(= Meisterwerke der Musik 61), S. 56—61.

4 Vgl. hierzu Steven Vande Moortele, Two-Dimensional Sonata
Form. Form and Cycle in Single-Movement Instrumental Works by Liszt,
Strauss, Schoenberg, and Zemlinsky, Leuven 2009. — Umstritten ist
der von William Newman (The Sonata since Beethoven, Chapel Hill
1969, S. 134) anhand von Liszts Sonate in h-Moll eingefiihrte Be-
griff einer , double-function-form”, s. hier die zusammenfassende
Diskussion bei Ralf-Walter Becker, Formprobleme in Liszts h-Moll So-
nate. Untersuchungen zu Liszts Klaviermusik um 1850, Diss. Marburg
1979 (unverdffentlicht). — Analytische Werkeinfiihrungen stammen
von Heinemann, Liszt. Klaviersonate h-Moll (s. Anm. 3) und Ken-
neth Hamilton, Liszt: Sonata in B Minor, Cambridge 1996.

5 Lediglich mit Blick auf einzelne motivische Allusionen, jedoch
ohne weiterreichende analytische Argumentation wurde als mog-
liches Vorbild auch die 1%¢ Grande Sonate ,Les quatre dges” op. 33
(1847) von Charles Valentin Alkan ins Feld gefiihrt (vor allem der
unter dem beziehungsreichen Motto Quasi-Faust stehende zweite
Satz); s. Brigitte Francois-Sappey, Grande Sonate op. 33 ,Les quatre
dges”. Un destin musical, in: Charles Valentin Alkan, hrsg. von ders.,

1
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auf. Wer das gehort hat und es schon findet, dem ist
nicht zu helfen.”"?

Lasst sich der musikgeschichtliche Ort der Sonate in
h-Moll recht genau bestimmen, so liegen nahezu alle
Details der Entstehung und Drucklegung im Dunkeln.
Von Franz Liszt auf dem Titelblatt des Autographs (A)
lediglich mit dem Schlussvermerk ,terminé le 2 Fev-
rier 1853” versehen, muss offen bleiben, wann er mit
der Konzeption sowie der Niederschrift begann: Eine
Skizze (Sk 2) des einleitenden Lento assai stammt vom
Januar 1851, eine andere (Sk 1) zum Andante sostenuto
(T. 331ff) bereits aus dem Jahr 1849. Weitgehend auszu-
schliefSen ist, dass die vorliegende Handschrift fiir die
bei Breitkopf & Haértel erschienene Erstausgabe (E) als
Stichvorlage diente (etwaige Korrespondenz oder der
obligatorische Korrekturabzug haben sich nicht erhal-
ten), da sie keine der tiblichen fiir den Stich eines Wer-
kes notwendigen Eintragungen ausweist, ob%i‘ die-
se angesichts der graphischen Komplesgdt de
textes und der vorhandenen, teilwd

Abbreviaturen geradezu zwingend
Vielmehr hand

dynamisch im
die erweiiggte

fingen bereits vor der
N Datierung oder erst im
Laufe des ) 1 Trotz der eigenhandig no-
tierten Fingersatze erscheint es ferner unwahrschein-
lich, dass Liszt bei den fiir den 7. Mai 1853 sowie im
Juni des Jahres nachweisbaren, im privaten Kreis
stattgefundenen Auffithrungen des Werkes aus die-
ser Handschrift spielte. William Mason berichtet in
seinen erst spater niedergeschriebenen Erinnerungen
jedenfalls von einem weiteren, heute allerdings ver-

schollenen Manuskript mit einem abweichenden Titel-

12 Eduard Hanslick, Concerte, Componisten und Virtuosen der letz-
ten fiinfzehn Jahre. 1870—188s, Berlin %1886, S. 317.

13 Eine ausfiihrliche, Liszts teilweise umfangreiche Korrekturen
und Revisionen einschlieffende Beschreibung des Manuskripts fin-
det sich bei Sharon Winklhofer, Liszt’s Sonata in B Minor. A Study
of Autograph Sources and Documents, Ann Arbor 1980 (= Studies in
Musicology 29).

blatt.* Moglicherweise handelte es sich dabei aber
nur um eine mit einem autographen Titel versehene,
aus Liszts direktem Umkreis stammende Kopistenab-
schrift, die dann auch bei der Drucklegung als Stich-
vorlage Verwendung fand.

ZUR EDITION

Geht man fiir die Erstausgabe (E) von einer abschrift-
lichen Stichvorlage aus (die durch fehlerhafte Inter-
pretation eines verdeutlichenden Tonbuchstalagns er-

zeugte Dynamik in T. 190 geisgdara s\lhe dazu
die Bemerkung im Criticﬁ e Pla sich
viele der abweiche L@arigh z ographen
Kompositions (Agdu orausgegangene
Kopi r@de auigkeiten erkldren. Dies
if lef@ die von Liszt in A zw kennbar
tendiqgte, jedoch nicht imme i notier-
ifferenzierung von ccato-

Punkt (siehe hierz

oW verotfentlichten Neudruc A
cht, anhand des Autog a e
que nters

gt¥er vorliegend

Abgleich herangezogen. Dass Liszt bei der zu
vermutenden Korrekturlesung sowohl der Artikula-
tion, der Positionierung der Schwelldynamik als auch
der Aufteilung der Stimmen (Halsrichtung) schein-
bar nur wenig Interesse entgegenbrachte, diirfte dem
erheblichen stichtechnischen Aufwand bei derartigen
Verbesserungen geschuldet sein. — Hinweise zu auf-
flihrungspraktischen Usancen der Zeit geben die von
Liszt in das Exemplar von Arpad Szendy (S) vorge-
nommenen, auf 1884 datierten Eintragungen; sie fin-
den sich im Critical Commentary in einer gesonderten
Liste mitgeteilt.

Grundsitzlich gilt fiir die vorliegende Neuausgabe:
Zeichen in eckigen Klammern fehlen in allen Quellen,
stellen aber notwendige Ergdnzungen des Herausge-
bers dar. Warnakzidenzien wurden hingegen still-
schweigend erganzt, ebenso eindeutig fehlende Akzi-
denzien in unterschiedlicher Oktavlage. Auf eine Lis-

14 William Mason, Memories of a Musical Life, New York 1901, S. 123
und 159.



tung der gelegentlich unprazise gesetzten Schwelldy-
namik wird verzichtet, wenn deren genaue Position
sich aus dem unmittelbaren musikalischen Zusam-
menhang ergibt. Die in der Erstausgabe (E) gedruck-
ten Fingersatze sind gerade gesetzt, die aus dem Au-
tograph (A) zusétzlich iibernommenen hingegen kur-
siv. Nicht dokumentiert wurden die im Autograph (A)
gegeniiber der Erstausgabe (E) abweichenden Lesar-
ten, ebenso wenig wie die von Liszt selbst wahrend
des Kompositionsprozesses vorgenommenen Korrek-

turen.

was pub-
sents a landmark that in

echo of the career as a vir-
#5347, the culmination of a phase
frork focused on the piano, whose
self announced in the spring of 1854 in
a letter to Louis Kohler, who was active in Konigsberg
as a piano pedagogue and writer on music: “Today, I
allow myself to send you my Sonata, which was just
issued by Hértel. Soon you will receive a rather long
piece, ‘Scherzo and March’ [R 20, S 177], and in the
course of the summer my ‘Années de Pelerinage, Suite
de Compositions pour le Piano,” two years — Switzer-
land and Italy, will be published by Schott. With these
things, I will finish with the piano for the time being
in order to occupy myself exclusively with orchestral
compositions, and to attempt a number of things in

1 Liszt had a copy of the edition by mid-May 1854 at the latest
(cf. also the diary entries by Clara Schumann cited below). In Hof-
meister’s Musikalisch-literarischer Monatsbericht (Leipzig, 1854), the
work was announced in June (p. 562).
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Der Herausgeber dankt der Bayerischen Staatsbiblio-

thek, Miinchen, sowie der Liszt Ferenc Zenemiivészeti

Egyetem (The Liszt Academy of Music), Budapest, fiir

die Bereitstellung von Reproduktionen der relevanten
Quellen.

Angelbachtal, im Sommer 2013

Michael Kube

\;@me tiNle have become an in-
f e.

ince 1848, Liszt, who now as “Kapellmeis-
er extra\@dinaire” in Weimar developed a new sphere
of activity, had occupied himself intensively with the
programmatically determined, but in terms of form
relatively freely fashioned (concert) overture for which

he however first employed the term “symphonic poem”
only in February 1854 at a performance of Les Préludes.
Reflected in these works intended for orchestra is
Liszt’s endeavor for an inner motivic densification as
well as an external interlacing of the musical course
of events. The same is also true of the Sonata in B
minor — only that in this case questions of the genre
and its conventions are touched on in a decisive way
that goes beyond the actual work.? This has less to do

2 Letter from Franz Liszt to Louis Kohler, May 1854; quoted af-
ter: Franz Liszt’s Briefe, ed. by La Mara, vol. 1: Von Paris bis Rom
(Leipzig, *1893), p. 153.

3 Although it was possibly Liszt’s entirely conscious decision
to not provide a program for the composition, which in the title
is reduced to a straightforward genre designation, posterity has
repeatedly attempted to hermeneutically interpret the progression
of the B-Minor Sonata. The contrasting expressive characters have
time and again given rise to varying interpretations that ultimate-
ly can hardly be reliably substantiated. Nevertheless, they have a
fundamental antagonism in common — most widely found is that



with the themes developed out of homogeneous ma-
terial, their variants and metamorphoses, than with
the complex, in no way unequivocal structure of the
form in which the sections of a sonata movement (ex-
position, development, recapitulation, and coda) are
joined together in a one-movement progression with
the usual movement characteristics of a multi-move-
ment composition (introduction and first movement,
slow movement, scherzo, and finale) — a forward-look-
ing idea that was later to be taken up by Richard
Strauss and Arnold Schoenberg, among others, in
their own works (Don Juan, 1888, and Ein Heldenle-
ben, 1897/98, as well as Pelleas and Melisande, 1902/03,
the String Quartet in D minor op. 7, 1904/05, and the
Chamber Symphony op. 9, 1906).*

A glance at the history of piano music also shows,
however, that the advanced structure of the Sonata in
B minor is to be understood as a continuatisl @ car-
lier attempts at a motivic and cyclical sigiadardigmkio
only that these works, in conside}

ventions that were exceeded, were
“sonatas,” but

ontroversial is the term
Villiam Newman (The So-
N #p- 134) on the basis of Liszt’s
Sonata1 discussion by Ralf-Walter Becker,
Formprobleme 17 WLl Sonate: Untersuchungen zu Liszts Kla-
viermusik um 1850 (unpublished PhD diss., University of Marburg,
1979). — Heinemann, Liszt: Klaviersonate h-Moll (see note 3) and
Kenneth Hamilton, Liszt: Sonata in B Minor (Cambridge, 1996) have
published analytical studies on the work.

5 Merely with a view to individual motivic allusions, yet with-
out further-reaching analytical argumentation, the 1ére Grande So-
nate “Les quatre dges,” op. 33 (1847) by Charles Valentin Alkan has
been mentioned as a possible model (above all the second move-
ment, which bears the suggestive motto “Quasi-Faust”); see Bri-
gitte Frangois-Sappey, “Grande Sonate op. 33 ‘Les quatre ages” Un
destin musical,” Charles Valentin Alkan, ed. by idem (Paris, 1991),
p- 123f: “On the basis of information currently available, it can
only be said that Liszt was not in Paris from January 1846 to mid-
October 1853, and that Alkan’s name does not appear during this
period in Liszt’s hitherto known correspondence. But until the re-
lation of the two composers to one another has been examined
in more detail, we can at least note that Liszt closely observed all
new publications, and that it is not at all improbable that Alkan’s
Sonata had an influence on his own Sonata in B minor and his
Faust Symphony.”

teenth century, the piano sonata had been noticeably
thrown into crisis by the emergence of the shorter and
freer forms, so that Robert Schumann remarked in
1841 that it meanwhile had “to fight with three strong
foes — the audience, the publishers, and the compos-
ers themselves. The audience is slow to purchase, the
publishers are slow to print, and the composers are
prevented by all kinds of things, perhaps also inner
reasons, from writing such old-fashioned stuff.”®

It may be due to this historical constellation that
Liszt expressed his lasting appreciation for Robert
Schumann as a person and artist as well or his

oeuvre in the dedication ogﬁ onat t Schu-

mann)” of all places — at a_ti mann

was already living ﬁv e pri-
urE

vately run s T home in Ende-
nich. ook hanged circumstances into
i win sending a grinted co 21 May

ave long desired t e and

dedication of a i
now, in d ) 1) 1stressing for you,
I e e@at you amicably accept m N
ca tent The work, however, o ated

P

ension, @ show@ by a

lara Schumann, who mess
remained very gt 2
Liszt at obert and
i ith a friendly letter to me. The

edicated to

owevellreadful! Brahms played them for
t I became very depressed [...] It is only blind
noise — not a single healthy thought, everything con-
fused, a clear harmonic progression is no longer to be

found there! And now I have to express my gratitude

— it is truly horrible.”?

6 Robert Schumann: “Neue Sonaten fiir das Pianoforte (1841),”
idem: Gesammelte Schriften iiber Musik und Musiker (Leipzig, 1854),
vol. 4, p. 17.

7  The whereabouts of the autograph dedication page, first pub-
lished in facsimile without further information by Robert Bory (La
vie de Franz Liszt — par I'image [Geneva, 1936], p. 158) and later occa-
sionally reproduced (it presumably served as the engraver’s copy)
is unknown.

8 Letter from Franz Liszt to Clara Schumann, dated 21 May 1854;
cited after Wolfgang Seibold: Robert und Clara Schumann in ihren
Beziehungen zu Franz Liszt, Karlsruher Beitrage zur Musikwissen-
schaft 8 (Frankfurt am Main, 2005), vol. 2, p. 96 (no. 79); cf. also
vol. 1, p. 247. — The copy sent to Clara Schumann is not verifiable.
9 Diary entry by Clara Schumann on 25 May 1854; cited after
Berthold Litzmann: Clara Schumann. Ein Kiinstlerleben. Nach Tagebii-
chern und Briefen, vol. 2: Ehejahre 1840—-1856 (Leipzig, 1905), p. 317. —
Brahms had already become acquainted with the Sonata through
a performance by Liszt which took place in a private circle dur-
ing his sojourn in the Altenburg (Weimar) in June 1853 (cf., for
example, Max Kalbeck, Johannes Brahms, vol. 1/1: 1833—1856 [Ber-
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list in the Critical Commentary). In his new edition,
published in 1917 (Edition Peters), Emil von Sauer had
already attempted to make a corresponding, however
not always consistent differentiation on the basis of
the autograph.

Owing to this editorially only partially satisfying
source situation, the present new edition of the B-Mi-
nor Sonata is based on the 1854 first edition (E); addi-
tionally, the autograph (A) was also consulted for com-
parison. The fact that Liszt apparently showed little
interest in the articulations, the positioning of the swell
dynamics, and the distribution of the voices (stem di-
rection) during the assumed proofreading was prob-
ably due to the considerable effort that such correc-
tions would have required for the engraving. — Infor-
mation concerning the performance practices of the
time is provided by Liszt’s annotations, dated 1884,
in the copy belonging to Arpad Szendy (S); 81.8 a
found in a separate list in the Critical s

In general, the following is val @-
new edition: marks in square brackd
all the sources_by

togl ( t Academy gf Music),
rovidigg reproductions of thi
: ‘ | , summer 2013

been added without comment, as have clearly lacking
accidentals in the different octaves. A listing of the
occasional, imprecisely placed dynamic hairpin was
dispensed with when its exact position could be deter-
mined from the immediate musical context. The fin-
gerings printed in the first edition (E) are set in roman,
those additionally taken over from the autograph (A)
in italics. Divergent readings in the autograph (A) dif-
fering from the first edition (E) are not documented,
nor are corrections made by Liszt himself during the
compositional process.

.
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CRITICAL COMMENTARY

SOURCES ABBREVIATIONS
A Autograph. Title: Grande Sonate | pour le Pianoforte b = bottom staff
[ par | F Liszt [ terminé le | 2 Fevrier 1853. 34 x 26,4 L.h. = left hand
cm. The Pierpont Morgan Library, New York, Rob- Lp. = lower part
ert Owen Lehman Collection. No shelfmark. The m., mm. = measure, measures
facsimile of the manuscript was used: Franz Liszt. NE = the present new edition
Klaviersonate h-moll. Faksimile nach dem im Eigentum r.h. = right hand
von Mr. Robert Owen Lehman befindlichen Autograph t = top staff
(Munich, 1973, G. Henle Verlag). This autograph tb = bothsystems
is a composition manuscript with paste-overs and uwp. =@p rt
numerous corrections that was revised by Liszt at
least twice. It was however not used as the engrav-
er’s copy for the first edition (E) (cf. also the Vorwort
| Preface of the present edition). IAL COMMENTS
E First Edition. Title: AN ROBZR@SCH
SONATE /fiir das Pianofgzte / L ./ hod of citation: b CO|
ig,¥ei Bl ko
erdsarchiv. / The follovng ea ith staccato dot rather
1shed by mid- ta\nto ‘ s A: 11 tb, 13 tb, 14 b, lab
ed: Bayerisch h\@ote 28 tb, 30 b (1st—4th notes),
s. 39%8, 81 b, 82 b, 87 b, 88 b, 93
b (3rd chord), 209-213 b, 2 ™ 2 st b,
. 250269 t, 262 270 tb, 27 D 283
dy 48 22) 11 , 367 [\Rab, 380-385 b, t,389t,
iszt. Liszt 6 t note)Jl65 b, 472 t (1st note), 474 b,

he master’s ow 8
16 t
es were not consulted for our 30t
€ Andante sostenuto (mm. 331ff) from 42,43 t
Ctch book, most recently in the possession of
Arthur Hedley (1905-1969), lost (see Sharon Winkl- 45
hofer: Liszt’s Sonata in B Minor: A Study of Autograph 45b
Sources and Documents [Ann Arbor, 1980], p. 93). 46 b, u.p.
Sk 2 Sketch of the opening ten measures, from January
1851. Sketch book N2, p. 45. Goethe- und Schiller- 56, 62 b
Archiv Weimar. Shelfmark: GSA 60/N 2. (Transcrip-
tion printed in Sharon Winklhofer: Liszt’s Sonata in 61, 67 t
B Minor: A Study of Autograph Sources and Documents 67-68 t
[Ann Arbor, 1980], p. 171.)
81b
The primary source of the present new edition is the first edi-
tion from 1854 (E), which was presumably based on a copy-
ist’s manuscript as the engraver’s copy (cf. section Zur Edition / 81-82 t
Notes on the Edition in the Vorwort | Preface).
82t

48

SOE-5T2% bte), 513-522 tb, 531 b, 532
538 b, 540 b, 570 b, 574 b, 650—656 t, 657 b, 658 tb

82—-688 DI90-695 t, 690-694 b, 701 tb, 703 tb, 710 tb.

In A and E crescendo hairpin only on 1st-2nd notes.
In E 1st chord without accent; NE follows A.

In E 2nd chord with staccato dot (in A only a
small black inkspot); changed to match m. 531.
In A and E third to last note 4 lacking #; changed
to match mm. 543, 544 (E, not written out in A).
In E p lacking; NE follows A.

In E crescendo hairpin lacking; NE follows A.
In A and E last note d' lacking z; added after

m. 547 (E, not written out in A).

In E slur on 3rd-4th notes lacking; NE follows
A (cf. also m. 68).

In E 1st note lacking staccato dash; NE follows A.
In E 8 extends from mm. 67-68 to m. 69, 1st
note; NE follows A.

In E 2nd-5th notes lacking lower octave (in A
8vrbssa Jacking); changed to match m. 6667 (E;
A each note with 8 for §% bassn),

In E slur only on m. 81, 5th-8th notes, then line
break; NE follows A.

In A and E 5th note with additional staccato
dot; not taken over in NE, since obviously an
error.



97-98 t
99b

109 t

112 t

117 b

118 t

122 b

124 b
124-128 t
142-143 t
149-151
152

164 t, u.p.

166 t

167 t

195 t, Lp.

196 t, u.p.

204

206, 208 b

216 b

In E b before note d’ rather than before bb.

In E 1st note lacking staccato dash and marcato;
NE follows A.

Slur on 3rd—4th chord added after m. 604.

In E 1st note lacking marcato; NE follows A.

In E slur on 1st-2nd notes engraved as tie to 3rd
note (hastily written in A).

In E slur from m. 117, last note, to m. 118, 3rd
note (hastily written in A).

Staccato dot added after m. 124 (A).

In E lacking staccato dot; NE follows A.

In E continuous slur; NE follows A.

In E slur g-Ig% lacking; NE follows A.

In E crescendo hairpin only from 2nd half of

m. 149; NE follows A.

In E rall. already at beginning of measure; NE
follows A.

In E the two last notes lacking portato dots

(slur already from 1st appoggiatura note); NE
follows A. o

In E arpeggio before a:'-a” lackipe. noa
3rd quarter of the measure;
In A and E the written-out a

mm. 191-194

Oth notes g' lacking
tem to clarify the voice

& to match mm. 191 and 195 (A).
In E 1st, 4th, 7th, 10th notes a’ lacking an addi-
tional quarter stem to clarify the voice leading;
NE follows A.

In E decrescendo hairpin to the 2nd half of the
measure rather than accent on the 3rd quar-

ter of the measure (cf. mm. 192, 194); the error
was presumably caused by the cresc. extending
beyond the accent.

In A e cresc. molto only at the end of the 2nd
16th-note group because of space constraints,
and thus also engraved like this in E and the
“e” left out. In E crescendo hairpin only from
last a because of space constraints; NE follows A.
In E 1st chord lacking staccato dash; NE fol-
lows A.

In A and E 1st quarter measure engraved as
quarter note without staccato dash; changed to

232 t

237-238

251-253 t

match mm. 206, 208 and 214 (in E only staccato
dash here).
In A 2nd quarter measure notated as ¥ %;

. . \/34
possibly intended as ¥ %Q

L 5—

In E decrescendo hairpin only to m. 237, NE fol-
lows A.
In E slur lacking; NE follows A.

256, 258 t, u.p. In E slur only on 1st-3rd notes (hastily writ-

259 t, u.p.
260 t
260 t, u.p.

263-267 b

291-295 b

295

301, 306
301 b

306 t

306 b

307
307-310 t
308 t, u.p.

309
309-310 b

ten in A).

In E slur only on 2nd-3rd notes (hastily written
in A), cf. also the annotation on m. 260 t, u.p.
In E staccato dash on the 1st chord lagking; NE
follows A.

In A and E sl@am! iddle
voice ¢°—f#.

Stacgat s Yllde @ ft P058—-662.

I ad! al s atO®ot on 4th note c#%; not
ta (¢

nd E slur only to m. 279, ote;
anged to match tinctly
written in A).

al e on Ist

278, 279, 281, 282, 284, 485, :
a % ig each of these meas-
tIacce gwever, should apparently b
d oy at the beginning of each e

),

do not represent practical fingerings
295 in A not written out); not taken
over in NE.

In E crescendo hairpin on 6th-8th notes; not
taken over in NE. In A Liszt notated repeat
signs for mm. 294 and 295; the crescendo hair-
pins in mm. 293 and 294 lead to an accent in
each following measure, but no accent indicated
in m. 296.

In E small print; in A, however, Liszt expressly
demands engraving “in large notes.”

In E 1st-2nd and 5th—6th notes lacking addi-
tional quarter stem; NE follows A.

In E 6th note lacking staccato dot; NE follows
A.

In E 2nd and 6th notes lacking additional quar-
ter stem; NE follows A.

In A and E time signature lacking; added after
mm. 8 and 460.

In E continuous slur to m. 310, 3rd note; NE
follows A.

In E staccato dot on 5th note lacking; NE fol-
lows A.

In E accelerando lacking; NE follows A.

In E slur to m. 310, 3rd note; NE follows A.
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531 b In E 5th note F#, with additional quarter stem 637 t In E 12th note #* engraved as a#’, therefore no #

and staccato dot; NE follows A. before 13th note a#’; NE follows A.
532t In E tie at—a4 lacking (not written out in A); 641 t In E 14th note ¢#’ lacking % NE follows A (there
changed to match m. 31. line break after 12th note).
540 b In E marcato lacking (not written out in A); 648 b In A and E staccato dot on 1st note (in A also
changed to match m. 39. on m. 643, 1st note); not taken over in NE.
541, 544 b In E marcato on 5th note lacking (not written 649 b u.p. In A 7th 16th-note lacking accidental, but E
out in A); changed to match mm. 40 and 43. clearly has db, because the accidental ) has been
548-549 b  In E slur B-| A lacking (not written out in A); added (later). In our edition with & to match the
changed to match mm. 47-48. 2nd half of the measure where the end of the
550,551 b  In E staccato dot on 2nd note lacking (not writ- figure appears enharmonically changed.
ten out in A); changed to match mm. 49 and 50. 651 t In E 1st chord with staccato dot and slur on
552 t In E 1st note ab with additional quarter stem 2nd-4th notes (upper voice); NE follogvs A.
(not written out in A); changed to match m. 51. 653, 654 t, u.p. In E slur only on2nd-3rd follows

552 b In E accent on last chord lacking (not written A (only m. 65
out in A); changed to match m. 51. 657 t In E slur on w.
553 t In E fingering on 5th note e#* lacking (not writ- 661 t In A
ten out in A); changed to match m. 52. C

s A.
quarter note;
ut not, howver, m.
(as in m. 264) a quarter

553 b In E accent on 3rd chord lacking (not written 60 he T\ otated
out in A); changed to match m. 52. ot connection with an octaggaleap in r.h.
578 b In E staccato dash on 5th note lacking; eighth note rather o : .
lows A (cf. also mm. 570 and In E slur on 4th—5th & ; NE follows A.
668 b In A an
i E.
1 c@lnt o ote lacking; NE follows A.
& 68 reS®endo hairpin lacking; NE f .

ge atc

592-593

586 b In E staccato dot and marcatd
staccato dashes on 1st— S

ing; NE follows A (cf. also m @
followsW.
In E staccatoglas chor g; NE fol-
691, 69 d ir acking; follows A.

aairpin on m. 558
y to m. 714 (then line break); NE
(cf. also mm. 337-338 t).
.p- In E 3r only on 1st-3rd notes; NE follows A.
718 b In E slur on 1st-4th notes lacking; added after
mm. 339 and 341.

; NE follows A. 718-721 t In E slur only to m. 719, last note (in A divided

) J slur from m. 718, last note to m. 719, 3rd note,
and from m. 719, last note to m. 721, 2nd note);

60

r- p r changed to match mm. 341-344.
611 In E 1st half measure : NE follows A. 721-726 t In E divided slur to m. 724, 3rd note, and to m. 725.
J. j\J 724-728 In E poco a poco rit.; NE follows A.
— 726-727 t In E slur only to m. 726.
616 In A and E crescendo hairpin extends to m. 617, 745-746 tb  In E slur only to m. 745; NE follows A.
1st quarter of measure; changed to match m. 747-748 tb  In E slur only to m. 747, NE follows A.
620 (cf. also mm. 153 and 157). 750 tb In E 1st note lacking additional downward
617 t In A and E 2nd half measure rhythmically cor- quarter stem; added after m. 752; in E ties B-B
= and B,-B, added after mm. 2 and 5.
rect, however Confusingly notated as J/\J ; 751 b, u.p. In A and E whole note B}; changed to match
t, u.p. (E) and m. 753.
changed to match mm. 154 and 158. 3 752 b In E tie B,—B, added after mm. 2 and 5.
618 b In E ties g3—g% b-b to last chord lacking; NE fol- 753 b In E last note C, with accent rather than mar-
lows A. cato; NE follows A.
621 t, u.p. In A and E 4th note a#* lacking double dotting; 760 b In A and E notated as note B, with 8 under-
changed to match m. 635 b, 639 b. neath; as usual, Liszt meant con 8 b2,
622 b In E tie to last chord lacking; NE follows A.
634 In E a tempo lacking; NE follows A.
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Pencil annotations unequivocally by Franz Liszt in the copy
belonging to Arpad Szendy (S):

153

153 b

162, 164
209

357, 359

385 b
394-396

52

rit. at the beginning of the measure (written
before the brace).

p on 3rd note (presumably intended at the be-
ginning of the measure).

ppp at the beginning of the measure.

p at the beginning of the measure (possibly in
place of mf).

ppp at the beginning of the measure.

cresc. on 2nd eighth of measure.

rallen[tando] from m. 394, 2nd quarter of meas-
ure to m. 396, 1st note.

401

402

569 b
614-615 t

627

Decrescendo hairpin on the whole measure.
pp at the beginning of the measure.
Additional marcato at the beginning of the
measure.

rit. starting from m. 614, 3rd quarter of the
measure.

ppp at the beginning of the measure.

682, 684, 686, 687 t Accent on 1st note in each measure.
696-697, 698—699 t Slur over both measures in each case.

753 b
755 b

. ‘e(\(

( e
\,S;e&)\e 0%

Ped. on last note C,.
Ped. on 2nd chord (and # for pedal release in
m. 756 b, 2nd chord).

(t ated by Howard Weiner)
. ‘
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