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"Liszt, in his use of nusical synbolism was going \Wgner one better
by achieving the true unification of nusic and ideas wthout recourse

to words."

Alan B. Hersh
| ntroduction

About a hundred years ago, Liszt nade his fanous statement, "I can
wait." Hs words reflect an aging conposer no longer looking to be
understood during his life-time, but gazing instead into the future,
confident that some day his nusic would fulfill its mssion. Wote
Liszt: "The predom nance of the grossest habits...is still excessive

in the nusic world. Perhaps it wll dimnish little by little...
Perhaps then | shall also find ny public"1 Today, one hundred years
later, those who take Liszt's nusic in earnest wll probably ask: Has
Liszt found his public, or is he still waiting?

Let us assume that Liszt would come back in 198 to assess our
understanding of his life's work: What would he be looking for, first
and forenmost? If we value the conposer's opinions as expressed in his
correspondence, we nust remnd ourselves that Liszt was not in the
| east Interested in his biography; he stressed this repeatedly in his

correspondence. | quote fromone letter: "From the nonent that she
[Lina Ramann, Liszt's biographer] started her work, | told her that |
do not attach any inportance to ny biography... Wat is the point in

resurrecting the details of the past? Had she listened to me, she
woul d hazve limted herself to the nusical and aesthetic analysis of ny
wor ks. "

Misical and aesthetic analyses of his works—+these interested
Liszt the mpst. And understandably so—for wthout a nusical and
aesthetic concept of his works, no performer can expect to recreate
the music in an appropriate manner; and if the performer does not
fully understand the work, how can the public be elevated to an
understanding of its nusical, poetical, or spiritual nmessage?
Consequent |y, our question nust be rephrased thus: How do we fare one
hundred vyears after Liszt's death in our nusical and aesthetic
analyses of his works? To give an objective answer, | wll review a
few facts.

The scope of nusical analysis is vast, and wthin the given
limtations | can focus on just a few of its aspects and just one
work, the Sonata in B mnor by Liszt. Because the title of this piece




refers to a nusical formrather than a poetical or spiritual nessage,
| will discuss first the purely nusical aspects of the work.

| think you will agree with me that there would be no point in
calling this piece a sonata if it had nothing to do with the old
sonata principle. If Liszt's Sonata is indeed the greatest of his
piano works, as wde-spread opinion has it, one would expect a
unani mous agreement anong mnusicians regarding the successful ways in
which Liszt conbined the essence of the old sonata principle with a
new, revolutionary recasting of it. An agreement on the structure of

Liszt's Sonata is, however, still wanting. Mst studies reach
dissimlar conclusions on identical issues. Misi ci ans cannot agree

even on such a basic thematic aspect of the Sonata as the identity of
the so-called first and second subjects.® For exanple, in try| ng to

identify the second subject, some see it in the grandi oso notif,
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others, in the cantando espressivo motif.?
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(The above thenmes are witten in the note values of the autograph
manuscript.) The larger form of the Sonata is equally controversial;
sone see it as a single nmovenment work while others see it as having
two, three, or even four subnoverents.®

Having found no agreenment on the nusical structure let nme turn to
aesthetic considerations. Let us assune that in witing the Sonata
Liszt intended to create a work reflecting the new aesthetic concerns
of Romanticism 1) nationalistic traits, 2) nythology of ancient
cultures, 3) obsession with the self, 4) hero worship, 5) poetical
inspiration, 6) program nusic, 7) or spiritual content. Approached
fromthis perspective, Liszt's piece has yielded the follow ng varying
t heori es:

1. The Sonata is a Hungarian nationalist epic as proved by the Gypsy
scales of the work. 2. The Sonata is derived from the opening
Lei tnotif revealing Bar-and Bogen forns sinilar to those found in the
music of the Mnnesanger and Meistersinger. 3. The Sonata is a
self-portrait of the conposer. 4. The Sonata is the "Ballade of a



Hero's Life." 5. The Sonata is based on the aesthetics of the
Commedia del ' Arte, and fhe Dramatis Personae are reviewed in their
Uform at the beginning of the piece.” 6. The Sonata is a
programmatic work based on CGoethe's Faust with its three characters
Faust, Getchen, and Mephistopheles.® 7. And finally, the Sonata
is a synbolic work based on MIton's Paradise Lost and the Holy Bible,
depicting the Fall, the GCucifixion, and the Last Judgment through
thematic transformations of the Lucifer, Satan, and Christ motifs.°®

Ladies and gentlenmen, take your pick'. Whet her  approached
musically or aesthetically, Liszt's Sonata has yielded such
di sagreement anong nusicians that the only honest approach seens to be
that of Heinrich Schenker. Upon confronting the grandioso motif of
the Sonata, Schenker wote: "How are these exanples to be explained?
Alas, we do not explain themat all. W do not even hear them And
if, occasionally, a sensitive listener turns up, whom such passages
strike as odd and who asks for explanations, he wll be fed a

confortable answer: Al those instances represent unaccountable
exceptions; licenses which nen of genius take occasionally, etc.
"Exceptions?!  Exceptions from what?" | should like to ask. Is it

true that the alleged 'norm of genius is established in manuals and
lectures? O is it true, on the contrary, that our theory does not
reach to the level of even the most primtive problem raised by a
piece of art?"® Thus wote Schenker.

Hs words deserve the nost serious attention from all of us who
believe in the greatness of Liszt as conposer. Liszt may be great,
but if we continue to disagree on both major and minor issues, we nust
come to the hunble conclusion that we have not even begun to
understand his nusic.

[f one century after Liszt's death we have nothing to agree upon,
maybe Liszt's critics were right in asserting that his music is a
failure whether approached nusically or programmatically. But we tend
to reply to their accusations with words like these, witten by Louis
Kentner after an attenpt to analyze the Sonata: "Perhaps anal ysis
should not attenpt to break the seals of the nystery that is artistic
creation anyway, but should say with humlity, 'V are in the presence
of genius.' The alcheny of genius wll, thank God, forever remain a
secret. "

But is this an honorable answer to the critics? To say, in
effect: "Thank God for our ignorance; it is Hs wll that we remin
in darkness'."? It seenms to nme that this is nerely a confortable way
to conceal our ignorance while pretending to understand it
all —genius, unfathomable genius'. Apparently, Liszt's genius is still
the only issue that we seem to agree upon. This, however, is not a
good enough reason for celebration.

There is, nevertheless, a good cause for celebration. The aim of
this lecture is to denmonstrate that, contrary to appearances, there is
a significant yet overlooked area of agreement: divine and diabolical
symbolism in the Sonata in B mnor. After denonstrating the perfect




bal ance between nusical synbolism and nusical structure in the Sonata,
| shall draw general conclusions on the relationship between the two.

[. Agreement on Divine and Diabolical Synbolismin Liszt's Sonata in
B Mnor.

In 1857 Liszt wote to his nother, "I feel irrefutably that ny
true reputation as an artist and ny true artistic goals were founded
first and forenost through ny conpositions conceived during the |[ast
four to five years."' TThese lines point to the years 1852-53 as
representing the beginning of a qualitative junp taking place in his

works.  The inportance of this letter is extraordinary: in it we are
confronted by a composer who is perfectly aware of his conpositions!
worth and their artistic goals. |Indeed, 1852-53 represent the years

during which Liszt conpleted his Sonata in B Mnor.

It is well known that Liszt did not identify his nusical synbols
in the Sonata. For this reason the overwhel mng agreenent among Liszt
scholars regarding divine and diabolical synbolismin the Sonata is a
most amazing di scovery.

To assess the inportance of this agreement, | wll quote Peter
Raabe: "If it were possible... to reduce [Liszt's Sonata in B Mnor]
to an intelligible fornula, and if this fornula would be understood In
simlar manner by various people, then this work wthout program woul d
be the nost striking proof of the legitimcy of program music."®
The challenge of this lecture lies in denonstrating that the Sonata
contains indeed such a fornmula, and that it has been understood in
simlar manner by various scholars and perforners. :

A The Grandioso Mtif: Synbol for Divinity»

First, look at the grandi oso second subject once nmore. Now et ne
quote various reactions to this nmotif that appears in the Sonata seven
times. | shall begin wth intuitional or enotional reactions.1l

1. Peter Raabe, nore than other Liszt scholars, was an ardent
proponent of pure nmusic, and he went out of his way to discredit
programmatic explanations of Liszt's nusic. Yet when confronted wth
the Sonata, Raabe called it a "psalm that cries towards enlightennent
and salvation." Specifically, he speaks of the grandioso theme as "a
hyrtm—God alone it is who decides'... Faith brings peace...." Later
occurrences of this notif are referred to thus: ‘'the flight to God
recurs...Finally...confidence in God becomes a roar of Jub||at|on
The end of the piece is described as "a..look towards heaven. *
Wuld you ever have guessed that such words about the Sonata were
witten by an eneny of programatic interpretations?

2. Madimr Yankélevitch, professor at the Sorbonne, considered
the Sonata "a vast |yrico-netaphysical poem for the piano." He wote
on the grandioso: "In the mdst of the tragical conflicts that beset
the Sonata In Mnor, the nusician strikes up...a grandiose hym:...
| ndeed, Y\Slnat God does is well done. Let wus therefore praise the
Lord..."




3. James Huneker says about the grandioso: "The chorale, wusually
the nmeat of a Liszt conposition, now appears and proclains the

religious belief of the conposer in dogmatic accents...."®®

4, Em|é Haraszti says that the Sonata reflects "the struggle of
a soul who searches for his God and who finally finds him..." The
grandioso is, according to Haraszti, "a hym.""

5. Hunphrey Searle called the _grandioso a “"chorale-like

passage. "

6. Louis Brechemn wites about the grandioso, "The inportant
el ement of the chorale... in the Sonata...is used...in the sense of a
great religious feeling."® Note that in all the foregoing quotes
the witers referred either to a hyrmm or a chorale.

A different kind of comment originated from those who becane aware
of the connection between the grandioso and Liszt's well-known synbol
for the Cross.
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Here we can no longer talk of an intuitional or enmpotional reaction but
of a keen sense of observation. Let me read a few quotations:

1. Robert Collete, in comenting on Liszt's enumeration of works
containing the Cross synbol, wites: "Qddly enough, Liszt seens to
have overlooked the inportant role of this notif in his B mninor
Sonata, notably in the D mmjor second subject marked '@ andioso ."?

2. Zoltan Gardonyi referred to the grandioso as "the theme of the
O oss. "

3. Kara Hanburger stated about the Cross Symbol in the grandi oso
that "...in the Sonata in B Mnor, Liszt, in accordance with his own
definition, synbolized with it (the Cross synbol) the Qoss."?
Though Hamburger did not conclude that the work is programmatic, she
states that the grandioso notif belongs to a category of themes that
"are concerned naturally with recitation,” being "actual or stylized
Gregorian chants."?

4, Sharon Wnkl hofer stated that the contour of the Sonata's
grandioso is simlar to inportant nusical themes in the Dante
Synmphony's Magnificat; the fugue fromthe Goria of the Gan Mass; the
cross motif in Hunnenschlacht; the March of the Crusaders in the St.
Elisabeth Oratorio; Via Cucis; the Mass for Male Choir; and Christus,
part 2.

B. The Fugato's Two Mditifs; Synbols for the Diabolical
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The two nmotifs of the fugue go hand in hand throughout the whole
Sonata, formng an inseparable unity as the first subject at measures
32-33. Instinctive reactions to their diabolical quality have been
overwhelmng. Here are a few quotes:

1. Béla Bartok referred to the fugue as "the hellishly sparkling
fugato," and praised its "diabolical irony. "%

2. Louis Kentner wites: "The fugue...nust be regarded as the
Mephi stophelian part of Liszt's self-portrait: the spirit of nockery,
of negation and savage, distorting caricature. This is done with so
nmuch el egance and skill that one suspects the Abbé of being perhaps a
little more in synpathy with the Devil than with God."?®

3. Kldra Hanburger sees in the fugato "Mephisto's diabolical
|l aughter," and talks about the "dark, infernal elenments"? of the
pi ece.

4. David Wlde refers to the fugue as "a devilish fugato," and
specifically identifies the repeated note nmotif as the "Mphisto
mot i f."?28

5. Viadimr Yankél évitch called the repeated note notif a
satanic theme," and feels the staccatos to be evocative of the "verve
of the denmon" and his "Mephistophelian oddities."?

6. James Huneker wites about the two notifs with these words:
"The Evil one," or "Again the devil tenpts...." He even quotes
Christ's words "Vade, retro ne Sathanas'.", that is, "Get thee behind
me, Satan."¥*

7. Peter Raabe sees in the repeated notes "the adversary" whose
:'lrlr:al_etdti]c}%lon" is lifted through the grandioso "hym" that brings
ai t h. .

Louis Brechemn's conclusions concerning the tw nmotifs of the
fugue were not based on instinctive reactions but on a study of the

di abolical elenents in Liszt's piano nusic: "The principal [diabolic]
characteristic of the Sonata in B Mnor lies in...repeated
notes...[and] the 'leap’ [of the descending seventh],"® that is,

the two notifs of the fugue.

Let me stress that none of these quotations concerning the
Sonata's grandioso and fugato notifs were bl ow by-bl ow accounts of a
story: instead, they were reactions enphasizing the divine or
diabolical qualities of the grandioso and the two fugato notifs. Ten
schol ars associated the grandioso with the divine, and eight scholars
associated the two motifs of the fugato with the diabolical. The
inportant point to remenber is that anong these the grandi oso was
al ways associated with the divine, and the two notifs of the fugato
were always associated with the diabolical.

C Afred Cortot's Interpretation of the Sonata.

In quoting the many nusicians who have felt divine and diabolical
qualities in the Sonata, | left out two nanmes, those of the great
French pianist Alfred Cortot and ny own. Though we have reached our
conclusions independently and by different nmethods, we have both
arrived at essentially identical concepts concerning the synbolic
functions of the Sonata's notifs. CQur nmethods were different in that
Cortot relied exclusively on his nusical instinct and poetical



i magi nation, whereas | relied exclusively on the cunulative evidence
of divine and diabolical synbolism that | found in Liszt's works wth
texts and programs and his correspondence.

For those unacquainted with ny former work, suffice it to say that
ny synbolic analysis of the Sonata shows it to have been inspired by
the Holy Bible and MIlton's Paradise Lost. The three identifiable
epi sodes of the piece are the Tenptation and Fall of Adam and Eve, the
Crucifixion of Christ, and the Last Judgment. | have identified the
Sonata's five musical notifs as bearers of precise synbolic meanings.
The opening nmotif of the piece, the one I call the synbol of Oiginal
Sin (ml1l-7), generates the intervals and the rhythnms of the Sonata's
first and second subjects. The two motifs of the first subject
synbolize the duality of Lucifer and Satan (mm 32-33), and the single
motif of the second subject synbolizes Christ (m 105). The fifth
motif, the Andante sostenuto, is the synmbol of devotion to Christ.
Wth these synbols Liszt evokes Lucifer's Tenptation in Paradise that
resulted in suffering and death. The curse of death is lifted only
through Christ's intervention. The essence of the Sonata is thus
contained in the polarity between Paradi se Lost and Paradi se Regai ned,

to use Mlton's term nol ogy.

The only difference between Cortot's and ny interpretation is that
Cortot did not have available the many materials that enabled me to
decode the precise MIltonian and Biblical origin of Liszt's program
and hence Cortot used the Faust Ilegend as the vocabulary of his
imagery. But if we get away from the inmagery and the names, and |ook

for the essence, we wll find that Cortot's Faustian analysis is
essentially identical with my Biblical analysis even to the smallest
detail.

In the preface to his edition of the Sonata, Cortot wites: "No
program pinpoints" "the secret intention of the conposer...." " But

the themes confront each other with such a dramatic plasticity that
one cannot avoid attaching to them a symbolic neaning".** Cortot's
idea about a dramatic confrontation is later identified as the
pol arization of the diabolical and the divine. This very polarization
is the backbone of ny own theory too.

The two theories are represented side by side. In order to make
the essential simlarities between them nore vivid, | wll present
themas follows: on one hand, | wll conpress Cortot's many comments
about the Sonata's recurring notifs into an uninterrupted succession
of quotations; on the other hand, | wll slightly re-phrase the ideas
contained in ny article published in June 1984 in the Journal of the
Anmerican Liszt Society, wthout altering the meaning.

Cort ot Szasz
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a. "The synbol of...the classical a. The synbol of the Oigi nal Sin
Fatund "the theme of fatal- that seal ed mankin ‘s fate for

ity" generations to cone.

b. "sinister resonance" b. Lucifer's deception as it 1 eso-
"evi|"%® nates in the soul of Man.?3

c. "the obscure mystery of the c. Lucifer obscuring the truth of
hushed sonorities"® God's words as he surrept|t|0usly

tenpts Man in the Garden of Eden.?

d. "fatalistic off-beat d. The off-beat rhythmis identified as

rhyt hnt % Liszt's symbols for death and the

di abol i cal .
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a. "the synbol of audacious de- a. The synbol of Lucifer, the formar
fiance"* Bearer of Light who defied God.®
b. a cadenza based on this notif b. The result of Lucifer and Man's
is called "a fall"* defiance is the fall from Paradise.®
c. "the character of pride"* c. Lucifer's character is pride. *
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a. "the theme of negation” a. The synbol of Satan, the fallen angel;
"The thene of revol t"* Li szt characterized himas the "spirit
of Darkness...of Negation and
Deat h*°
b. The state of mind caused by b. In a letter, Liszt wote that "Satan...
this motif is called "doubt"* can be nothing but Doubt."®

Measur es 105-110
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Cort ot

"the motif of faith" "nystical

Szasz

glory and certainty of victory"

"affirmation of belief" "the
mracle of divine revelation"
"prophetic theme" "subline"
"net aphysi cal " "adoring pros-
tration">

"the nelodic curve...an echo
of the liturgical intonation
of the N@gnificat" "lyrica

t endency”

"generative motif in the March

of the Crusaders in St.

a. The symbol for Christ.

b. The Christ motif is a stylized
adaptation of the Gegorian hym
for Good Friday, Crux fidelis.
Along with the Magnificat, Liszt
identified it as the source of his
own Synbol of the Qross.®

c. The melodic contour of the Sonata's

grandi oso recurs only in religious

El i sabet h"*° works (@an Mass, the March of the
Crusaders fromthe Legend of St.
Eisabeth, Mle Mss, OQuristus, Via
Crucl s, Hunnenschl acht, and t he
Magni 1 cat from the Dant e
Synphony) . >’
Measures 297-301
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"magi ¢ formula capable of | have identified Cortot's "magic
abolishing at once the troubles formula" as the synbol of the
...causing an end to the mad- Qucifixion of Jesus. In ny inter-
ness of the Sorcerer's pretation, the "Sorcerer” is Satan, and
Apprentice"™ the "Apprentice" is fallen  Man.
Having paid the ransom for original
Sin through  his deat h, Chri st
abolished the rule of the evil powers
over Mn.*
Measures 331-338
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Cort ot

"the sentiments of the nystica
soul of Liszt" "the religious
character of this episode" "a

Sz4asz

The synbol of devotion to Christ, (The
motif was borrowed by Liszt froma lied
by his conp05|t|on student and patron

halo of supernatural sonorities" Maria Pavlovna.)®
"seraphi ¢ cal ni'®
4 IJ > Measures 460-532
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"satanic fugue" "satanic "though the spirit is wlling, Mn

causticity"

"dangerous insinuations whis-
pered by the Spirit of Evil

into the ear of its deplorable
victim in order to awaken its
spirit of nonsubm ssion, of
doubt™ "the victory of the spirit
of negation over the aspirations
of salvation" of the "preceding

falls again, prey to the diabolica
as synbolized with the fugato."®
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a. "a synbolic conclusion...the a. Christ's coning at the Last Judg-
invocation of the almghty ce- ment . 65
| estial pover inits absolute
fuIIness"
b. "this vibrant apotheosis deals
with the transports experienced
by a soul liberated from al
doubts and fully illumned by
the dazzling cert|tude of
eternal truths"® _ _
c. "dissolution into the nonexis- e. "damation versus redenption”

tence" of the eternal rest and
at the sane time "redenptive
transfiguration" "remssion of
sins"; chords ascend towards "a
choir of angels reining in
Heaven" “supernatural silence"®

The unredeened souls sink into
the bottom ess pit while the
redeenmed go to their new honme in
New Jer usal em ™



And now, sonme concluding remarks about divine and diabolical
symbolism in Liszt's nusic in general and the Sonata in particular.
During the last one hundred years, nost conments on Liszt's synbolism
were of an emotional or intuitive kind. Only a few studies were
devoted to their systematic analysis, notably those of Louis
Brechemn, Alan B. Hersh, and mne. | wll admt in retrospect that
at the time | published ny article on Liszt's synbolism | rejected the
intuitive approach as being unscientific and irrelevant; now | see it
inadifferent light. M present attitude can be expressed thus: if
the Sonata's inplicit divine and diabolical symbolism could be decoded
only by the present author, only one hundred and thirty years after
the conpletion of the piece, and only after three years of hard
detective work, then it is really worthless because it only proves the
inability of synbolic music to communicate an intelligible nessage
without an explicit program If, on the contrary, many people became
anvare of the Sonata's synbolic meaning without having heard of its
program then The Sonata is the greatest success story in the annals
of programmatic nusic. Just think what it means that so nmany
musi ci ans have reacted to the Sonata as if it had something to do with
God and the Devil! And this in spite of the fact that no program was
declared by Liszt'. It is the objective proof of Liszt's greatness in
having achieved what Alan B. Hersh calls "the true wunification of
music and ideas without recourse to words."®

What is the secret of Liszt's success in unifying nusic and ideas
w thout recourse to words? To find the answer, we nust turn to the
Baroque Doctrine of the Affects. Centuries ago conposers realized the
psychol ogi cal reactions of people to various musical formulas; these
folrmJI as were then categorized and used according to certain strict
rul es.

In devising his musical symbolismlLiszt did not take Wagner's path
of inventing ever new leitnotifs. In their place, he adopted the
potent synbolic formulas of his predecessors and contenporaries, as
explained in ny article referred to earlier. This alone explains the
reason why many nusicians were able to qualify wunaninmously the
Sonata's motifs as being divine or diabolical in character. Li szt
recogni zed the tremendous psychol ogical power of the already existin
formulas and used themin the Sonata as prototypes of his divine an
di abolical symbol s—symbols that™ show up consistently to the end of
his life.

[I. Misical Structure in Liszt's Sonata in B Mnor.

Having reviewed the widespread agreement on the Sonata's
symbolism | wll investigate its relation to the nusical structure.
Why did Liszt use the sonata principle as the vehicle for expressing
the conflict between diabolical and divine forces? The answer is as
sinple as it is ingenious: wth its traditional opposition between
first and second key areas, the classical sonata principle is ideally
suited to express the large-scale conflict between the opposing
spiritual  powers. In the exposition, B mnor stands for the
diabolical, and D major stands for the divine; in the recapitulation,




the two return in the traditional sequence of B mnor and B Mjor.
The Sonata's tonal relationships in the exposition and recapitulation
are literally in accordance wth the nost elementary and nost
unexceptional principles of the classical rules. To make the keys
clearly perceptible, Liszt used authentic cadences as articulators of
the first and second subject. Indeed, the exposition contains only
two authentic cadences: the first before and during the B mnor first
subject at neasures 32-33, and the second before the D Mjor second
subject at measure 105. The tonal arrival of the second subject is
further enphasized by the domnant A repeated as a pedal point during
twenty-four measures prior to the grandioso wth its four-neasure
pedal” point on D™ Sinmilarly, the tonal arrival of the second
subject in the recapitulation is enphasized by the domnant F#
repeated as a pedal point during thirty-one measures prior to the
B-Maj or second subject with its four-nmeasure pedal point on B (nmm
569- 603) .

\Wet her approached synbolically or structurally, the identity of
the Sonata's first and second subjects emerges with the sane clarity.
It is therefore tinely to put an end to the controversy regarding
their identity. The only correct solution is the one proposed, anong
others, by Ernest Hutcheson: the first subject is at measure 32, the
second at nmeasure 105." This is the only solution that is
supported by both nusical and symbolic evidence. It is time to |ook
for nusical clues such as tonal relationships, authentic cadences,
dom nant preparations of the second subject, and the repetition of all
of the above in the Sonata's recapitulation. It is time to realize
that the sonata principle does not depend on masculine first subjects
and femnine second subjects but on precisely defined nusical
consi derations such as those mentioned earlier.

It is also tinme to realize that Liszt's letter to Louis Kohler
dated June 8, 1854 does not inply that the cantando espressivo is the
"Nebenthema" but that it is the second of a sequence of notifs.
"Zweites Mtif" is not necessarily synonymous with "Nebenthema". "
The first inplies a succession, the second a structural point in the
sonata principle. As | wunderstand Liszt's letter, the beginning of
the Allegro energico marks the beginning of the first motif, and
measure 14 wth the upbeat marks the beginning of the second notif.
This interpretation is in perfect accord with Liszt's derivation of
these _two motifs from the opening tw neasures of the Lento
assai.'”™ In the Lento the intervallic and rhythmic essence of the
folTowing main notifs of the Sonata is merely prefigured, concealing
the clear-cut shape of the two_notifs that wll make up the first
subject in B minor at bar 32 The procedure of prefiguring the
main thene of a composition is by no neans unusual in the history of
musi c. Perhaps the nost blatant exanple of such a technique is found
in the Var. | (Precedente) that precedes the "Tema" proper of
Rachmani noff's "Rhapsody on a Thenme by Paganini." Perhaps the correct
way to talk about the Sonata’s motifs Is to say that there are three
motifs derived from the opening Lento assai; that these three make up
the first and second subjects;”™ and that an additional thene was
borrowed by Liszt from the Gandduchess Maria Pavlovna. ™




The best proof of Liszt's musical discipline is the derivation of
the first and second subjects from the intervallic and rhythmc
structure of the Sonata's opening neasures. Mny nusicians have tried
to prove this derivation but were unsuccessful because of a seemngly
smal | detail. Mbst nusicians do not realize that the opening interval
of the second neasure is the ascending seventh GF and not the
descending second GF. In the whole literature on Liszt | have found
only one author who identified the interval correctly; his name is
Ernest Hutcheson. Anong pianists, | know of only Leon Fleisher and
Joseph Bloch who insist on the ascending seventh as the only possible
interpretation. The only edition that clarifies Liszt's notation is
the old Liszt-Stiftung score edited by Vianna da Mdtta. Mtta added a
stemto an inner voice in order to clarify the ascending seventh. H's
approach is definitely correct: Liszt used the sanme stenming in bar

454,
>

-
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For this reason it is regrettable that the New Liszt Edition
elimnated Liszt's stemring in bar 454 and did not reproduce correctly
the direction of the stems in the opening neasures. Such seemngly
smal | errors obstruct the perception of inportant notivic derivations.

O equal inportance is the realization that Liszt's compositional
process s based on the free treatnent of a few inviolable
principles. Sharon Wnklhofer's nonograph on the Sonata's autograph
manuscript clearly shows that the final form of the piece was
different fromthe original one. This proves that the details of the
Sonata's form and program emerged only gradually, the result of
repeafed revisions. For exanple, originally the Andante sostenuto was
much shorter; the Last Judgment was not yet present. Liszt's greatest
accompl i shment, the perfect fusion of symbolism and structure, is the
result of both discipline and freedom Discipline is evident in that
Liszt planned the synbolism of the first and second subjects around
the traditional tonal design of the classical exposition and
recapitul ation. Freedom is  evident in Liszt's unrestricted
mani pul ations of these subjects for nusical or synbolic reasons.



A nmulti-moverrent interpretation of the Sonata is not supported by
either synbolic or nusical considerations. “Symbolically, there is one
single programrunning fromQiginal Sn to Last Judgment. Misically,
a fragmentation of the Sonata would result in the subversion of the
basic principle of exposition and recapitulation. Liszt's autograph
provides an inportant clue that shows Liszt's mnd bent towards
unification and not fragnentation. The recapitulation of the first

subject (mm 533-553) is not witten out at all. Instead, Liszt
entered the following remark: "See page 2; the 21 bars that are
nunbered nust be recapitulated." Liszt's remark points to the first
subject in the B minor exposition (mm 32-52) that must be repeated
unchanged in the B mnor recapitulation (mm  533-553). Shar on
Wnkl hofer is right when, after consulting the autograph manuscript,
she concl uded: "the Sonata was conceived as a one-novenent

sonata-form and not as ‘an rnstrunental cycle of several novements
strung together...the inportant tonal nmoves are not only clearly
defined, but surprisingly conservative.”"

Concl usi on

Liszt's nusic shows both the conservative and the innovative
tendencies of the composer. In the Sonata, for exanple, the symbolism
and the basic tonal structure of the exposition were adopted from the
model s provided by his predecessors and contenporaries. Loui s
Brechemn is correct when summarizing Liszt's diabolical synbolism in
the following words: "What is Diabolismin his nusic? Liszt, it nust
be clearly stated, invented no new devices to express the Devil.
Liszt, like Myzart, inherited. Hs 'diabolic essences’ are made up
from a long line of inheritances; there is nothing new in the
picture. It was, as in the case of any original, or inspired

conposer, a matter of enploying the old, and to re-present it as the
new. It was ever so in nusic up to the present century."™

The Sonata's innovative tendencies are to be found in the perfect
fusion of synmbolism and structure. In the Sonata, Liszt was able to
embody the essence of his nusical and aesthetic ideals. As shown
earlier, the synbolism and the structure fit like hand in glove: the
synbolic idea finds a perfect counterpart in the essential sonata
desi gn.

ne of the nost inportant aspects of the Sonata's synbolism is
that it affords the greatest nusical freedom to the conposer in
mani pul ating the notifs with a symbolic meaning. This aspect of the
Sonata's synbolism is valid in most other programmtic works of
Liszt. Any attenpt to see in the Sonata a blowby-blow account of a
story is sheer dilletantism In "this regard, it nust be clearly
stated that ny personal interpretation of the Sonata's program
published in ny 1984 article in the chapter titled "Conclusion" does
not inply that such a programwas in Liszt's mnd before he started
conposing the piece. As stated earlier, the final version of the
program and formresulted only after repeated revisions. Therefore we
must always distinguish between the general programmatic and fornal
outline preceding the act of composition and the specific program and



form into which it Dbeconmes crystallized as a result of the
conposi tional process proper.

Liszt's symbolism wth its polarization of the divine and the
diabolical, is effective precisely because of its generalized nature.
As shown earlier, nusicians were able to identify the general divine
or diabolical character of the Sonata's notifs even before being able
to identify their precise Biblical or MIltonian meanings. It is the
pairing of polarized symbolism with the inherent polarization of the
sonata principle that made the Sonata the successful piece it is.

Concerning this topic, Edward T. Cone's words on the relationship
between program and structure are worthy of quotation: "The
effectiveness of a program depends on the degree to which it is felt
to be figuratively isomorphic with the form of the conposition—the
extent to which the pattern of activity suggested by the program
corresponds to the pattern of synbolic gestures created by the nusic.
Naturally, the less detailed the programls the easier it is for the
listener to imagine such correspondence."®

Even though unaware of the Sonata's true program Cortot was able
to pinpoint the synmbolic essence of the work. Reason? The Faust
legend is a mcrocosmc version of the macrocosm ¢ Judaeo-Christian
doctrine. As Marc Bloch put it so aptly in The Hstorian's Craft;
"The destiny of humanity, placed between the Fall and the Judgment,
appears...as a long adventure, of which each life, each individual
pilgrimage, is in turn a reflection. It is in time and, therefore, in
history that the great drama of Sn and Redenption, the central axis
of all Christian thought, is unfolded."® To realize the parallel
between the Faust legend and MIlton's Biblically inspired Paradise
Lost, we need only translate Faust's pact wth Mephistopheles into
Adam and Eve's pact with Lucifer. Faust exhibits the very trait of
the first human couple: thirst for knowedge. And just as the
eternal part of Faust's soul is saved in Coethe's version of the
story, so in the Apocal ypse the loving ones receive eternal life.

Cortot's Faustian interpretation of the Sonata was basically
successful because he understood the proper relatlonsh|p bet ween
synbolism and structure. In contrast, Bernard Qt's Faustian
Interpretation was not discussed because it is based on the false
premse of a blowby-blow approach. M own Mltonian and Biblical
interpretation in the 1984 article is such that it does not Ilend
itself to a strictly chronological sequence of events. As an
illustration, a chronological interpretation of bars 297-306 would
result in the ridiculous idea of two consecutive crucifixions of
Christ. Nevertheless, when we consider that the hamrered chords occur
within the short span of ten neasures, and when we realize that these
hammered chords represent a unicum in the Sonata, the feeling of a
single event predomnates. It is as though Liszt, free of liturgical
restraints, meditates repeatedly on the contrast bet ween the angry nob
demanding crucifixion and the words of the crucified Jesus.®

Though the Sonata's crucifixion nusic recurrs in Via Cucis, the
two are different 1n an essential aspect: the Sonata is free fromthe
liturgical restraints that determne the nusical sequence of Via
Qucis. In other words, the Sonata is a synbolic work whereas Via
Crucis is a strictly programmatic one.




The study of Liszt's synbolism and musical structure can bear
fruit only when performers wll translate them into living sounds.
The time is at hand when nore and nore people can realize the
sincerity of Liszt's idealistic intentions in Art. As he stated,
"Music is definitely not a formof amusenent for ne; instead, it fills
a vacuum which woul'd otherwise remain a gaping hole in the soul."®
Wien these words find a synpathetic resonance in our hearts, Liszt
will have found his public.

The author is grateful to nusicologist Dr. Elen Jane Porter of
Kettering, Chio for her help in editing this article.
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