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Abstract

When a performer approaches a score with the goal of crafting an iraeqoret
certain values are invariably assigned. The performer determines wtion eflia score
he will use, tempo relationships, dynamic ranges, and the meaning he igiil tasthe
composer’s notation. While composers have sought for all of recorded music history to
make notation ever clearer, the truth remainsrthagicis highly resistant to confinement
in dots, lines, squiggles, and expressive terms. The performer must asargnge the
notation based on his personal experience and knowledge every time he crafts an
interpretation. This meaning encompasses aesthetic elements, mesioetg and
phrasing decisions. Thus, when performers discuss interpretation, there réhaiofs |
the score that has not been affected either consciously or unconsciously by the
performer’ssubjective decisionsn music that includes extra-musical meaning, the
situation becomes even more difficult. The performer must make decisions abaal mus
notation, extra-musical programs, paratexts, performance @agtédormance traditions,
and what constitutes the “score” his performance must conform to.

Franz Liszt'sSonata in B minoresides at the crux of arguments over absolute
and program music, aesthetic judgment, and interpretation. In order to negotiaerbetw
competing philosophies and interpretive traditions, one must construct a more nuanced
description of the relationships between score, interpretation, performancexianad
aesthetic response. This study approaches the Sonata from a Faustiattipensgiag
codes of aesthetic response to match major thematic and formal ideas with major

characters and formal constructions in Goetkalgst

Vi
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CHAPTER 1

Determining Absolute and Program Music

When a performer approaches a score with the goal of crafting an inteopreta
certain values are invariably assigned. The performer determines wition edlia score
he will use, tempo relationships, dynamic ranges, and the meaning he igiil tasthe
composer’s notation. Generally, notation is not absolutely specific. While composers
have sought for all of recorded music history to make notation ever clearer, lthe trut
remains thamusicis highly resistant to confinement in dots, lines, squiggles, and prosaic
terms. The performer has to assign meaning to the notation based on his personal
experience and knowledge every time he crafts an interpretation. Thisygeani
encompasses aesthetic elements, musical gestures, and phrasing dé&tiggnghen
performers discuss interpretation, often there remains little of the sebteeis not been
affected either consciously or unconsciously by the perforregbgective decisions

The nineteenth-century saw a concerted effort to increase the meaningfulness of
the musical experience by incorporating extra-musical elemetitgiva score in
program music. This led to a debate about music’s meaning in general, and how program

music should be analyzed.



Vera Micznik, in discussing traditional analytical models for programanus

states,

Traditionally, studies of programmatic works separated
analytical issues from those of history, taxonomy, aesthetics
or genre. On the analytical side, discussions generally
followed two main approaches: the formalist (or absolutist)
approach, which took no account of programs, thus implicitly
fostering the idea of programmatic pieces as “pure musical’
structure; and the programmatic approach, which took
agreement between the programmatic and musical ideas as
its premise, thus endeavoring to bring to light the flawless
workings of this equivalence.

While these traditional models distinguish between an “absolute” approachysisnal
and a “programmatic” approach to analysis, it does not necessarily follbthe¢ha
composers were drawing the same distinctions in their works. In fact, at theibggf
the nineteenth-century, these distinctions were not generally made.

The historical reality that any music, programmatic or not,

was perceived as expressing larger, extramusical ideas led

Dahlhaus (and others) to speculate that ‘absolute and

program music do not form two classes in which one can

divide instrumental music; rather, they represent opposing

extremes . . . [of the] musical reality [which] widens itself

in numerous transitional forms between the ideal types of

absolute and program music'.
As these distinctions generally served later attempts to eitherteatiddenigrate
program music in some way, the polemical tendency of such analyses often pushed the
interpreter’s agenda to the fore. For Liszt, music served as a bridgeebdboth realms
with strict absolute and program music serving as boundary markers.

While perhaps composers such as Babbitt (with his emphasis on computer-

produced music) could lay claim to truly absolute music, practically speakingpltite

! Vera Micznik, “The Absolute Limitations of Programe Music: The Case of Liszt’s ‘Die IdealeMusic
& Letters Vol. 80, No. 2 (May, 1999): 207.
% Ibid., 209.



music” remains a theoretical idea (akin to absolute zero) when refayringgt’'s music.
Music was still very much linked to the listener’'s emotional response and tieecetdd
not be considered purely absolute. At the same time, since one could often point to a
strong formal logic governing specifically musical relationships indepemdemy
program, the music could not be considered purely programmatic either.

Because Liszt's music exists between these two extremes, engpéogime-
dimensional analysis (either analyzing the program music along the sem®adi vocal
music, or dispensing with the program and focusing on purely musical considerations)
cannot do justice to the relationship between the two. In order to do so, the analysis must

account for the different dimensions of Liszt's music.

The Three Dimensional Liszt

When analyzing Liszt, in addition to dealing with musical relationshipsayd a
programmatic relationships, one must also account for the idea of sublime beauty: a
important issue for nineteenth century composers. In his article “Schumdrfoanantic
Distance,” Hoeckner references Jean-Paul Richter’s claim that

The Romantic is beauty without limit, beautifulinfinity,
just as there is sublimeinfinity. . . . It is more than an
analogy to call the Romantic the undulating hum of a
vibrating string or bell, whose sound waves fade away into
ever greater distances and finally are lost in ourselves, and
which, although outwardly silent, still sound witHin.
Sublime beauty, or beauty that sublates the listener to a higher, more enteteledas

the antithesis of the mere titillating beauty found in much of the philistine vityLtbsit

3 Berthold Hoeckner, “Schumann and Romantic Distgniurnal of the American Musicological Society,
Vol. 50, No. 1 (Spring, 1997): 60.



Schumann especially abhorrféwvhile Liszt was not above playing to the gallery, he
remained concerned that his serious works communicate something more nutaningf
than mere kitsch. Indeed, while Liszt perhaps compulsively employeddtard

virtuosic tricks even in his serious works, one still finds a transcendence otaharla
virtuosity to sublime beauty. In his own way, Liszt was an heir to Beethoven'’s use of
extraordinarily simple materials for profound effect. Rather than tradstg “simple”
tonal materials, Liszt used his “charlatan” virtuosity to transcend mglassbrilliance
into profound significance.

For Liszt, program music was conceived as a means of providing a more powerful
means of sublation and a stronger link to profound poetic ideas. Dahlhaus, in discussing
the genesis of Liszt's symphonic poems, describes the fusion of poetics with music:

The “poetics” of the symphonic poem came about as a
solution to three interrelated problems. First, Liszt attempted
to adopt the classical ideal of the symphony without yielding
to a derivative dependence on its traditional formal scheme.
Second, he wished to elevate program music, which he
regarded, in Franz Brendel’s phrase, as the “forefront of
historical evolution,” from a base, “picturesque” genre to
poetic and philosophical sublimity. And finally, he was
obsessed by the thought that it had to be possible to unite the
expressive gestures of his earlier piano pieces, inspired by
French romanticism, with the tradition of thematic and
motivic manipulatiorr.

The three-dimensional aspect of Liszt's B minor Sonata becomes clear wived vie

through the lens of the symphonic poem. The formal structure, while not entirelyabrigin

* As Schumann states in his Aphorisms, “People is@jeased,’ or ‘it did not please.’ As if there nge
nothing higher than the art pfeasingthe public!”

Robert, Schumann, “Aphorisms” @omposers on Music: Eight Centuries of Writing¥§ edition, edited
by Josiah Fisk (Boston, MA: Northeastern Univer§itgss, 1997), 96.

® Carl DahlhausNineteenth-Century Musitranslated by J. Bradford Robinson (Berkley, Chiversity
of California Press, 1989), 238.



was specifically titled a sonata. While Schumann (and Schubert) had alreddy us
similar structure in composing Fantasies, the distinction in formal laledimgpnstrates a
difference in conceptiofiFor Liszt, the importance of creating new, non-derivatively
dependent models for sonata design was extremely important. The songtestsstate

in the mid-nineteenth century vexed both Schumann and Liszt, but whereas the former
attempted to conserve classical sonata design, Liszt attempted to refoofitmeore
liberally.

While some might view Liszt’s inclusion of programmatic mateas compulsive,
his inclusion of programs was most often meant to convey greater insight int@music
relationships rather than apologize for a lack of specific musical cogeabjhaus
writes:

Liszt sought recourse in programs from a hybrid notion that

music should inherit the legacy of... literature; this was

part of his attempt to give music, conceived as a language, a

distinctness lacking in absolute music with its vague

intimations and allusions.
Programs, in other words, were meant to describe more completely the musical
relationships of a particular work. Programs were not meant to supersede musica
relationships, or intercede on behalf of musical relationgHipsum, the programs were
not fanciful labels for musical effects, but rather meaningful agstthescriptions of the

musical experience.

Finally, Liszt's aim of reconciling the German tradition of thematic antivic

® In The Romantic Generatipharles Rosen describes Schumafastasy for Piano and Orchestra
Schubert'sandererFantasy, and the Finale from Beethoven's Symplmany as models of formal
structures that combine four-movement and singleement forms.

Charles Rosemhe Romantic Generatiqi€ambridge, MA: Harvard University Press, 199804

" Carl Dahlhausiineteenth-Century Musi@41.

8 One must forgive Liszt's tendency to view musi@asmiversally understood language. While a popular
notion before the twentieth-century, it becameeawioint that ethnomusicologists have disproved.
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manipulation with French Romanticism offers insight into Liszt’s inclusidoott
dramatic effect and thematic organicism in his sonata. The pursuit of efégber than
being lamentable moments where Liszt devolves into cheap, charlatan inynaturi
every bit as important as the pursuit of rigorous motivic and thematic organiggzt’s
writing was never meant to be “in the manner of Beethoven” nor was he paryicularl
interested in being the savior of German music. More alchemist than chasastyas
attempting to create new paradigms of musical thought and expression.

In conclusion, Liszt’s use of programmatic material was neither haghaaar
compulsive. Liszt was very clear about what he intended program music for andegropos
a model for program music that applied to both proactively and retroactively disigne
programs. Liszt wrote,

In program music... the return, change, modification, and

modulation of the motives are conditioned by their relation

to a poetic idea... All exclusively musical considerations,

though they should not be neglected, have to be

subordinated to the action of the given subjéct.
Liszt's program music exists in three dimensions: the relationship of the toutself;
the relationship of the music to the poetic idea; and the transcendental sublimation of
both musical and poetic boundaries. Micznik writes,

According to the metaphysical concept of musical poetics

which characterized the first half of the nineteenth century,

instrumental music was 'purely poetic' precisely because it

lacked a definite subject, object and purpose, an absence

that let the music speak out by itself, pure and unclotided.

Because music was already considered capable of conveying meamngitinoeit a

® Proactively designed program refers here to arproghat spawns a musical piece. A retroactively
designed program refers to one applied to a pieosusic already written.

1% Quoted in: Frederich NieckBrogramme Music in the Last Four Centuries: A Ciimttion to the
History of Musical ExpressiofNew York, NY: Novello and Company Ltd., 1907),0281.

1 vera Micznik, “The Absolute Limitations of Programe Music: The Case of Liszt’s ‘Die Ideale,’ 210.
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definite subject, object, or purpose, the specific articulation of these poetiaideaxt
lower music to the level of mere descriptive language (a misunderstafamany
future programmatic composers), but rather allowed music to transcend tlegeset
the poetic idea acting as a point of origin for musical meaning. Theresattes poetic
idea did not “create” the music (but only conditioned the interpreter’'s underggndin
programs could be applied either proactively or retroactively and still remieatures
of Liszt’'s programmatic ideal. Schumann’s piano cycles therefore @uitiels were
added afterwards to the music) employ programs in the same meaningfid liayts
programmatic works?

Given Liszt’'s penchant for programs and metaphor (regardless of a piece’s
“absolute” or “programmatic” designation), the interpreter must deterhaneeach
dimension exists in tension with the others. Only once each dimension has been fully

explored can the interpreter be certain of a truthful rendering.

121t is important to draw a clear line however betwgrograms that composers associate with music and
programs later associated with music by listenafisile any listener-associated program will stilhddion

a listener’s perception of the piece, it will hasrenged the listener’s objective phenomenal peiarepf

the score. Any further attempt to sublimate thatie idea through the music based on this corcupte
perception cannot be considered in any way patietompositional process.

8



CHAPTER 2

Schopenhauer: Program Music and the Question of Primacy

Schopenhauer, in his woilhe World as Will and Representatiaffered a view

of music that at once dispelled the notion that music was secondary to text or aidma, a
set music above all other arts in its direct communication of theWill.

Music is in no way, like the other arts, an image of

Ideas, buan image of the very widif which Ideas are also

the objectivization. Just for this reason, the effect of music

is so very much more powerful and penetrating than that of

the other arts. For the latter speak only of shadows; it, rather,

speaks of the essence of thifys.
Schopenhauer’s view of the creative continuum was thus broken into two distinct groups:
WILL — IDEA — ART;and WLL — MUSIC. In art, the DEA is the representation of the
WILL but remains abstract and intangibl&TAas the tangible image of thegla, may
communicate the WL but only indirectly. It remains twice removed from the.\V/
only a reflection of thedeA. Schopenhauer describes music on the other hand in direct
connection to the WL. MusiIC is a composite, both abstract and tangible. As a
spontaneous representation of the MW MusIC requires no middle stage. Rathery8ic
retains the unique property among the arts (according to Schopenhauer) to suhkmat
WILL directly into tangible reality. Through describing music as being the sptession

of the Will, Schopenhauer endowed nineteenth-century instrumental musicians with the

responsibility of being the guardians of the Will's purest possible expresaihile this

13 Schopenhauer defines the Will as the essentisdrisubstance that creates life. Life is merely an
objectivization of the Will.

Y“Arthur Schopenhauefhe World As Will And Representation). 1, 1819, translated by Richard E.
Aquila, David Carus (Boston, MA: Pearson Educatiun, 2008), 308.
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new authority provided immediate philosophical legitimacy for purely instrumenta
music, it proved problematic for program music.

[Music] cannot be imitation mediated by conscious

intention, through concepts. Otherwise, music does not

express the inner essence, will itself, but only imitates its

phenomenon in an unsatisfactory way, as is done by all

strictly representational music...which is altogether

objectionablé?

On the one hand, the idea of music as representing (something) implies that all
music is program music. However, the nineteenth century perhaps offers theoodst (g
and bad) examples of explicitly representational music. According to Schogensiach
consciously illustrative music loses its primacy of place as imnedgiexpressive of the
Will. Any music composed for the purpose of representing an extra-musical program
forms part of a new creative continuumil\W— IDEA — ART — (PROGRAM) MUSIC.
This new continuum removes music from the Will by a factor of three. As suchichg
no longer in immediate relationship to thel\] but instead becomes only a copy of the
reflection (ART) of the representation{EA) of the WLL. All program music therefore
must be summarily rejected as being a mere imitation of true music.
Franz Liszt, no stranger to controversy, was the foremost champion of program

music in the nineteenth-century. As such, he was dogged by attacks on his comgdositi

ability that frequently implied he needed programs for his music in order to suppleme

dearth of creative gifts.

®Arthur Schopenhauefhe World As Will And Representatj@14-15.
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Mendelssohn wrote in 1840,

I have never seen a musician whose feeling for music filled

him to the very fingertips and flowed directly out from them,

as it does with Liszt; and with this directness and his

immense technique and practice he would leave all others

far behind were it not that, for all that, original ideas are still

the most important thing; and these nature appears — so far

at least — to have denied him, so that in this respect most of

the other great virtuosi equal or even surpass-him.
While Mendelssohn seems to have been referring primarily to Liszt's interpres, the
same charge would subsequently be leveled at Liszt regarding his compositiartsewhe
sought to recast his image as a serious composer. Liszt did indeed write ntusigstha
fall within the definition of mere illustrative music. To take these woskex@mplars of
his program music, however, would be a mistake. His concept of program music
remained much more complex than samples of his “gallery” music might oteerwis
suggest.

For Liszt, program music was not an attempt to buttress weak compositions with
textual illustration, but rather an attempt to employ music in transcendipgdhie idea
and communicating more directly with the listener. As stated previoust'd.iopinion
was that:

In program music... the return, change, modification, and
modulation of the motives are conditioned by their relation
to a poetic idea... All exclusively musical considerations,
though they should not be neglected, have to be
subordinated to the action of the given subject.

As such, music does not become a mere copy of the art providing the program, but

instead transcends the original poetic idea by becoming a composite of botal music

16 Felix Mendelssohn “Letter to his mother, Frankfdrne 2, 1837Composers on Musied. Josiah Fisk
(Boston, MA: Northeastern University Press, 1986),
" Quoted by: Frederich NieckBrogramme Music in the Last Four Centuri@80-81.

11



relationships to each other, and musical relationships to the poetic idea. Thus program
music could transcend both the program and the music. The result was that an explicit
program ceased to be necessary to the original conception of the music and could be
applied both proactively and retroactively without diminishing the score. Composers
could either offer or withhold the program (as in Mendelsso8aisgs Without Words)

In writing program music in which the program served to add extra-musgzaling to
musical meaning, Liszt side-stepped Schopenhauer’s position that programmusisic

be merely imitative. The program, rather than serving as the impetus fopasitan,

instead became a paratext to the music.
Paratexts: Programs at Large

In his bookParatexts: Thresholds of InterpretatioBenette defines paratexts as follows:

More than a boundary or sealed border, the paratext is,
rather, ahresholdor...a “vestibule” that offers the world at
large the possibility of either stepping inside or turning back.
It is an “undefined zone” between the inside and the outside,
a zone without any hard and fast boundary on either the
inward side (turned toward the text) or the outward side
(turned toward the world’s discourse about the text), an
edge, or, as Philippe Lejeune put it, “a fringe of the printed
text which in reality controls one’s whole reading of the t&t.”

In music, a paratext may thus be defined as: that text which, while not part ofgihalori
score, may be associated with the score and may thus come to inform one’s atienpret
of the score. A paratext is different from a program inasmuch as the prograiemus
referenced by the original score either in the score itself or as an approvednsunh e

the score (as with a preface). Titles, literary quotations, dedications, inughthg

18 Gerard Genettdaratexts: Thresholds of Interpretatiamanslated by Jane E. Lewin (Cambridge, UK:
Cambridge University Press, 1997), 1-2.

12



implying more than musical relationships, may invest a score with a progfiare
paratext however, is less rigorously defined and functions more as a usefsplaéme in
which to interpret the text rather than a method of procedure.

Since the paratext does not reside in the score itself, there remains the mfoblem
assigning lineage and therefore value to any particular paratext. Gentse By
definition, something is not a paratext unless the author or one of his associates accept
responsibility for it, although the degree of responsibility may v&Hn"regard to music,
two types of paratext prove most useful: Tifigcial paratext, and thenofficial paratext.
Genette states,

Theofficial is any paratextual message openly accepted by

the author [composer] or publisher or both — a message for

which the author or publisher cannot evade responsibility

....Theunofficial (or semiofficia) is most of the author’s

epitext: interviews, conversations, and confidences,

responsibility for which the author can always more or less

disclaim with denial§!
In general, almost all legitimate theoretical analysis regardstgrigal interpretation,
associated extra-musical content, and performance practice fallstnedaxficial
category of paratext. The titles of Schumann’s piano dyalmavalfor instance form an
official paratext for both individual pieces and the work as a whole. The titlesaaepl

within the score by Schumann himself, and therefore satisfy the requirements of a

official paratext?

9 While on the surface this definition of programimabntent works, it must be noted that this preniss
not rigorous as expressive indications often usemusical imagery (for exampédlegro con fuocl thus
creating a rather undefined zone.

2 Gerard Genettd®aratexts: Thresholds of Interpretatio®.

M pid., 10

2 \While Robert Schumann later in life attemptedemove all paratextual elements from his works + par
of his campaign to classicize his compositionse-dtiginal forms including paratexts have been
determined by mainstream history to be authoriativ

13



The designation of Beethoven’s Sonata Op. 31, No. 2 d®thpestefers to a
remark of Beethoven “recorded” by Schindfdinking the sonata (however ambiguously)
with Shakespeare’s play. While the veracity of the comment has never beemmkder
the remark was publicized through Schindler’s biography of Beethoven and the
designation “Tempest” to Beethoven’s Sonata Op. 31, No. 2 has stuck. The paratext of
Shakespearesempestvith this particular sonata provides an example of an unofficial
paratext. While the point may be argued that this paratext becameststdithrough
hearsay, Schindler’s affiliation with Beethoven has never been in doubt (although his
motives may have been questionable), and the fact remains there exists nlogbroof t
Schindler invented this comment. The rather murky nature of the comment’s @igins
typical of an unofficial paratext as a clearer attribution would mostylidelce it within
the realm of official paratext.

The paratext, whether official or unofficial, thus serves more as the envinbonme
for interpretation than a narrative or sequential program determiningrigtiggion. In
light of Schopenhauer’'s schema, the distinction between paratext and programtake
renewed significance in redeeming program music from exile. Schopenhauerh&nhil
may only have been referring to the worst kind of illustrative music (music wholly
dependent upon an extra-musical text), nonetheless includes all extra-musical
associations in his rejection. If the extra-musical associations ared/esvparatext
however, the music remains intact asagriori representation of the Will without
sacrificing those extra-musical elements that were cleargriam the genesis of certain

nineteenth-century compositions. Categorizing such extra-musicalahateparatext

% Anton Felix SchindlerBeethoven As | Knew Hijradited by Donald W. MadArdle, Translated by
Constance S. Jolly [from SchindleBsographie von Ludwig van Beethoven, 1B@thapel Hill, NC:
University of North Carolina Press, 1966), 406.

14



should also provide clearer points of connection between non-narrative, non-sequential
extra-musical material and the associated musical compositions.sZoekpecially, the
incorporation of paratext was not an attempt to buttress weak compositions witl text
illustration and meaning, but rather an attempt to employ music in transcemelipgettic
idea and communicating more directly with the listener. His finest compositierefore
were fully functioning pieces relying upon purely musical relationshigsthreetheless
retained a paratext. While Liszt certainly accepted Schopenhawenstblat music was

the greatest of all the arts, he refused to divest his music from parateso@bions.

Purpose and Procedure of Study

The purpose of this paper is twofold: (1) To provide a philosophical and aesthetic
foundation for constructing interpretations that include paratextual eleni@ni®
determine connections of form, thematic design, and thematic character between
Goethe’sFaustand Liszt'sSonata in B minorBased on these observations, conclusions
will be drawn regarding paratextual meaning and musical internetati

Part I, having briefly discussed existential problems of program mu€&ibhapter
1 and value in Chapter 2, will conclude with the Literature Review in Chapter 3 of major
scholarly analyses to provide some context for the subsequent analysis in this study

Part Il will consist of a philosophical and aesthetic discussion of the tiomsaof
truth and meaning as regards musical interpretation. Chapter 4 will consist of an
introduction of the question “is there artistic truth?” and will follow with awison of
Pragmatist perceptions of truth. Chapter 5 will compare the different viewpoitntgiof

one gains from both performance and analysis. Chapter 6 will discuss philosophical and

15



aesthetic assignments of meaning to truth. Chapter 7 will apply concepts of
phenomenological intelligibility to both the analytical process and extracalusi
programs. Chapter 8 will then conclude with limitations on truth, meaning, and aesthetic
response.

Having arrived at an understanding of the limits of the score and the
responsibilities of the interpreter, Part Il will proceed to analyget's Sonata in B
minor through the application of the parat&saustto major thematic areas and formal

design. The paper will conclude with a discussion of performance suggestions.

16



CHAPTER 3

Literature Review

No other work of Liszt has attracted anything like the
amount of scholarly attention devoted to his Sonata in B
Minor. Everybody appears to think that he is entitled to hold
an opinion about it. And since many of those opinions are
mutually exclusive, the literature has become a minefield
through which both player and teacher proceed at their?eril.

The controversy surrounding the many descriptions, analyses, and intespsetati
of Liszt’s Sonata in B minors at least as old as the controversy surrounding the work
itself. Although it was dedicated to Robert Schumann (perhaps in gratitude over
Schumann’s dedication of hiantasyto Liszt), the Schumanns were never enthusiastic
about the piece. Clara went so far as to write of the sonata, “merely a blind- moise
healthy ideas anymore, everything confused, one cannot find one clear harmonic
progression — and yet | must now thank him for it. It is really too avful.”

While subsequent discussions of the piece have balanced Schumann’s criticism
with enthusiastic accolades, polemical tendencies remain a part ofamaliyges.
Generally analysis takes one of three shapes: a strict bar-by-baahamslysis; a
performance-based interpretation (often including some vague progiéc descriptors);
or a strict programmatic interpretation.

Rey Longyear, in his bodKineteenth-Century Romanticism in Mysiffers a

measure-by-measure chart of the sonata including musical examphes roi&jor

24 Alan Walker,Reflections on Lisgtthaca, NY: Cornell University Press, 2005), 128.
% Nancy B. ReichClara Schumann: The Artist and the Wongtihaca, NY: Cornell University Press,
2001), 201.
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thematic and motivic elemerfi&The chart includes descriptions of the “double fé¥m”
of the sonata and discusses how the formal structure maintains cohesion over the cours
of the work. No mention is made of any programmatic associations within the work
either by scholars or those within Liszt’s circle. Longyear provides dypuresical
analysis, albeit one prefaced by his opinion that the sonata is “the most inflpemal
composition for the second half of the nineteenth centiry.”
In his bookThe Sonata Since Beethoy@illiam Newman offers an extensive
discussion of Liszt's formal procedure as well as a chart mapping thespaeeasle form
in detail, both as a single-movement sonata form and a four-movement cycleesie not
curiously enough in view of its wide renown — writers seem
generally to have preferred to discuss the Sonata in b only
briefly, sketchily, or subjectively, rather than attempt to pin
down the specific divisions that define the double funcifon.
In addition to a formal map, Newman discusses principal tonal, tempo, and
metrical changes. His opinion of the sonata’s five major thematic elearerdtso
included as part of his chaftA comparison with Liszt' ®ante Sonata is mentioned but
not dealt with in any detail. No other discussion is made regarding other scholars’
analyses, but Newman does list a number of other works by contemporaries and students

that share similar formal traits and may have been influences on or influgncedts

work.

% See Appendix |, Example 1.

2" “Double-Form,” or “double-function” have been tteems used for the idea that LiszBsnata in B
minor exists simultaneously as a single-movement sdoata and as an unbroken three or four-
movement cycle.

28 Rey M. LongyearNineteenth-Century Romanticism in My ed. (Englewood Cliffs, NJ: Prentice-
Hall, Inc., 1969), 162.

2'Wwilliam S. NewmanThe Sonata Since BeethovérHistory of the Sonata Idea (Chapel Hill, NC:
University of North Carolina Press, 1969), 373.

%0 See Appendix I, Example 2.
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Ben Arnold, in his article “Piano Music: 1835-1861" foundlime Liszt
Companionprovides a chart comparing scholars Newman, Longyear, WinklhotamieSe
Walker, Watson, and Hamilton’s formal measure-by-measure analyses sdnata
covering the years 1969-98.He discusses at some length the problems inherent in
describing such a large-scale form in such detail and then provides his own formal
measure-by-measure chfrincluding musical examples of what he considers the five
major thematic elements. While Longyear did not discuss even the existence of
programmatic elements, in this regard, Arnold is far from mute. He statezt, fkesents
his Sonata without any program or extra-musical thought whatsoever. Itgidranth
evocative nature has led numerous writers, nonetheless, to insist on creatiogythei
programs for the work®® While Arnold may perhaps be convinced of the work’s
absolute purity, he nevertheless gives an extremely useful account oindiffehelars’
programmatic scenarios, as well as a list of performers who thought of tha sonat
Faustian termd?

Sharon Winklhofer's bookiszt's Sonata in B Minor: A Study of Autograph
Sources and Documenastually deals with much more than manuscript studies. Part |
deals with Liszt’s life in Weimar and the conception, publication, and early pexfme
of the sonata; Part Il provides a study of autograph sources and masusaiptll
deals specifically with the autograph of the Sonata; and Part IV disdhese

compositional process, analytical approach, and formal characteristics.\Wihkkofer

31 See Appendix I, Example 3.

32 See Appendix |, Example 4.

%3 Ben Arnold, “Piano Music: 1835-1861The Liszt Companigred. Ben Arnold (Westport, CT:
Greenwood Press, 2002), 119.

34 The discussion of Bertrand Ott's article and mysaguent analysis of the sonata will provide more
details regarding the parallels betwéaustand Liszt'sSonata in B minor
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offers no discussion of programmatic approaches, she insists on a sligbtigndif
approach to charting the sonata from Longyear and Newman.

A new interpretation of the Sonata depends upon

recognition of the following general characteristics. The

Sonata was conceived as a one-movement sonata form, and

not as an instrumental cycle of several movements strung

together. Many related compositional problems were solved

in the symphonic poems and other instrumental works in

one-movement sonata form, all of which were drafted

before the Sonata. Liszt's Sonata was in fact the logical

culmination of his other structural experiments, and not the

reverse. There is no evidence to support the view that Liszt

ever attempted to superimpose multiple movements over a

large sonata forrr
Generally, formal analyses at least mention the superimposition ofieatyotm on
Liszt’'s one-movement design. This superimposition serves a dual functioritimizgs
the sonata designation with a traditional three- or four-movement design, phdstres
cyclical elements providing cohesion to the work as a whole. Because this Sowat
similarly to more cyclical forms, the breaking up of the work into cleariynée units
can be nearly irresistible. Winklhofer rejects this tamer conception oftammlement
work, and instead posits that LiszBsnata in B minorepresents the culminating
triumph of his formal experiments in both orchestral and piano works. The one-
movement sonata form meant that Liszt managed to completely subsume thenpreval
cyclical forms of the day within the sonata principle: simultaneously acigjelie
paradoxical goals of creating a sonata steeped in traditional legitthmetayvolutionized
the very conception of sonata design. Winklhofer offers perhaps the most extensive

charts of anyone describing the formal details of the sonata offering atibehmart,

table of symbols, analytical formal chart, a chart describing stalgitwportions, and a

% Sharon WinklhoferLiszt's Sonata in B Minor: A Study of Autograph ®es and Document§Ann
Arbor, MI: UMI Research Press, 1980), 127.
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chart describing tonal desigfi.

Kenneth Hamilton, in the Cambridge Handbdadzt: Sonata in B Minooffers a
comparative chart (although somewhat less exhaustive than Arnold) of theesnayy
scholars Newman, Longyear, and WinklhofeHamilton then points out the controversy
existing among these scholars regarding the large-scale division of tleeramgement
form into three or four “movements” corresponding with different sections.

Both Newman and Longyear agree that the Sonata can be

considered either as a single movement in sonata form or as

a multi-movement unit, with a slow movement and a

scherzo. They differ over whether the sections fall into four

movements (Newman) or three (Longyear). Winklhofer

remains aloof from this bone of contention, for she sees the

Sonata only as one single movement, and rejects the

double-function view as false. She admits that there is a

‘slow sub-movement’ in the centre, but refuses to identify

the fugue with a scherZ8.
While Hamilton finds this difference of opinion “negligible,” the discrepatiegrly
demonstrates the hazards in describing the sonata’s single-movemeirt fbe context
of a multi-movement “double-form.” Hamilton carefully points out that all threelacs
are in agreement “that the Sonata is not a programmatic work, and that as a resul
analysis of it can only proceed on purely musical terfidfe then discusses the sonata
extensively, describing formal, thematic, and motivic elements in the caftiigtorical
and contemporaneous precedents, with other scholars’ analyses and iniempréithe

musical analysis represents just one section of the book, with programmagnele

being discussed in other sections. Hamilton offers no measure-by-meastitritha

% See Appendix I, Example 5.
37 See Appendix |, Example 6.
3 Kenneth Hamilton, Fiszt: Sonata in B mingr Cambridge Music Handbooks, general editor Julian
ngushton (Cambridge, UK: Cambridge University Pra896), 32-33.
Ibid., 28.
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rather weaves his formal analysis into his larger musical discussidheA®ok is meant
to be a more-or-less complete guide to the piece, other sections include:rarsoasta
forms, programmatic interpretations, manuscript and printed text discyssions
performance practice, and compositional legacy.

While these examples represent purely theoretical discussions, othersschola
discuss interpretation based on performance practice. Alan WaRedtections on Liszt
provides precisely this type of analysis. Typical of such analyses, formassiisie of
the piece is interspersed with suggestions and comments to the pianist regarding
performance details (like fingering), commentary on aesthete #ast trends, and
admonitions to play the piece artfully rather than for the sake of cheap applause
example, in discussing the final octave passage in the coda, Walker statdisefit i
thematic integrity of the passage, not the vanity of the player, that cadispgassion.
Liszt's sounding sense must not be turned into senseless $6und.”

Charles Rosen, in his bodke Romantic Generatipalso provides an analysis
dedicated to a performance interpretation. First establishing the sotiatetiadition of
Beethoven and Schubert, Rosen allows a certain narrative design to the sonata but
remains wary of any attachment of programmatic ideas.

The Sonata in B Minor is not program music, but by its
manipulation of clearly defined early nineteenth-century
genres, it constructs something like a narrative (the fluid
relations among the themes display their effectiveness
here). The mysterious and sinister opening and the satanic
statement of the main theme quoted above lead, after a

powerful stretto, to the hero as Lucifer; the satanic theme
then turns into a brilliant demonstration of virtuosity.

40 Alan Walker,Reflections on Lisz140.
41 Charles Rosehe Romantic GeneratipA86.
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While Rosen certainly uses extra-musical content to describe and advsartist on
the “character” of particular themes, he remains extraordinarugtagit to discuss the
details of his narrative. He employs thematic discussion to compagerthta to others
of Liszt, Schumann, and Beethoven in his bid to establish the sonata within thehlyierarc
of great nineteenth-century works.

Rosen’s awkwardness when offering programmatic models (he whtdiseral
and naive interpretation is inescapabfé,i§ hardly unique. Programmatic discussions
are often rife with embarrassment about including “corruptive fantasy’'serious
musical discussion. Hamilton, beginning his discussion of scholarly musicasianaith
“When we return from this land of programmatic make-believé® dé¢monstrates yet
another example of programmatic disdain. Nevertheless, performers andssdbaarst
who have seriously ascribed (with varying degrees of success) differerdmpsotp the
sonata.

In his article “The B Minor Sonata Revisited: Deciphering Liszt,” Dawidvi
mentions the connection between opening material of the Sonata dralidteymphony.

The second of the two descending scales with which the
Sonata opens had not only been based on one of the ciphers
to be used the following year in the Faust symphony, but had
also exemplified the same process of linkage and
overlapping to generate melodic growfth.

Brown however contends that the sonata is autobiographical, its themes beingafiphers

both Liszt’'s and Carolyne von Sayn-Wittgenstein’s names.

“2 Charles RoserThe Romantic Generatipr491.

43 Hamilton, ‘Liszt: Sonata in B mingt31.

“4 David Brown, “The B Minor Sonata Revisited: Deaipimg Liszt,” The Musical Times/ol. 144, No.
1882 (Spring, 2003), 6.
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Karolina von Sayn-Wittgenstein CipHer

Example 3-1Liszt-Wittgenstein Cipher

Brown contends that the musical material of the sonata and the interaction
between major themes draws from the private relationship between Liszt and
Wittgenstein. He offers a parallel view of thematic content; describiragl@dove
themes based on each cipher. In this way, Brown applies a biographical prognam t
four major thematic areas present in the sonata.

Tibor Szasz, in his article “Liszt’s symbols for the Divine and Diabbliciaeir
Revelation of a Program in the B Minor Sonata,” describes how musical elements i
Liszt's sonata must be heard as programmatic. While he links the program to Milton’s
Paradise Lostthe symbols are conventionally Christian and his musical proofs are drawn
from Liszt’s specifically sacred music.

Szasz begins his study by drawing a parallel between the crucifixion afusic

Liszt’s Via Crucisand mm. 297-310 of the sonata.

“> David Brown, “The B Minor Sonata Revisited: Deaipimg Liszt,” 7.
46 |
Ibid..
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He writes,

Musically the two passages could hardly be more alike.
Their chords are identical in tonality, harmony, register,
dominant pedal, dynamics, and are followed by recitatives
that begin alike....In Viarucis the chordal blows

symbolize the nailing of Jesus to the Cross, and the
recitative sets Christ’'s words from the Cross, “My God, my
God, why has thou forsaken me?” The Sonata’s chords and
recitative had become two separate Stations of the ¢ross.

Szasz then identifies tli&randiosotheme from the sonata (mm 105-8) as “The Cross

Symbol™®

and ties the three-note motive made up of a major second and minor third with
Liszt's “Cross” theme from his oratort. EliszabethHe notes that Winklhofer found
this three-note theme in seven additional works and describes it as a commameecurr
in Liszt's compositions. However, he also notes that “When thedioso’smelodic
contour reappears in the other works, it is always with a Christian connof&tion.”
Dolores Pesce, in her article “Expressive resonance in Liszt’s piano,haiso
identifies theGrandiosotheme with théSt. Eliszabetloratorio.>*

In contrast to the Christ theme, Szasz identifies the falling seventyaintethe
first theme with Lucifer.
The falling seventh interval, characteristic of the Lucifer
motif in the Sonata, is immediately featured in Beligshe
Strassbur@athedral The Luciferic spirits are identified by
Lucifer’'s opening sentence in which the word “spirits” is set

to a descending interval that has the identical pitch span as
the falling diminished seventh of the Sonata’s Lucifer nTotif.

*" Tibor Szasz, “Liszt’s Symbols for the Divine andhbolical: Their Revelation of a Program in the B
Minor Sonata,’Journal of the American Liszt Socigtpl. 15 (1984): 39.

*®pid., 43.

“*pid..

* Dolores Pesce, “Expressive Resonance in Liszéad®Music.”19" Century Piano Music2" ed. edited
by R. Larry Todd (New York, NY:Routledge, 2004) 438

2 Tibor Szaszl.iszt's Symbols for the Divine and Diabolical: ThRievelation of a Program in the B
Minor Sonata50.
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Sz4sz also identifies the falling seventh interval with Adam'’s fall froemey
offering a parallel program for the same material (which proves retimdusing). The
repeated notes in the primary theme are identified with Lucifer.

While the falling sevenths of the Lucifer motif symbolize

the fall itself from above to below, the evenly spaced,

sharply marked chain of repeated notes symbolize the

already fallen devil known as Satan, or to use his medieval

personification, Mephistopheles. Liszt’'s symbolic use of the

repeated notes in the Sonata can be deduced because in

other works they are consistently used as a symbol for the

satanic>®
Szasz cites examples of other satanic repeated notes: the “Mephistoptmlesient of
theFaustsymphony, and/lephisto WaltNos. 1-3. The article concludes with a
description of mm. 120-254 as the physical love between Adam and Eve, and mm. 255-
276 as “the eruption of violence between Cain and Alfel.”

Szasz does identify some useful motivic parallels between musicalnéteofie
the sonata and musical elements in other definitively programmatic workevidgwhe
general lack of any musical examples, his broad assumption of the readgraitsy for
his ideas, and his attempt to simultaneously assign two programmatiesdghtiadise
Lost,and Genesis 3:1-4:11) to the sonata generate a fair amount of confusitenoki¢hi
might draw parallels between Adam and Christ, Cain and Lucifer, simultdyeoirsg
so only compounds the difficulty of creating compelling links to extra-musicdént.
The programmatic waters are murky enough. However, his most usefid pdgi)tthat

certain motivic elements in the sonata find clear programrdasicription in other works,

and (2) that these programmatic associations may be fairly used in datgrmeaning

3 Tibor Szaszliszt's Symbols for the Divine and Diabolical: ThRevelation of a Program in the B
Minor Sonata 50.
**Ipid., 54.
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within the sonata — are both well taken and prove useful to any serious attempt to
determine paratextual meaning.

Probably the most influential and enduring program associated with Liszt's B
minor sonata is the Faust model handed down by a number of his students. While not
incompatible with the Szasz program, there are enough differences teatikene
distinct. Bertrand Ott, in his articken Interpretation of Liszt's Sonata in B Minor
suggests that the Sonata forms a symphonic poem. He is careful, however, to note that

unlike the Faust-Symphonthe Sonataoes not describe
the characters by episodes — Faust, Marguerite [Gretchen],
and Mephisto. It weaves them into an intricate web which

closely follows the events of Goethe’s play, without
indulging in childish transliteratiotr.

Ott conceives of the sonata as representative of a grand struggle betweestdpbples
and Faust, assigning the open&itggro Energicaheme to Mephistopheles and
ascribing theGrandiosoTheme to Faust as representative of his “youth, pride, and
sensuality.™

In contrast to most analyses that delineate four or five themes acrosadleg s
Ott rather perceives all musical material as specificallwddrirom these two thematic
forces. While none would argue that the thematic material in the sonata i$ydotwal
different musical ideas (as all bear a resemblance to the opening theragrial), Ott
stands on thin ice by claiming that other major thematic events are maiatjons.

Although Ott begins his analysis with a protestation that the program cannot

“indulge in childish transliteratior>* his subsequent linkage betweeaustand musical

%5 Bertrand Ott, “An Interpretation of Liszt's SonateB Minor,” Journal of The American Liszt Socidiy
(1981), 30.
*®Ipid., 33.
*"Ipid., 30.
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events takes the following forms:
Meas. 32-54: Mephisto’s physical and psychic
development; vv. 1238-1321in G.’s F
Meas. 255-96: Accelerated ride expressed with
meanness, and built upon the theme of Faust’s desire and
passion; Mephisto is mocking; vv. 1851-67 in G.¥F
While Ott indeed stays clear of strict episodic narrative, he seems te icrgtatd a
narrative sequence based on a sentimental reading of the text. Rather than link events or
characters, he attempts to connect characteristic moods with the mecieall$is
interpretation makes dual demands on the reader as it requires that theotadér
agree with Ott’s interpretation of the score, but also Ott’s interpretatithe gflay. The
precarious task of describing extra-musical parallels without a prograades even
more so by Ott’s use of a highly individual interpretatiofrafistas his paratext. In spite
of his best intentions, Ott does appear to be “transliterating” his interpretation of
Mephisto’s and Faust’s moods to the score.

While Ott’s analysis may run to the melodramatic, it remains as fair a
programmatic description as any other, the more fantastical elemenisphg
indicative of the inherent programmatic problem. Without an explicit program tmoll
one may simply pull fistfuls of lines from the play and ascribe them to musiaakseve
The question of Liszt’s intentions, his students’ contentions, and subsequent
interpretations becomes moot as none can address specific instancesafipecific
described by Liszt as retaining specific meaning. While Claudio Aleamed the Faust

scenario was “taken for granted among Liszt pupilstie question ofvhichcomponents

of the scenario anldowthe scenario was linked to the interpretation remain contentious

*8 Bertrand Oftt, “An Interpretation of Liszt's SonataB Minor,” 35.
%9 Joseph HorowitzArrau on Music and Performand®lineola NY: Dover Publications, Inc., 1992), 137.
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issues. Too broad an interpretation of the Faust legend and relevance becongdaliffic
establish. Too detailed and one quickly becomes reduced to fanciful text-painting

Each analysis of Liszt'Sonata in B minofalls along a spectrum. Some scholars
deal only with the score, others range farther afield. The conservativé #edspectrum
provides a measure of safety and legitimacy (but perhaps less help to tnmperfThe
liberal end of the spectrum provides nearly unlimited potential for imagindign (
almost no rigorous connections to the score). If Lisgtisata in B minowas indeed
inspired byFaust that inspiration should be evident in thematic events and
relationships — the foreground. However, the fact that Liszt never went on record as
having assigneBaustas a specific program to the sonata also indicates that the
inspiration may function on a background level — affecting formal and interpretive
decisions but without declaring manifest authority over the music.

Establishing a paratext and connecting those elements to the score liedlgecide
toward the more liberal end of the analytical spectrum and therefore beconees mor
vulnerable to an interpreter's mere fancy. Because any paratextaasdaeith Liszt's
Sonata in B minomust be amnofficial paratextthe discussion must be rigorously
grounded in something more firm than opinion. By first setting philosophical and
aesthetic boundaries, one may subsequently move more securely into discussing

paratextual connections between Goetl@gstand Liszt'sSonata in B minor.

29



PART Il

LIMITATIONS OF TRUTH AND MEANING
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CHAPTER 4

Introduction

The performer attempting to interpret a given score must first adneiiseence
of certain problems confronting him in regard to interpretive decisions. First the
performer must assign performance values to certain notational varialilesngc
dynamics, tempo, rhythm, and pacing. While these variables are almost aldiagsed
by the composer, specific values (outside of computer programs) are almast neve
assigned. Second, the performer must in some way describe the musical refationshi
the score in terms of aesthetic variables. If music were simply notes pagégthen
determining the value of an interpretation would simply be a matter of agctifard,
the performer must prescribe meaningful values to the aesthetic vartdistesically,
music has always been seen as engaging listeners’ emotions on some lestdfar
worse. Allowing that composers intended their music to engage listeners suawally
than only at the level of pure intellectual contemplation, aesthetic ngeanist be at
least broadly determined by the performer.

Because the performer is responsible for assigning a great deal otigabjec
meaning in his interpretation, and because the interpretation necessarilyenrushful
in its rendering of the score, the performer will assign interpretive vahsesilon his
own analysis and technical training that are consistent with his individualexger|f
no score existed, then any interpretation could be seen as meaningful and truthful as i

would accurately reflect the performer’s experience. The interpmetdtowever, must be
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representative of the score. The fundamental dilemma may be posed thus: how can the
performer know whether his interpretation is truthful and meaningful in regard to the
score, or truthful and meaningful only within his own experience?

This question, difficult enough to answer in regard to absolute music, becomes
even more problematic when applied to program music. Pieces that include programs
either explicitly or implicitly linked to the score, prove especiallystasit to analysis as
they involve interpreting meaning beyond purely musical relationships. idraadit
interpretive models have either disregarded the programmatic elemeiatgof of a
simple model involving only indisputable musical relationships), or have described the
musical relationships in terms of the program (in favor of a simple model involving
obvious or explicit aesthetic relationships). In only allowing one or the othditional
interpretive models have failed to offer a truthful rendering of the sconeeash case
meaningful notational and aesthetic variables have been discarded in favor of a more
streamlined approach. One redeems these variables, however, at his own peril as the
guestions that subsequently arise must be addressed to avoid a slide into complete

subjectivity.
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Is There Artistic Truth?

Kingsley Price, in his article “Is There Artistic Truth?” sets egan boundaries
for the question:

Some have contended that all works of art are true or false
in the correspondence sense; and others, rejecting this view,
have contended or suggested that all works of art are true or
false in the sense that they do or do not afford insight into
reality. If the first view is correct, it is easy to hold that truth
in the correspondence sense is a criterion for aesthetic
excellence; if the second, that the conveyance of insight acts
as such a criterion.....If all works of art were true or false,
each would be meaningful, i.e., would contain propositions
or be constituted by them. This is to say that each work
would refer to something other than itself in such a way that
if that other thing existed, the work would correspond to it.
But not every work of art can contain propositions or be
constituted by them. Consequently not all works of art are
true or falsé?’

The question of artistic truth seems especially important in discussing amais
specifically the interpretation of music. The judging of an interpretasagoad or bad,
correct or incorrect, is a responsibility musicians accept every dsn ke discussion
takes the form of “religious” warfare where truth and meaning are rbkdlgaantities to
further one’s own ideology. However, what is really meant by artistic truthhWhe
musicians speak of music being “meaningful,” to what are they referring? @hetm
to define musical truth as a correspondence with some extra-musical trutra{or ide
guantity), but it becomes difficult to definitively state precisely how thdaritemslates
in a corresponding way the original truth’s meaning. Conversely, if one denies any
correspondence of extra-musical truth and instead maintains that eiteeote®r some

accepted performance practice embodies an idealized absolute truth odiredals

0 Kingsley Blake Price, “Is There Artistic TruthThe Journal of Philosophy/ol. XLVI, No. 10 (1949):
285.
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persistent problems in both the ability to fully perceive that truth and thenigpply
musically in any meaningful way.

Aesthetically, does a widely held opinion labeling a work of aiftraie” or “false”
determine its value? If program music is considered “false” music, i iastiable?
Often in discussing canonical masterworks the words “true” and “valuatdeised
interchangeably. However, equating truth and value involves a number of profound
problems: How does the performer determine what is true? How far must one dlgree w
canonical truth (for example performance practice) in order to form a “true”
interpretation? How much freedom does the performer have in interpretingmdta
How does the performer approach music previously determined to be “false” music?

In analyzing and performing music, one must either wrestle with some
exceedingly thorny issues, or else assign values to performance andsaswlyairow
that any potential hazards involving truth and meaning remain excluded from the
discussion. Both the analytical process and the performance process maietaivext
traditions, practices, techniques, and lineages. All analytical tradithehpeaformance
practice traditions claim to (at least partially) describetartisith. Regarding
interpretation, however, how can one distinguish what is true tliathwhich one prefers
over the alternative If interpretive analysis remains the description of musical
relationshipdor the purpose gberformance, how does one distinguish between manifest
musical relationships and possible musical relationships? Spdyifah extra-musical
programs, characters, and formal models legitimately be ascribed tahraktionships
when no reliable, extant source unequivocally identifies those as conditional iei@enc

Indeed, music has always been more than notes on a page. Musical truth and na@aning c
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only be realized when the complex relationships of performance, analysis, and
compositional genesis are fully explored. As Pragmatist discussions of psatelietimg

to absolute truth offer striking parallels to discussions of problems regardinganusi

truth, a basic understanding of Pragmatist principles should provide a starting point.
While Pragmatist principles are not relevant to Liszt in a historicaég@&esmost

certainly did not have them in mind when composing), the Pragmatist models can provide
the twenty-first century musician with a basic philosophical reasoning forpoating

paratexts into a work’s interpretation.
Truth: A Pragmatist Rendering

In A Companion Guide to PragmatisMargolis mentions a discussion between
Rorty and Putnam during the second phase Bfc2dtury Pragmatism. This discussion
regarded

the propriety of reading Dewey along the lines of Rorty’s
so-called ‘postmodernist’ account of pragmatism and of
Putnam’s counter-effort to reject such innovations in
favor of a more canonical picture of realism — cast in
metaphysical and epistemological terms strong enough to
escape the charge of relativi§h.

Margolis then posits that

Rorty’s intention was to retire metaphysics and
epistemology altogether, on the plea that such would-be
disciplines, essential to canonical philosophy, were actually
sham undertakings: there is, and could be he claimed,
speaking as a pragmatist, no science of knowledge as such;
hence no way to demonstrate that (say) realism wa&rue.

®1 Joseph Margolis, “Introduction: Pragmatism, Reigmsive, and Prospective,” /&t Companion Guide To
Pragmatismeds. John R. Shook and Joseph Margolis (Maldexssikthussetts: Blackwell Publishing,
2006), 4.

bid..
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Tellingly, neither side of Pragmatists ever convinced the other. However, tteogae
raised have an immediate bearing on both the nature of truth and methods of approaching
truth.

Rorty’s concern — that relying on metaphysics and epistemology to desattbe
requires an acceptance of the premise that these disciplines are ingacséems valid.
Describing truth in terms of canonically accepaggriori ideas is similar to children
describing “rules” governing reality in imaginary games — neitherrge®n needs to
retain any real truth in order to appear functionally valid to the participantearRist
position, however, that discarding such traditional reference points amounts to
intellectual vertigo, is also well taken. Thus, in defining truth, one must reeotaz
necessity of framing any discussion within historical precedents, witihe gaame time
recognizing that appealing to historical precedent relies heavily @mamical
inviolability for credibility rather than any demonstrably intrinsic truAs such,
definitions of truth either deny the possibility of any canonically accepfweri ideas
as necessarily being true (thus inducing intellectual vertigo by eliimgnlistorical
points of reference), or rely on arguments built substantially on the relatslesgnd of
historical precedent.

Peirce, generally regarded as the first Pragmatist, followeds<@motel in
insisting that “the limits of experience define the limits of knowleddéfe also
“conceived experience in such a way as to be capable of aiding us in discovering to some

degree the way things are (not simply the way they appear t8*iifce thus

83 Vincent M. Colapietro, “Charles Sanders Peirce AiCompanion Guide To Pragmatisgtds. John R.
Shook and Joseph Margolis (Malden, Massachusgd#tskwell Publishing, 2006), 16.
64 [

Ibid., 16.
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determined Kant's idea of tH2ing an sich® the thing-in-itself, as being impossible.
Colapietro writes,

Whereas Kant maintained that things in themselves are

conceivable but unknowable (since we are able to think

them without contradiction but not able to know them by

recourse to any experience), Peirce argued they were

incognizable, meaning that they are not even conceidable.
While admitting to a cosmos larger than our experience, Peirce maintained,

Over against any cognition, there is an unknown but knowable

reality; but over against all possible cognition, there is only the

self-contradictory...Nothing can be more completely false than

that we can experience only our own ide¥s.”
Herein Pierce describes an additional difficulty in ascertaining trukimodviedge is
limited to experience, then one’s attained knowledge of truth can only be estaluate
through one’s own experience. If truth maintains an infinite existence indep@fdent
phenomenal perception, then even if one can know certain parts of truth through
experience, one can never completely comprehend the entire truth as one cannot eve
experience an infinite noumenal truth. Without phenomenally experiencing an infinite
truth, one cannot comprehensively evaluate his own knowledge of truth.

Of course, if the discovery of the way things are (not simply as they ajopeay
is limited by one’s experience, one cannot determine whether his understahitiag
truth is simply a flawed (or lacking) experience confusing the appeaddraith with
actual truth. Because reality (experience) does not necessarilytreqiuabne may gain

knowledge through his experience without necessarily gaining a greatertandexg of

truth. While Peirce did think that given an infinite number of resources an infunite tr

% Kant’s description of a noumenal world independemin man’s perception of the world (phenomenal).
% vincent Colapietro, “Charles Sanders Peirce,” 17.
67 i

Ibid..
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could be discovered, the inherent danger of using the (realistic) limits ofengeeto
determine truth still applies.

The problem may be summed up thus: because one’s understanding of truth is
defined through experience, and because truth exists outside of one’s experieace, the
always remains the danger that one’s understanding of the truth remains subje'st to one
experience. Any phenomenal understanding of noumenal truth will forever remain in
guestion as one can never determine whether or not the objective truth actuadigts
with the subjective experience.

The work of pragmatists in trying to explain the concept of truth containsrcertai
parallels to musicians explaining and evaluating nineteenth century. Mitsie works
of the Classical period — most notably of the Viennese school — usually serve asesupre
examples of form determining interpretation (truth and meaning deternhirceayh
purely musical relationships), some view the music of the early and mid-nireteent
century as bogged down in interpretive relativism, myopic formal structungs, a
virtuosic egotism. The formal clarity, dramatic large-scale uses sfrtdsice, and
contextually appropriate virtuosity of Haydn, Mozart, and Beethoven had run itg cours
and left early nineteenth-century composers with no clear wellspringvitoah to draw
their inspiration. Without a clear hierarchy of traditional musicalisahips in the
score upon which to defend the “truthfulness” of interpretations (or even of the work
itself), and with the additional baggage of a decidedly subjective and individualisti
performance tradition, twentieth-century performers were le¢ht svsimilar dilemma to

twentieth century Pragmatists: either to try to cast their integratin strong enough
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epistemologic&f and metaphysical terms to escape the charge of interpretive relativism
or to follow Schenker’s practice of relegating such music to the traghasesham
constructions.

In trying to determine truth within musical interpretation, one must firsfyla
the boundaries between truth and meaning within music. Through drawing parallels
between (a) the pragmatic “experience” and musical performanber(adtively
performing or actively listening), and (b) pragmatic “knowledge” andyarsabf the
musical score, both the usefulness and inherent obstacles represented by both
performance and analysis may be better defined. Once these limitadongkace, the

pitfalls in determining truth can be defined, and meaning better described.

% Here transformational theory has been particulasiful.
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CHAPTER 5

Truth and Experience: Music in Performance

The Pragmatist discussion divided truth into noumenal (an unknowable, infinite
guantity) and phenomenal (that truth which may be experienced as a knowable finite
guantity) categories. In applying these principles to music, similagaags can prove
extremely useful. Eduard Hanslick conceived of a “division of music into cotigosi
and reproduction® Music may thus be divided into two categorical realities: the score
(abstracted music or potential music), and the performance (actualizedomkisietic
music). Hanslick notes that the division “makes itself felt preeminently in the
investigation of the subjective impression of mugfcThis subjective impression of
music refers primarily to the phenomenal experience of music — the intépreta
Hanslick writes,

To the performer it is granted to release directly the feeling

which possesses him, through his instrument, and breathe

into his performance the wild storms, the passionate fervour

[sic], the serene power and joy of his inwardriéss.
The performer’s direct experience of the musical score releasesitimahscore from
objective abstraction to subjective actualftyhe score’s objective truth lies in its

potentiality. A musical score remains free from any subjective experi@s no

interpretive decisions need be made for the score to exist. Just as cdntandyer, the

% Eduard HanslickDn the musically beautifulrans. Geoffrey Payzant (Indianapolis, IN: Hackett
Publishing, 1886), 48.

1pid., 49.

pid..

"2 performance here is meant to describe the aueslgzhenal experience. While the musical score may
indeed be interpreted by means apart from an gerébrmance, this section will refer to the specifi
difficulties encountered by the performer. The peats of interpreting analysis will be dealt withanater
section.
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potential music contained in the score cannot come into being without the performer
making subjective decisions in regard to interpretation. The composer therefore in
notating a score is not crafting an interpretation, but rather craftinge @ienusic as an
objective abstraction. While the composer may attempt to notate interpretiveete
their very notation ensures their inclusion as an abstract quantity of the score and
therefore subject to interpretation. If both knowledge and meaning are defiaed b
through experience, then the subjective experience of a musical perforroenas the
defining quality determining both the performer’s “knowledge” of the scorelend t
meaning therefore assigned to the score — the “reproduction” of the workndefiei
“composition.” So, the performance of a score offers the phenomenal expegence
necessary to the Pragmatist’s conception of truth.

Performance, however, lies fraught with danger when used to determine musical
truth. The Pragmatists’ difficulty in determining philosophical truth fiewv to
determine one’s arrival at truth rather than just the appearance of truthsbkiavds a
parallel in the performer relying on his experience to determine nhtrsitta
Hanslick writes,

Of course the performer can deliver only what is already in
the composition... In the instant of re-creation, however,
this very assimilation, is the work of his, the performer’s,
spirit. The same piece disturbs or delights, according to how
it is animated into resounding actuality, just as one and the
same person is at one time seen as full of rapture, and at
another time, dull and despondéht.
The primary obstacle to using performance as a determinant of truth flessubjective

quality of the performer’s application of phenomenal experience to the score. In

performance, the objective musical score and subjective interpretatoméene.

3 Eduard Hanslickdn The Musically Beautifu#9.

41



In his book on Schnabel’s interpretation, Karl Wolff writes,
He [the performer] will only be able to perform his task if he
makes music quite spontaneously, or as Heine says, if the
presentation ‘reveals the performer standing on the same free
spiritual heights as the composer, if it convinces us that he too
is free.”
A strong performance of a weak compaosition may ennoble the composition in the minds
of the listener. The weak performance likewise degrades the listenerisropf the
composition. Additionally, the same performer (given different performancag
convey different or even contradictory interpretations of the same matieeigiame
piece disturbing or delighting “according to how it is animated into resounding

"> |f experience determines truth, then multiple interpretations of a piege ma

actuality.
each be musically true (according to the performers’ phenomenal expesfeheescore)
while at the same time exhibiting different features. If the only pointfeferce
regarding the truth of an interpretation is the performer’'s phenomenalengeerthen
any decision based on his experience must be seen as musically true. The pnablem t
becomes one of perspective. While an interpretation may perhaps be truetvathin t
context of an individual’'s experience, that interpretation must adhere to the highe
standard of remaining true within the context of both subjective historical models of
interpretation and the objective score.

The positiorPERFORMANCE = MUSICAL TRUTHIemonstrates the subjective
extreme possible when negating any point of reference. One performapsatagon

may be regarded as charlatan by a critic or teacher; but as it réfleetsperience of that

performer, it therefore must be judged as “true.” Every composition’s worth #suatli

™ Konrad Wolff, Schnabel’s Interpretation of Piano Mus®® ed. (New York: W. W. Norton & Company
Inc., 1972), 15.
> Eduard Hanslickdn The Musically Beautifu#i9.
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the mercy of the performer. As William James notoriously formulated, tiTieels the

name of whatever proves itself to be good in the way of belief, good, too, for definite,
assignable reason§>One might similarly describe musical truth (in the context of
performance) aghatsoever proves itself to be useful in eliciting a desired response from
the listener Such relativism, while perhaps in fashion during certain times in the
nineteenth century, offers no stable ground upon which to discuss basic interpretive
decisions like tempo, dynamics, phrasing, articulation, and various other sughjecti
aspects of musicianship. While one may admit the validity of contradictory
interpretations, one must subsequently appeal to a larger truth of which thectatesns

are each merely partial reflections rather than full representatiottsoWbeing attached

to a larger truth, interpretations become relegated to the local decisions affthenpe

and cannot be judged “true” beyond that performer’s subjective decisions. As using only
performance or experience as a truth determinant threatens to becoatwiatrel

guagmire, perhaps the addition of the more intellectually rigorous “composition” or
“knowledge” can offer the necessary reinforcement needed to interpret dotivabj

score.

Truth and Knowledge: Music in Analysis

While experience certainly informs our perception of truth, it is not a givén tha
experience necessarily represents truth. Because experience does sariheegsal
truth, relying entirely on experience to determine truth proves inadequaten@ne

buttress this subjective experience with something more objective in ordst whether

¢ Joseph Margolis “Introduction: Pragmatism, Retemsive, and Prospective,” is Companion Guide To
Pragmatism,7.
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or not the experience is indeed valid. Using the score as an absolute determinant
immediately establishes a certain immutable plumb line in determiningeapretiation’s
truthfulness. First, however, one must determine the nature of one’s own jperoépt
the score. The avenue chosen to perceiving a score has implications for the score’
objective veracity. If a score cannot exist as an aural phenomenon without fiecteda
by the exigencies of performance, then in order to retain its “absolutetyqtie score
must exist solely as an abstraction in the mind. Hanslick writes,

The auditory imagination however, which is something

entirely different from the sense of hearing regarded as a

mere funnel open to the surface of appearances, enjoys in

conscious sensuousness the sounding shapes, the

self-constructing tones, and dwells in free and immediate

contemplation of therff.
The score holds tremendous potential in purifying interpretations of both retatnd
personal ego. Indeed, many performers go so far as to invoke thedala abmposito
allowing only notated elements of the printed score as truthfisnslick seems to agree.

The auditory imagination remains unaffected by either the listener'svemot

response or the performer’s personality. Acoustical considerations avesékeanished
from the musical experience as is the quality of instrument, performehisigee, and
ambient audience noise. The musician is thus freed to perfectly percessotaeand
therefore conceive the perfect performance through his auditory imaginataddition,

Hanslick implies that “hearing... open to the surface of appeardrceay misrepresent

the musical truth of a score. Since perceiving the score via auditory imagifiaes the

" Eduard Hanslickdn The Musically BeautifuBO.
"8 Of course this position presupposes a perfectadxti score that completely preserves and
communicates the musical intentions of the composer
79 i
Ibid..
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musician from both the shackles of performance realities and personal egoréhers
“knowledge” must be seen as objectively true.
While a score remains an abstraction, it remains objectively%fhee

application of that “knowledge” however poses a difficult problem. Although a score
itself may be objectively true, one must describe the score (either thpoose or one’s
auditory imagination) through an interpretive anal{5B8ased on a composer’s notation,
decisions are made reflecting the interpreter’'s understanding of thé&ssoesning. As
long as the interpretive analysis remains abstractly stated, itlaiayties to objective
truth as the interpretive meaning remains grounded in the objectivelctnee All
theory, however, proves vulnerable once applied to reality. If an interpretation cannot
realistically be performed, then one must consider the possibility that such an
interpretation does not accurately reflect the composition and is therefarbaibt true.
Alasdaire Macintyre writes in his bo&khics and Politicghat

Experience may really or apparently be discordant with a...

theory in a way that falsifies that theory, if one condition

is satisfied: that the reasons for redescribing and reclagsifyin

the experience, so that it no longer falsifies the theory, are

outweighed by the reasons for treating it as a genuine

counterexample to the thed®.
This point — that experience may falsify a theory by imposing certain caomslit
rendering the theory realistically impossible — certainly applies tdypilveoretical

interpretive analysis. If an interpretation cannot be accurately rendepediormance

8 The objective component of the score not havirenkafected by the subjective experience of the
interpreter.

8 Interpretive analysis refers to the analysis s€are with the goal of understandingpit the purpose of
interpretation as opposed to analysis examination of a complex form, its elementsl, éeir relations),
attempting only to describe the musical relatiopslin the score without applying these to intertien.
82 plasdaire MacintyreEthics and Politics: Selected Essaysl. 2, (Cambridge, UK: Cambridge
University Press, 2006), 89.
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because of certain conditions of reality, then the interpretive analysistdae true
insofar as being an authentic representation of the score.
An example of experience falsifying theory may be found in David Lewin’s

discussion of Amfortas’s Prayer:

The nature and logic ®®iemannian tonal space are not

isomorphic with the nature and logic of scale-degree space.

The musical objects and relations that Riemann isolates and

discusses aneot simply the old objects and relations dressed

up in new packages with new labels; they are essentially

different objects and relations, embedded in an essentially

different geometry. That is so even if in some contexts the two

spaces may coexist locally without apparent conflict; in this

way the surface of a Mobius strip wouidetally resemble the

surface of a cylinder to an ant who had not fully explored the

global logic of the spac®.
Lewin’s concept of an enharmonic seam allowing both Riemann tonal space and scale
degree space to exist simultaneously proves extremely useful in his desaofpt
Wagner’s magical effects farsifal. While a highly engaging interpretation, it requires
performers and listeners to readily distinguish between the enharmonic eqtsval
(C-flat) and (B). Realistically, the listener cannot aurallyidggtish that enharmonic
seams define the boundaries of Riemann tonal space and scale-degree space. While
listeners with an excellent ear might be able to hear the differencednet€-flat) and
(B), the ability to aurally perceive that pitch as an existentahsgetween two different
geometric tonal realities necessitates one’s possessing auralibepabore commonly
associated with super-heroes. While Lewin’s analysis certainly ¢arnheeperformer

understand the work better, it remains extraordinarily difficult to transiate

understanding into the listener’s experience of the work.

8 David Lewin, “Amfortas’s Prayer of Titurel and tR®ole of D in ‘Parsifal’: The Tonal Spaces of the
Drama and the Enharmonicb@B, 19th-Century MusicVol. 7, No. 3 (April 1984): 345.
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If the listener’s experience is that of the ant on the Mobius strip, then analyse
depending on drawing a distinction between the cylinder and Mobius strip become
problematic. The ant’s local experience traversing the Mobius strip is eflgadéntical
to the experience of traversing a cylinder. Simply understanding that théiskgec
Mobius strip or cylinder does not change (in any essentials) the ant'expaalence. As
music exists in time, marginalizing the local experience in favor ofovfacmal
abstractions disenfranchises the listener from the reallipwfthe music actually sounds.
Once an analysis determines that the actual notes in the score sound (datswding to
an abstract analysis), the interpretation becomes dangerously irréfevant.

If the score cannot guarantee a useful applied interpretation, and performance
offers too many relativistic hazards to be authoritative, it appears thatri@ursuit of
truth in regard to interpretation must arrive at an impasse. While one cannot dispense
with the truthful elements each contains, neither may lay claim to offering asailagle
monopoly on truth. It cannot be disputed that both the score and performance variables
must be considered in order to form an artistically true interpretation. Howatresut
assigning some larger meaning to these independent elements, no laxge-scal
understanding of musical truth within interpretation may be established. Indeed i
precisely through understanding how meaning is assigned to both audible music and
abstracted music that a useful paradigm can be employed to determinetatienpr

Truth exists outside of assigned meaning yet one must assign meaning i order t

apply truth. Truth is an infinite quantity and therefore remains true whetlaammggéully

8 While certain chords and notes may be used ambajygand therefore may “sound” different from
their spelling), the dependence upon the listeméetar these ambiguities (in real time) as enhaignon
seams demands the separation of these ambiguiiesall contextual moorings.
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interpreted or not” However, erroneously assigned meanings to truthful elements can
falsify one’s perception of the original truth. Although the musical scoreéctg
truthfulness remains intact, without assigning meaning, the objective truth obtiee s
cannot be applied to the interpretation. In other words, “knowledge” must inform

“experience” through the interface of meaning.

8 Or, truth, as a noumenal quantity, will not betwtised by falsely assigned meanings from phenomenal
experience.
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CHAPTER 6

Meaning: Propositional assignment

If the score is considered true (as it must be for the purposes of anahgis), a
experience is considered true insofar as it allows one to know the score, thaares it
problem of assigning meaning to that truth. Generally speaking, musiciams assig
meaning to music through either of two perspectives: 1) that any meaningesuhef
a priori elements of some fundamental truth in purely musical relationships, and 2) that
meaning is the result af priori elements of truth in the relationship of music to
emotional response. These two assignments of meaning may be divided intontiseofeal
theory (1) and aesthetics (2). Before discussing these categories inhdepthier, some
basic premises need to be defined.

Recall Kingsley Price’s argument that

If all works of art were true or false, each would be

meaningful, i.e., would contain propositions or be

constituted by them. This is to say that each work would

refer to something other than itself in such a way that if

that other thing existed, the work would correspond b it.
The first part of the argument may be paraphrased to describe mugitasifollows:
the score that is musically true must contain propositions or be constituted b%/ them
Music then, in terms of musical relationships, may be defined as meaningfalsofialr

as those relationships are indeed proportionally logical. John Collins, in his &Ftiath

or Meaning? A Question of Priority,” offers some basic propositional schératas t

% Kingsley Blake Price, “Is There Artistic Truth?82.
8" This idea refers to the argument that music caamsemething other than itself. That an “A-E”
relationship means something other than a simmeghin frequency.
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describe both sentential and propositional Deflationist theories of the@nslaits
between truth and meaning. While Collins deals with language-based meaning, the
schemas he describes provide useful constructs in defining meaning casius|l.
Those deflationists who favor sentences as primary truth
bearers...reflect this common theme by their appeal to the
schema (T):
Xis true (inL) iff p,
Where each instance is formed by the substitutioXof *
for a quotation (or structural description) oflaisentence,
and p’ for a translation of the substitute of'! The truth
predicate here is language relative, i¥.js a dummy letter
designating a particular language (inclusive of idiolects), it is
not a variable ranging over languages. Thus, an instance of (T)
is

(1) ‘Snow is white’ is true (in English) iff snow is
white.

Here the truth of ‘Snow is white’ is accounted for by the concepts
therein expressed: the sentence is true just if seaite

While deflationist theory may suffer philosophically for trying to “expkcttith in terms

of meaning,®® it serves very well to describe meaning in musical relationships. One may
use a quotation or structural descriptionXaand may use musical languagelforFor
example,

(T): V-l is a cadence’ is true (in Music/) iff V goes to | at the
cadence.

The usefulness of such a sentential definition of meaning in engagints Price
propositional definition of artistic truth, however, remains doubtful as, according & Pric

music must contain propositions in order to be artistically true. Therefore, pirop®s

8 John Collins, “Truth or Meaning? A Question ofd?ity” Philosophy and Phenomenological Research
Vol. 65, No. 3 (Nov., 2002): 499.
#1pid., 497.
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must be true in order fof to be true. Fortunately, Collins offers an analogous schema for
describing propositional truth (PT).

Those deflationists who favor propositions as primary truth
bearers...appeal to the schema (PT) as an analogue of (T):

(PT) the proposition th&t is true iffp.
That is that both hold thal'is true’ and P’ are
definitionally equivalent where ‘P’ is a dummy for the
respective truth bearers appealed’to.
This further explanation of meaning allows musical relationships to be fydlgiard as
propositions. Therefore,
(PT) ‘V-I is meaningful as a perfect authentic cadence’ is trudfiV has been
established as a polarized dominant in a hierarchical relationship to
l.
So for instance, V-1 at the end of a Classical era sonata is both true as &rcadenc
[V-I = V-1], and as a proposition: [V-I is meaningful as a final cadencalszV has
been established as a polarized dominant in a hierarchical relationshigoovgrsely, a
V-I final cadence cannot be either sententially true or propositionallyrtraie atonal
work. The atonal work lacks the ability to define eith€rdr ‘p’ as V-I and therefore
cannot describe the musical relationship as true. Likewise, the atonalaskskte
proposition that a major triad built a perfect fifth away from a tonal ceristiseas part
of a meaningful hierarchical relationship to that tonal center. All mustationships
therefore can only be meaningful according to the truthfulness of propositional
relationships established by the conditions of musical language within individued.wor

While these schemas prove helpful in determining meaning as part of musical

language, they do not quite address Price’s concern that artistic truth wouleactiai

% John Collins, “Truth or Meaning? A Question ofd®ity,” 499-500.
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work referring to something other than itself. The hazards in assigningngdani
interpretations lie also in the tendency of musicians and listeners to agsig-musical
meaning (usually in terms of emotional response) to the purely musical prop®siti
the score. Herein resides the crux of Price’s contention that if a workweasdach

work would refer to something other than itself in such a way that if that other thing
existed, the work would correspond to it.” Price maintains that a musical proposition
cannot be made to meaningfully correspond to “something other than itself.” The
propositional schema of truth and meaning (PT) likewise fails to offer a usefiabcin
describing the tendency of listeners to respond emotionally to music.

Meaning cannot unerringly be assigned to rational truth in music precisely
because of the simple fact that music is bound up in emotional response. Describing
emotional response as a model across a group (or as a musical propositiamg remai
notoriously difficult. The idea that great music may be described ascatly true based
on its effectiveness in eliciting a similar emotional response fronméisieof the same
culture, experience, and historical period, cannot presume to describe anythirtbasther
popular trends. Likewise, the idea that music is a universal language, and asllsuch wi
necessarily retain the same meaning across culture, experience, aryl distoproves
problematic. The main point — that music is universally assigned meaning through
emotional response even if that meaning differs from person to person and culture to
culture — still remains valid. In order to describe assigned meaning beyohdmusegcal
relationships, one must incorporate aesthetics. While propositional schemas cannot

describe how emotional response assigns meaning to musical language, aesthetics
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Meaning: Performance and Aesthetic Response

Any aesthetic meaning assigned to music is by nature extra-msica
describing a performance as “expressive” or “moving,” one has ceasedussdise
objective truth of the score, the subjective truth of performancablas in interpretation,
or the subjective truth of interpretative analysis. Instead the penftraseassigned
certain meaningful values to the musical experience in attempting to descelfect in
aesthetic terms. Aesthetically, features of the emotional respmtise phenomenal
experience of music must be determined before any discussion of extralmesaning
may take place.

Emotional responses to art and life take a number of different forms including
cognitive, sympathetic, empathetic, and associative forms. When discussin@aatic
object of the response, the field narrows to two: sympathetic and associative.

Aaron Ridley in his booMusic, Value, and the Passiodsfines a sympathetic response

as:
one elicited from a person in virtue of the expressive
features of an object perceived — features that, however, the
person doesot think of as standing in significant relation to
anyone else’s passions (or to none but those of persons
similarly placedvis-a-visthe object). So that when, for
example, | am made melancholy by the sight of a weeping
willow, | do not suppose the willow to experience any
passion, and (unless | know or believe it to have been planted
for such reasons) neither do | suppose it to be the outward
manifestation of someone else’s passion. Rather, | recognize
in the willow features reminiscent of melancholy expressions

(its trailing drooping qualities) and respond to them by
becoming melancholy mysélff.

1 Aaron Ridley Music, Value and the Passiofithaca, NY: Cornell University Press, 1995)-12.
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The sympathetic response is inherently vague. Ridley states that one rasdeatises
“reminiscent” of a particular emotion rather than any direct assaciat emotion with

the feature itself. While vague, the sympathetic response fills an impataum
categorizing that emotional response occurring without a material 8bfedoggy or

rainy day may cause someone to respond by feeing gloomy. Yet (unlescavaisni
planned), he is not specifically responding to the weather itself, but to cegtireteof

the weather that remind him on an unconscious level of being sad. One becomes sad
when listening to “sad” music not because the music itself is sad, but becaugaiof cer
features reminiscent of sadness (minor modes, descending motives, slow tempi,
suspensions, etc.). While certain tropes and clichés often provide formulas formal
expression of sadness, their inclusion within a work cannot make the music itsetfysad, a
more than the music can manifest any other emotion. Although the composer may well
be expressing personal or dramatic sadness, the appearance of sad cadesdoan

not inevitably mean the composer himself is sad. Additionally, one must keep in mind
that music can only express sadness in conjunction with the sympathetic respgbese of
listener. Given a different set of cultural codes (or a change in the listereod), the

same music may elicit a different response. The sympathetic reshensiere

categorizes the emotional response in the listener created by musiced$evithout
requiring the assignation of specific meaning to those features. Whemiistenate
Beethoven for example, one may feel a sympathetic response to tragic an@ sublim
features of the music without needing to assign meaning to specific musical gm@iom

So, while music cannot truly correspond to or represent an extra-musical entaion, i

92 See following discussion of material and formajeats and their connections with sympathetic and
associative responses.
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exhibit features reminiscent of that emotion. These features are thgmeassieaning
through the sympathetic response of the listener.
The associative response in music bears some similarity with the gtipat
response (most notably in terms of elicited feelings) but retains distiretediffes.
Ridley states,
| respond to music associatively when it elicits the passion
in me that it does solely in virtue of the association that the
music has, for me, with something else, which would by
itself elicit that responsg.
Thus the sadness one may feel when listening to the third movement of ClBopiimer
Sonatahas everything to do with the funereal associations of the music rather than the
music itself. The music does not reflect features of sadness as much adatesgself
with a sad event. Chopin’s music, while not occasional, becomes associated with funeral
music (and therefore grief and loss) through its use of distinctive rhythmsnused i
functionally occasional funeral marches. When a piece references acspegodrience,
the associative response then assigns meaning through associatingp@mcdensreality
(i.e. funeral marches with funerals).
The distinction between the sympathetic and associative responses reay be s
more clearly in relation to the objects of each response. Ridley posits, “When we

experience emotion, we always experience ematimutsomething. This something is

the object of our emotior?*

9 Aaron RidleyMusic, Value and the Passioris}.
*bid., 27.
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Objects of emotion are then divided into two categories: material objects aral for
objects.

When | am afraid of your dog, or relieved by your failure,

your dog and your failure are theaterial objectof my

emotions. Any particular episode of emotion will take a

material object; and as fear of your dog and fear of, say,

botulism are apt to be dissimilar experiences, the character

of each instance of emotion is logically dependent upon the

nature of the material object tak&n.
The material object thus exhibits some useful characteristics. Tiegahabject is
concretely defined, ensuring that any emotional response may be traced aagetific
source. Additionally, each episode of emotion can be distinguished by its matexcl obj
The Baroque Doctrine of Affections was predicated on precisely this idea; cousd
act as a material object to emotion. Therefore, through creatingicaétormulas, one
could employ music as a material object correlating a specifitienal response with a
specific meaning. The problem, of course, is music’s ephemeral nature. Whalicitay
one type of response today cannot be counted upon to inevitably elicit that same response
tomorrow (or, more relevantly, 300 years later). This inconsistency prevasis from
functioning as a specific material object.

Cast in terms of the associative response, however, the material object may
remain a constant outside of music yet still affect the music. If oleedaé at funerals,
the material object of that sadness is the funeral. Sadness at hearin@lniianein
simply expands the equation. The material object is still the funeral. Hoviestexad of

the phenomenal experience of a funeral eliciting the response, the respoicgeds el

through a musical reference to that experience. So the associative responsdimkay be

% Aaron RidleyMusic, Value and the Passiqriy.
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with the material object in the following way: The associative response toieamus
reference will create the same emotional response as the materiabeljgaeferenced.
Ridley continues his example to describe the formal object.

Fear of your dog and fear of botulism do, however, have

this in common: in both cases the fear is a response to a

perceived threat. ‘The threatening,’ then, isftrenal

objectof fear, as ‘the welcome but not inevitable’ is the

formal object of relief®
The formal object thus represents the reason behind an emotional response. With all due
respect to President Roosevelt, the emotion of fear arises from a forntl(abje
perceived threat) that may or may not apply to a material object. Thus, efsenee
material object in order to experience fear. Walking down a dark alley atimigltad
section of town may not employ a material object (one is not necessaaity affr
darkness, alleys, or buildings) but rather the perceived threat implied by ticalpar
context (robbery, assault, etc.). Fear in this case needs only the formal ohject of
conceivable threat to one’s safety to function as an emotional response.

Colin Radford connects the formal object with the sympathetic response:

My contention is that although the sadness of pure music can

make us sad, i.e. we are sadddmeit, we are not sadbout

the music or its sadness.... The music is the focus of our

attention, its perceived sadness ... makes us feel sad ..., but

we are not sad ... about or for the music or its perceived

emotional tone or property....These feelings ... lack objects,

i.e. are noaboutanything.”’
One might add to Radford’s point “These feelings... areaboutanything”in

particular. Sadness in music exists only as a response. The music itself is not sad, even

when explicitly expressing a composer’s emotional state of mind. Music isltla®i

% Aaron RidleyMusic, Value and the Passior,.
" Colin Radford, “Muddy Waters,The Journal of Aesthetics and Art Criticiarol. 49, No. 3 (Summer,

1991): 249-50.
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same realm as the formal object; one where the emotional response is based upon the
perceived emotional implications of the music.

Aesthetically then, emotional responses to music may be divided into two
categories with corresponding obje®SSOCIATIVE RESPONSE-MATERIAL OBJECT, and
SYMPATHETIC RESPONSE- FORMAL OBJECT. One assigns meaning, therefore, as a result
of specific aesthetic responses. One does not assign meaning through phbeaith
moods, or through the music propositionally corresponding to some emotion. By tracing
meaning through the objects of associative and sympathetic responses, onganhay cl
describe aesthetic meaning as a function of truth. A true interpretatiofotbengerprets
the performance variables of the score through exploring how the score anthaeder
variables function within the context of the aesthetic response. What is meaningful
musically should create a correspondingly meaningful response in the ligteadinal
step in the process of assigning meaning is to determine how the propositional

relationships in the score fit together with the emotional response in therlistene
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CHAPTER 7

Meaning: Analysis and Phenomenological Intelligibility

Phenomenological intelligibility refers to that arrangement of sound shapes
(phenomena) which fit together to communicate meaning (intelligibiRyge, in his
article on music and meaning, describes intelligibility thus:

Consider the pieces of a picture puzzle in relation to the
picture. Some of the pieces put together in one way make a
branch, but put together in another make nothing at all.
Others put together in one way make a squirrel but put
together in another nothing at all. The branch and the
squirrel put together in one way make a branch supporting
a squirrel but put together in another nothing at all,

again, except the branch and squirrel in separation.

The shapes of the pieces enable the intelligible outcomes;
they enable the pieces to fit together into a branch, a
squirrel, and the whole picture of squirrel on branch. But
those very shapes explain, also, the unintelligibility of the
collections that result from putting the pieces together
differently—the unintelligibility of the collections that

make nothing at aff

To determine meaning, puzzle pieces have to be correctly fit together. Tég faiken
alone can have no truthful meaning outside of the context of the corresponding,
surrounding puzzle pieces. Once the pieces are fit together in an intellgsteuction
(shapes fit together with corresponding shapes), the resultant structuaemeve at
least partial meaning (as a squirrel or tree branch), but only after plettess have been
correctly fit together does each shape demonstrate completed meahingheétcontext
of the picture as a whole. The intelligibility of each piece thus only manitestswithin

the completed context of the puzzle. Of course, all of the pieces must be both considered

% Kingsley Price, “Does Music Have Meaning?” 203-4.
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and appropriately matched together within the puzzle in order for the picture to be
complete.
Likewise, to determine musical meaning, one must first include and consider

every aspect of a musical work. Ridley states,

it is essential to understand that what one is hearing is music

— to hear what one hears, in other woadsnusic, and not

merely as an auditory stimulus of some unspecified kind, or

as noise?
Understanding that what one hears is music is akin to realizing that the gieceszzle
form a coherent whole. While one might try to fit random noises together, andseray e
be successful enough to assign meaning in a manner similar to Rorschachusist
meaning and phenomenological intelligibility depend on recognizing that msusit
random*®

Price, in describing the specific phenomenological intelligibility inherent

coherent music, describes musical sound and shape as being specificallyltempora
nature.

A melody is a succession of notes that is coherent. Think of

the notes that correspond to 'My country 'tis of thee, Sweet

land of liberty, Of thee | sing' etc. These notes do not merely

follow one another in time; they cling together in a single

aural structure. You can hear that coherence easily by contrast.

Change the temporal order of the notes in any way you please.

Now you have notes that, following one another in time, do
not make a single aural structdfé.

% Aaron Ridley Music, Value and the Passiofd,-2.

1% Randomness is an intended component of AleatangianThe random expression, however, is still
controlled as part of a musical work specificafifeinded by a composer. So, while the details maged
be randomly expressed, that random expressioriatilunder the phenomenological intelligibility the

score asnusic

11 Kingsley Price, “Does Music Have Meaning?” 207.
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Whether the music is tonal or not, Price ascribes the intelligibility aftgcplar melodic
shape (one may also include harmony or specific pitches) to a specific teogmdext.
In doing so, Price simply provides a philosophical construct for Schoenberg’s descript
of motivic cohesion. Such coherence preserves essential parts as motivirerdenti
across a work? In this way, one “remembers” a melodic shape even as specific details
of that motive are varietf> As the tonal composer chooses certain musical shapes
within the context of tonality, so also do atonal and serial composers choosge certa
shapes within the correspondingly specific contexts of their music. Musical
phenomenological intelligibility requires that the pitches, harmonies, medbdjees, and
formal structures all fit together in some meaningful way over thpdeshexistence of a
given work.
Ridley, in discussing Price’s usage of phenomenological intelligibiléyest

“Phenomenological intelligibility” is thudistinctiveof

music and allows it to be separated off from the other

possible objects of auditory experience. Tonality is the

condition of the “demanding” characteristic of music, so

that within tonal music the satisfaction or frustration of

such demands (of tones for each other) is what makes a

melody coherent or incoherent. To hear a pitch as the

seventh in the scale is to hear a tone which demands that

the tonic should follow soon, a demand which does not

lapse when the tonic fails so to follow, but rather persists,

spanning whatever tones succeed the seventh to yield an

entire succession that without the tonic is incoherent,
and that with the toniis coherent**

192 Eor example, a tonal answer found in a fuguedegeized primarily by its preservation of the rhyth
and melodic contour of the subject. While not beingexact transposition, the listener hears itlin a
essentials as the subject.

193 Arnold Schoenbergrhe Musical Idea and the Logic, Technique, andofits Presentationedited and
translated by Patricia Carpenter, Severine NefiNerk, NY: Colombia University Press, 1995), 21-43
194 Aaron RidleyMusic, Value and the Passior2-53.
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So, according to Ridley and Price, what makes music different from random sound i
precisely the meaning assigned to each sound by the surrounding ¢SexE pitch
will sound differently depending on the tonal (or atonal) context and therefore may have
different meanings depending on the context. Only by analyzing the surroundirng conte
can one hope to determine the meaning of that specific statement of E. Otieisnay
describe phenomenological intelligibility as the meaningful relatiqssof component
parts (either micro or macro) to the whole.

Music is fundamentally phenomenologically intelligible. This intelligipiéxists
on every level. Since music exhibits phenomenological intelligibility onydesel, the
interpreter excludes certain relationships at his peril. Interpyetatust meaningfully
engage macro relationships in order to assign meaning to the micro relationsHgs, whi
ensuring the micro relationships fit together appropriately to creatadabhm

relationships.

Meaning: Programs and Phenomenological Intelligibility

If music demonstrates phenomenologically intelligible shapes on a micto leve
(for example, the coherent shape of a melody), then it will also be irikdlign a macro
level (the coherent shape of one part within a multi-part work). In dealthgwasic
with extra-musical references, exploring how these extra-musfeaénees become part
of the music’s phenomenological intelligibility should allow a more rigorousngeof

how those extra-musical elements exert influence over the score’s hnakittanships.

1951t is important to note that Ridely is not atteingtto describe music as being the sole posse$sor o
phenomenological intelligibility, but is attempting distinguish music (with its meaningful sound
structures and shapes) from random non-phenomenallygntelligible auditory experiences. Any sound
structure or shape that retains meaning may bedmmesl phenomenologically intelligible.
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Thus, instead of relying on primary extant sources describing how the composer adds a
program to the score (insert programmatic element A into musical event Bjayne
instead determine the musical elements’ programmatic meaniextéyding the
phenomenologically intelligible elements of musical relationships withinddbwe $0
include the program.

Regarding the score, any extra-musical program will exist a®fidne broader
“paratext” of the work. Gerard Genette in his b&tdcatextsstates,

Indeed, this fringe [the paratext], always the conveyor of a

commentary that is authorial or more or less legitimated by the

author, constitutes a zone between text and off-text, a zone not only

of transition but also dfansaction..of an influence on the public,

an influence that — whether well or poorly understood and achieved

— is at the service of a better reception for the text and a more

pertinent reading of i2°
The program therefore acts as a guide to the composer’s desiresnmggasigned
meaning. The paratextual elements of a program also act on the phenomenological
intelligibility of the work by providing a more focused lens through which to stiuely
more intricate musical relationships.

Programs in music generally function in one of two ways: either by providing a
specific narrative meaning (and often formal structure), or by providingaalér poetic
meaning to an arguably independent formal structure. For example, the program of
Beethoven'’s sixth symphony provides a poetic program striving to createofies pr
atmosphere in which to understand and respond to the music. BeBymajshonie

Fantastiqueon the other hand (with the music mimicking the artist’'s severed head)

demonstrates a more narrative program.

1% Gerard GenettdParatexts: Thresholds of Interpretatioh
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Aesthetically, a narrative program functions as the material object of an
associative response. When one listens to the “galloping” moti\\azappaone will
associate the horse in the program with that particular rhythmic patterrs. €netional
response need not be similar to another’s (the response will depend upon a number of
other associative variables), however the emotional response will alwags e tine
material object — the program’s reference to a galloping horse. Thevapaigram
serves the listener by identifying precise events where the progchmusic
synchronize. The program thus provides formal structure and meaning to thalmusic
gestures as well as enabling the listener to assign meaning to hisrexhsponse.

The poetic program, however, serves as a formal object eliciting a syghpat
response. Thus Johannes Kreisler is not mimicked in Schuntamnsterianaby a
particular motive, nor can one trace literary phenomena in Hoffmann’s wasr&i
corresponding musical phenomena in the score. Indeed, even the question of which
Hoffmann narrative should be referred to as a program remains ambiguous. Toie goal
the poetic program is not to provide meaning to specific musical gestureathautto
describe more fully “ideal, poetic content, which is the goal of music in geri&fal.”

While the narrative program provides concrete evidence of relevance andwalue i
terms of ascribing meaning to the score, it can imply that the musidadmslaps retain
less musical meaning because of their obvious illustrative relationship to gramt8®
The poetic program allows the musical relationships to retain more of thely pur

musical meaning, but presents many of the same relativistic dangerseskiiben

1974, Ch. Koch, "Tonmalerei," ifl. Ch. Koch’s Musikalisches Lexicad. Arrey von Dommer

(Heidelberg: Academische Verlagsbuchhandlung vBrBl.Mohr, 1865), 873-75. Special thanks to Sanna
Pederson for referring this source.

1% This illustrative purpose of music is exactly wSahopenhauer decries when it uses an extra-musical
text to provide formal coherence for the musichdtienships.
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determining meaning through performance. Because of the dearth of expatexbaeal
relationships, any analysis attempting to illuminate interpretive mgamiaugh a poetic
program becomes vulnerable to charges of eiseffdsis poetic program is to be useful,
it must meaningfully connect with the objective score in a logically coheray without
slipping into subjective illustratioh®

Since a poetic program cannot provide explicit meaning, determining that an
auditory experience is indeed music remains of primary importance. A jpoegjram set
over random noise might yield surprisingly “fruitful” interpretive anatyas most
anything heard might be correlated with most anything in the program. Onbdemeste
of assigning meaning (by no means intended by the composer or perfornfai)ngeto
increase truthful understanding. If, by virtue of music’s phenomenologicdigi#ity,
one can recognize that sounds are indeed meaningful to one another (and therefore
musical), then paratextual poetic programs (whether official or unojfsiiauld
enhance the overall phenomenological intelligibility of those sounds. Applying
paratextual programmatic meaning to abstract music as part gea tansideration of
the piece’s phenomenological intelligibility allows the performer tagassktra-musical
meaning to a musical score. One may then avoid subjective extremes in one’s
interpretation by maintaining paratextual meaning according to the phenomeablogi
intelligibility of the score.

The usefulness of any poetic program to a musical work will remain gtirectl

proportional to the degree that it increases the score’s phenomenologicailiis/l

199 Eisegesis refers here to the interpreter “reaititaj a text, or attributing meaning to a partiaulext
that is not borne out by the textual elements tledves.

10\while interpretation remains subjective (as wigtfprmance), one’s recognition of the subjective
decisions inherent in applying the poetic progréumutd help prevent a wholesale appropriation of the
score for purely arbitrary musical ideas.
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By applying the paratextual poetic program to the score, one assidnisltnaéaning to

the work. By denying the poetic program its intended role, the interpretatoonm adrift

from its contextual moorings and thus becomes even more subject to the whims of the
interpreter. One cannot ignore his responsibility as a performer to work out the
paratextual implications of a poetic program, but must clearly define hisopasitorder

to provide a stable foundation from which to determine how the poetic program increases

the phenomenological intelligibility of the score.

Conclusions: Truth, Meaning, and Aesthetic Response

Before progressing to a discussion of interpretation, the interpretersmandal
positions must be declared and boundaries of truth and meaning described. There are
three components to an interpretation, ranging from the abstract objeadtiveftthe
score to the subjective phenomenal meaning assigned by the performer.

The musical score forms the first component of an interpretation and manifests
three distinct qualities:

1. The musical score exists as an abstraction.
2. As an abstraction, the score remains objectively true because it remaifisrfieany
subjective influences of phenomenal reality.

3. The score requires no assigned meaning in order to be true.
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The musical performance forms the second component of an interpretation and
likewise manifests three distinct qualities:

1. The musical performance exists as an actualization.

2. As an actualization of an abstract objective truth, the musical perforngance i
subjectively true.

3. As an actualization of the musical score, the musical performance is linited b
score and cannot represent any meaning beyond the phenomenological intslligibilit
of the musical relationships within the score.

Finally, in the phenomenal experience of music, the interpreter assigmstiaes
meaning to the musical relationships to elicit a desired emotional responsdistetiey.
This assigned aesthetic meaning, the third component of interpretatioserdprine
final three qualities:

1. Aesthetic meaning is relative to the interpreter’'s phenomenal expedardce
therefore a subjective truth.

2. Although the phenomenal experience of the interpreter conditions the interpretation,
it in no way determines either the objective truth of the score, or the subjegative tr
of the performance. Rather, the breadth and sophistication of the interpreter’s
phenomenal experience will only determine the degree to which he is able to
accurately convey both the objective truth of the score, and the subjective truth of the
performance.

3. Both the score and the phenomenal intelligibility of the musical relationsdnpem

intact whether the interpretation accurately represents them or not.
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PART Il

ANALYSIS: FRANZ LISZT, SONATA IN B MINOR
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CHAPTER 8
Background

Georg Faust (c. 1480-1548)described himself as
Demigod from Heidelberg, Philosopher of Philosophers,
Magister Georgius Sabellicus, Faustus junior, wellspring of
necromancers, astrologer, second magus, chiromancer,
aeromancer, second in the art of hydromanty.
History, however, has been somewhat less impressed. In his commentary, JomsWillia
writes,
Nevertheless, there are no reliable contemporary judgments
on Faust that cast him in a remotely favorable light,
and it was no doubt his very notoriety that led, in the forty
or so years after his death, to the accretion of the most
sensational and scandalous anecdotes and superstitions
around his nam&3
While Goethe’s Faust may bear only a passing likeness to the actaathlcharacter,
Franz Liszt knit at least a few of the original’s characteristiostheg in himself (not the
least of which being a knack for marketing).

Goethe’s portrayal of Faust resonated strongly with Liszt, an affinitghwiound
expression in a number of his compositions. Much in GoeHaistappealed to Liszt's
gothic imagination and taste — diabolical pacts, supernatural powers, duelsosgducti
damnation and redemption — all of which provided excellent theatrical fodder faranus

inspiration. However, apart from Liszt's residency in Weimar in thersgbalf of his

life, what other connections exist to demonstrate that Godthe'stshould be

1 According to John Williams, the dates are widalgepted but the evidence is meager.
John R. WilliamsGoethe’s FausfLondon, UK: Allen & Unwin, 1987), 4.

2 bid., 4.

*bid., 5.
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considered as paratext to thenata in B min&t TheFaust Symphongrovides an
obvious example of Liszt's attempts to capture the play in music. ConnEetusgto the
Sonata, given the lack of any explicit reference to the play in the scovesm bit more
challenging.

Liszt’'s practice habits in his youth were and still are legendary. Raider t
merely run his fingers exhaustively over technical exercises, Liedthis time at the
keyboard to serve a dual purpose. According to the lesson diary of Mme. Auguste
Boissier, “He [Liszt] does all this [extensive finger exercise at dybaard] for hours on
end, while at the same time reading to avoid boredome [sic]. This is the time, as he
exercises his fingers, that he meditates over his readitiga/hile Liszt's command of
the instrument might lead one to believe his reading was merely casual, Aritek] wr

From the beginning to the end of his life, Liszt remained

actively engaged in the literary, philosophical, and religious

thought of his day. He read a minimum of 240 different

authors and hundreds of volumes of poetry, prose, essays,

history and scholarship. It is nearly impossible to separate

adequately his music from the intensity of his readffg.
Indeed, while Liszt’s writings and research frequently come uiréefior lax scholarship,
bias, and some overtly racist overtones (most likely inserted by his editgriefiresent
quite a notable accomplishment for a man who was almost completely self*tught.
Additionally, he pursued his education and research while heavily invesagaoist of

other professional and private activities. Arnold sets forth and cross-refsr@mcimber

of lists describing Liszt’s reading repertoire and charting the frexyueith which Liszt

114 Auguste Boissier, “Liszt Pedagogue: A Diary ofird.iszt as Teacher 1821-32,"Tine Liszt Studies
translated and edited by Elyse Mach, (New York: N¥73), xiii.

15 Ben Arnold, “Liszt as Reader, Intellectual, andditian,” InLiszt and his World: Proceedings of the
International Liszt Conference held at Virginia @chnic Institute and State University 20-23 Ma93,
edited by Michael Saffle, (Stuyveasant, NY: PendraBress, 1998), 48.

118 Alan Walker,Franz Liszt: The Weimar Years 1848-186dl. 2 (New York, NY: Alfred A. Knopf Inc.,
1981) 380-390.
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read or referenced books more than dr€dccording to Arnold, Liszt spent far more
time with Goethe’s~austthan any other work — either reading or referencing the work
across twelve years of his Iit& While Liszt did read a number of other works, any of
which might possibly be an influence on his Songgaistwas a dominant, recurring

theme throughout his life and reading.

The Interface Between Paratext and Music

If Faustwas indeed a recurring theme throughout Liszt’s life, how does that relate
to his music? Th&austSymphony of Liszt consists of three character studies (Faust,
Gretchen, and Mephistopheles) but does not represent a comprehensive patatiel wor
Goethe’s play. Indeed, no work of Liszt's may be said to be narrativelysesyiadive of
Goethe’sFaust If the play is to be related to the musical score as a paratext in a
phenomenologically intelligible way, the interface must be more subtly désigne

Through understanding the lingua franca of poetic-musical trends in soeg,cycl
a reference point can be established for understanding the interface betvatext pad
music. In her article “The Early f9Century Song Cycle,” Ruth Bingham discussed two
models composers used when setting poetry to music: External-plot cyclesteandld

plot cycles.

17 5ee Appendix Il.
18 |ncluding the years: 1830, 1837-41, 1844, 1848418857, 1876-77, 1885.
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The external-plot cycle refers to

sets of songs excerpted from a narrative context....Their

structures vary widely, from quasi-dramatic settings of

every poem in the novel to a few lyric moments excerpted

haphazardly....In general, however, the weaker the literary

connections, the stronger the musical ones, which relates

back to the unity and diversity aesthetic: music does not

mirror the text, but balances it™®
Two crucial points to note: an entire narrative may be conveyed through “a few lyri
moments,” and the “music does not mirror the text, but balances it.” Because ristsic e
in time and employs time as an integral feature of its existence, commativearra
devices do not necessarily translate. Whereas one may write a short pogbindesfty
years worth of life experience, one cannot similarly mature a mukeraletin such a
short time-span. Generally, the real-time reading process is nobaifacteating
literary distance. In music however, one needs real-time, that is, duratiotalifisbskey
and harmonic relationships, and to hear central motivic and melodic elementslias. fami
In listening to J. S. BachGoldberg Variationdor example, the difference in the final
statement of the theme has everything to do with the thirty variations @tjgmanging
between sixty and seventy minutes duration) separating it from the origiteahsnt. A
formal model allowing the excerpting of specific moments from a lgararrative
allows the composer to choose certain dramatic or lyrical moments to dekeribe
narrative arc within a real-time experience.

Secondly, the idea that music may balance the text rather than mereky mir

it,frees true programmatic music from the spurious charge of merigmimausic

mirroring a text at best remains somewhat unoriginal and at worst beeamésnally

119 Ruth O. Bingham, “The Early ¥Century Song Cycle The Cambridge Companion to
the Lied Edited by James Parsons, (Cambridge, UK: Caméridigversity Press, 2004), 108.
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manipulative. Music designed to balance a program, however, to complement and
transcend the program, remains truly music. So the External-plot modelscasaibric
accomplishing two things it allows composers to frame a musical work with a few
excerpted literary moments, and eliminates any need for merelyivaitausic.

The Internal-plot cycle refers to “cycles in which the poetry rekates
narrative..the idea of conveying a drama through a series of lyric poEthisiére the
drama, to a certain extent, takes place outside of the actual poetry. FpiesXxamest
Hemingway's famous six-word short story “For Sale: baby shoes, never wimw$alll
its drama and tragedy to take place outside of its actual words. Internal-pst cyc
likewise allow much of the dramatic impetus to take place outside the bounds of the
actual poetry.

Whereas the External-plot cycle excerpts dramatic and lyrical momentsh
existing (complete) narrative, the Internal-plot cycle creates nersttucture through a
series of lyric poems. Put another way, the External-plot cycle determsrmaeasure of
drama or lyricism based on the materials excerpted from the narrativent@real-plot
cycle creates drama and narrative through the sequence of lyric poems.

The model that seems most useful in describing the interface betwesmtta
in B minorandFaustis the External-plot model. Liszt's music generally depends on
thematic material for organization and coheskaustlikewise depends on its characters
to provide dramatic drive. The charactergatistare not beset by fate; rather, the
characters retain the freedom to determine their fate through their &hdhée
dramatic events certainly do take place, they are always predicatedibtethal dramas

of the characters themselves.

120 Ruth BinghamThe Early Nineteenth-century Song Cydl0.
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Liszt’s Sonata does not seem to function simply in terms of dramatic events
excerpted fronfFaust.Even in hisFaustSymphony, a piece clearly linked to the play,
Liszt does not employ a narrative series of dramatic events. Ratl#is fagus on the
characters offers the listener a glimpse into Liszt’s interpoataf their inner world
through a musical distilling of their fundamental identities. Just as thectbia aFaust
shape events through their personalities, so also do Liszt's themes, in both the symphon
and the sonata, shape their surrounding formal structures.F2insts a character-
driven drama, and LisztSonata in B minors a thematically driven piece, fruitful
parallels may be drawn between the characteFao$tand the major themes of the

Sonata.
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CHAPTER 9

Faust: Major Characters and Paratextually Correspondent Themes in
Liszt's Sonatain B minor

Mephistopheles
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Example 9-1Mephistopheles Theme mm. 1-17

As the most powerful force in the sonata, the Mephistopheles theme (mm 1-17) must be

considered the primary thematic material. Although not reiterated intitstgr{after the
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opening), nor developed through classical variation/fragmentation technique, its
diabolical nature still recognizably cuts through the different testutélephistopheles

is indeed connected to this theme, his characteristic qualities must be avithent i

different manifestations of the theme. If so, one can describe them addugtingate
analogues of literary material. After identifying the theme with itateatual character,

one can draw meaningful conclusions about the formal functions and interpretation of the
theme.

Goethe’s antagonist Mephistopheles appears in six different guises throughout the
course of the narrative. Far more than mere disguises, or a tour de force foruhecost
designers, each represents a specific attribute of Mephistopheles as dathonstrating
the true nature (on a large scale) of both temptation and the Devil. In other words, the use
of disguise is not the key to Mephistopheles’ deception. Even Mephistopheles states:

| am quite accustomed to go incognito
But one wears one’s orders on gala days you Kffow

His true deception lies in the fact that he quite freely and candidly presents hi
true nature, knowing others will disregard that truth and assign him betteemdis
Mephistopheles observes of Gretchen at one point,

She reads some hidden sense behind my little mask
She feels that | am assuredly a genius —
Maybe the devil if she dared to a<k.
Again, Mephistopheles is not trying to disguise his true nature and seems dintg twil

be completely forthcoming with Gretchen if she dares to ask the truth. Mugtests

sees no need to reconcile his cavalier attitude with his diabolical povesr Haust

121 3ohann Wolfgang von GoetHegust translated by Louis MacNeice, edited by Victor
Lange (New York, NY: Continuum Publishing Compah994), 129.
22 |pid., 107.
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exclaims in frustration, “You are and remain a Sophist and &%@s well as “You
spirit of contradiction!*?* Mephistopheles does not deliberately deceive others, but rather
allows others’ own vices and desires to misrepresent his intentions.

If Mephistopheles is not trying to deceive through disguise, why does he seem to
take great pleasure in donning various characters? Each characteemeptiee
fundamental dualism inherent in Mephistopheles: namely, the tension found between
relatively absolute powers confined within pre-determined lifittShe six guises
Mephistopheles assumes — a traveling scholar, a young squire, a noble Banmiopna De
(although this guise proves more self-reference than pseudonym), a Fonethan, a
Phorcys —fall into two distinct categories.

The scholar, squire, and Baron all have a distinguishing measure of freedom to
move about the world and through different social strata. As Williams statespHhjsto]
has become secularized with the times and now moves incognito among humanity, no
less dangerously or effectively for all thaf®Additionally, these guises all exert some
control over their environment through either education or social standing. Each is
beholden to a societal order, however, and is powerless to change its destyaydss re
that system. The scholar may not readily venture into the realm of the pradtincalt
gaining experience further than what may be learned in a book. (A mildaoias may
not necessarily make a good General even though he can list amel rdéitary strategy.)
The squire is part of the aristocratic (and at Faust’s time, feudal) tigr@and a Baron

(while socially, politically, and militarily powerful) is still subsgégnt to a King. Indeed,

123 3ohann Wolfgang von GoetHeaust 83.

24 1pid., 127.

125 Mephistopheles, while not omnipotent, is allowedé nearly so in regard to Faust’s desires.
126 3ohn Williams Goethe’s Faust96.
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the play begins with the conditions and boundaries set forth by the Almighty on
Mephistopheles regarding the temptation of Faust.

So long as he [Faust] walks the earth alive,
So long you may try what enters your hé&d;

It is these limits that keep Mephistopheles from manifesting the completgton
hinted at by Gretchen: “He gives me a horror | cannot ¥éI80 the guises of squire,
Baron, and scholar represent the limitations placed on Mephistopheles’ freedom.
The other three guises, Demon, Phorcys, and Foreman, represent the (nearly)
absolute power of Mephistopheles on this earth. While he does have boundaries on what
he may ddo Faust, he reigns supreme in what he mafod&aust and manages to warp
time and space, this world and the netherworld, in relation to Faust’s desirestchesw
in Faustare extremely powerful. As their Demon ruler, Mephistopheles certainst be
more powerful. The association with Phorcys evokes a pagan deity as wealedain
virility in begetting other powerful beindé® The Foreman represents a managerial
authority (in this case over lesser demons) with the power to make decisionam his
behalf free from the chain of command. These dual aspects of Mephistopheles, the
freedom to move about and affect events both perceptibly and imperceptibly, as well
the power to change the fabric of reality as he wills, offer a strikisgmblance to the
functions of the primary theme in tls®nata in B minorThe primary theme generally

operates in one of these two categories (absolute power/incognito-freddmse

127 3ohann Wolfgang von GoetHeaust 5.

128 |pid., 105.

129 A Greek god, father of the Gorgons (including Msajuand the Dragon Ladon.

Robert J. Lenardon, Mark P. O. Morfo@lassical Mythology8™ edition (New York NY: Oxford
University Press Inc., 2007), 162.
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different qualities of Mephistopheles can be observed in the sympathetic responses
created by the primary theme in different contexts.

The exposition or first “section” of the Sonata is dominated by the primary
theme!*® Indeed, the impetus for much of the Sonata’s virtuosity is derived from this
primary material. The opening, as well as the octave passage in mm. 8el2, re
unequivocally in their own powér! However, the rolled diminished chords at the end of
the opening (mm 15, 17) remain controver§iaEven a cursory sampling of recorded
interpretations reveals a wide divergence of opinion as to the charactereotioeds.

Are they ironic, seductive, or just flat out evil and ugly? It would seem frorGtethe

text that Mephistopheles (even under extreme duress) never loses his wit or charm
Therefore, to play the chords in the bravura manner of the preceding matenslesbi

out of character. To interpret them sarcastically or seductively $at dften uses the
diminished seventh chord to indicate) seems a better choice. During mm. 141-152 the

guestion becomes one of prominence.

130 5ee Appendix Il for formal diagram.
131 See example 9-1
132 5ee example 9-1
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Example -2: Mephistopheles Material mm. 141-152

As the Mephistopheles material from mm. -152 is transitional (a hew tmatic
idea occurs at m. 153))e Mephistopheles thematic event shouldbe overemphasize
Here an excellent opportunity arises to show thr& dharacter of the theme incognitc
premonition rather thar climactic event. The climactibématic event finally happe
during the close of the first sect at mm. 319-330 . éte the figure repeats in the b
but this time leads decisively into a strenuouslyeative example of the demonic po\
of Mephistopheles imm. 319- 321before dying away to a murmur and a rai

ambiguous harmony m. 324(Mephistopheles’s spirit of contradictic.
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Example 9-3Mephistopheles Material mm. 319-330

Another example of possible ambiguity as to interpretation arisesn. 297-300,

and again in mm. 302-305.

== icris=—_— = = -=="
S=SEnises st s S

Example 9-4Mephistopheles’s Mocking of Almighty Materia mmZ-385
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Arrau mentions that,

The important thing here is the staccatissimo. This is never

done — separating the chords. | don’t know why... The

six-four chord, which always creates tension, here sounds

ironic. Whereas next, in the first position, the chords are

drohend threatenindg>?
While mm. 297-305 are in fact the Almighty material, here they are being gped b
Mephistopheles. The “threatening” quality therefore is altogether appeapria

While the “development” second section of the sonata takes place without

Mephistopheles, the beginning of the third section (recapitulation) serves up endiffer
vision of Mephistopheles, this time terrifying through its quietude. Indeegjdahe
nature of this fugue allows one to imagine the diabolical laughter havingyoe®y on
far longer than has been perceived by the listener. This time, no moderdtiagaaf
tempers his authority. Mephistopheles ushers in both the third section and the axract ret

of the “Exposition” (first section) material. THU Mossoserves to further tighten the

tension, as the texture begins to gallop out of control.

133 Joseph HorowitzArrau on Music and Performanc#40.
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Example 9-5Mephistopheles Material mm. 553-569

The ultimate triumph of Mephistopheles however, is not to be. Beginning at

m 750 the opening material of the primary theme is heard cut loose from the closing

material, fading down into the abyss.
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Example 9-6Mephistopheles Material mm. 749-754, 760

Faust

The power of Mephistopheles contrasts with his general state of ennui. He has

walked the earth for generations and seen everything. Faust’'s characteeh e

study in violent covetousness and despair. In a sense, Faust becomes aid&as)ti-M
corrupting and destroying all he touches. Gretchen is destroyed mentabylynaord
physically as well as nearly being lost spiritually. His love childhwitlen of Troy
presumably inherits Faust’s desires and falls to his death attemptingltaflys( Adam,
and the tower of Babel provide similar studies), Faust’s effort to evict an oldecaffipl
their land ends in a triple homicide, yet throughout all these tragedies, Batisties to
desire more even while lamenting his own loss and corruption. Indeed Faust’s

unflinching desires are what attracts Mephistopheles to him in the first place.
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Long live the man who does not flinch!

But you've a devil in you, somewhere there.

| know of nothing on earth more unattractive

Than your devil who feels despéif.
Mephistopheles regards Faust’s despair (rather than his covetousnessyaddinental
weakness and this despair is what Mephistopheles exploits. Before they mdet, Faus
despairs because he does not have, and then despairs because he does not have more.
Mephistopheles, however, gives him all that he desires, hoping that eventually Haust w
despair even of his own desire. Mephistopheles may then claim victory and Baukt
Faust's yearning, rather than being assuaged by the unlimited satiatisrdethes, is
actually exponentially increased. This yearning ultimately defiaest’'s character.

The original statement of the Mephistophelean theme may be divided into three

parts: the opening chromatic descent from g, the statement in double octauasiriige
at theAllegro energicd, and the ascending statement in the bass mm. 1¥-THe final

cell, an embellished stepwise progression fror grbvides the material for the Faust

theme mm. 153-174.

134 Johann Wolfgang von GoetHegust 99.
135 See example 9-1.
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Example 9-7Faust Theme mm. 153-170

In creating a new thematic character out of material previously assdevith
Mephistopheles, Liszt (through thematic transformation) retains musigahcy while
vividly contrasting the pathos of the Faust theme with the diabolical intensity of

Mephistopheles. The new theme, set in major and achieving a certain lilt threugh th
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accompanying triplets, offers both a change in mode and rhythmic drive.
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Example 9-8Mephistophelse material mm. 179-190

The individual ascending statements are connected through chromatic scales,
giving the entire section an anguished sense (a sympathetic responaehifg éor the
unattainable. The background presence of the Mephistopheles theme continues to be
demonstrated through its capacity for interruption and its propensity fpmgahe
Faust material into itself. Additionally, the lack of real direction towazddence in this
section proves a stark difference to the driving power of the Mephistophelean
passagework. As seen in Example 9-7, the much-anticipated arrival at m. 169 prove

frustratingly circular as D major heralds the new statement at m. 171
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The kaleidoscopic variation and modulation offer another contrast with the
character of Mephistopheles. Whereas Liszt directs the energy of theskdpplelean
theme toward a single diabolical goal, the energy of the Faust themegalttherived
from the same material, constantly evaporates through its lack of cloher€aust
theme, with its half-step creep, lack of satisfying cadences, andatiezulval points,

elicits a sympathetic response reminiscent of the yearning, ureshtisfiure of Faust.

The Almighty

If Mephistopheles and Faust represent one side in the drama, the two characte
representing the other are the Almighty and Gretchen. Given the subjest ohdtie
play, the role of the Almighty is surprisingly small (limited to the opgrmirologue when
determining the limits of Mephistopheles’s powEf)The Aimighty subsequently
remains very much in the background of the drama. However, it would be a mistake to
assume that the lack of speaking lines implies a reduced role in determinavgtieal

outcome. The Almighty, iffaust simply prefers to work through proxy.

136 See previous discussion of Mephistopheles’s lianits compare to Job 1: 6-12.
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In her article “Expressive Resonance in Liszt's Piano Music,” Dologssd
comments on the relationship between the theme presented at m. 105 and the “cross
motive” in Liszt’s oratorioSt. Elisabeth’

We do know that Liszt labeled the opening motive of theme
2 [theGrandiosotheme: mm. 105-&onata in B mingr

the ‘Cross motive’ in its appearance in the orat&tio
Elisbeth.Furthermore, the same motive can also be found
in several other Liszt works concerned with Christian
subjects:®

105 Grandioso

Example 9-9AImighty Theme mm. 105-106

This theme demonstrates the strongest associative link with extra-noasitat in the
entire piece. However, one cannot claim the theme in Liszt's sonatasagaassociative
response with Christian imagery in the listener. While some scholars pat's Kirst

work on hisSt. Elisabetloratorio as early as 1854, the Sonata was completed in 1853.

Therefore, listeners would have had no way of making the associative connection

137 The “cross” motive is defined by Pesce as the vediC-A-G).

Dolores Pesce, “Liszt’s sacred choral musidyé Cambridge Companion to Lisetited by Kenneth
Hamilton (Cambridge, UK: Cambridge University Pre&305), 231.

138 Dolores Pesce, “Expressive Resonance in Liszé#adMusic,” 384.
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between the oratorio and the sonata. In terms of the composition, however, byjszt ma
very well have associated the two in his mind and listeners today may astucitate
together. Ultimately, if one views the theme in the context of Liszt's eguire
association certainly appears valid for Liszt.

Additionally, the late Liszt worlSursum Cordaf 1877 uses nearly identical

textures, sonorities, and voicing to elicit a sympathetic response of rexvamhawe.
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Example 9-10: Sursum Corda mm. 6-15

While there is no hard evidence to justify tracking Christian symbolisheisonata, the
striking similarity between the textures surrounding the “Almighty” taemd the

texture ofSursum Cordaircumstantially demonstrates a sympathetic association with
some transcendent higher power. So, both associatively and sympathetically, the

grandiosotheme retains links to the Almighty. While the theme is not a driving force in
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the Sonata, it appears in all three sections and is extensively interwoveraustraiRd

Gretchen material in the second sectidndante sostenufo

Gretchen

Although the Almighty and Mephistopheles are supernatural beings clearly in
opposition to one another, Grethcen and Faust’s relationship is more complicated. Whil
they remain tied to their respective supernatural hosts, they do both truly love each othe
Gretchen, perhaps the least complicated character in the play, beherag/thope for
Faust’s redemption. At first, Gretchen represents a pure ideal of Catholiowwvoook—
innocent of all evil. Faust’'s seduction of her (aided by Mephistopheles) indiatesal
descent of dire consequences: Gretchen accidentally poisons her mother, sesbdrer br
killed in a duel with Faust (again aided by Mephistopheles), gives birth to gitintiate
child, commits infanticide, and is driven nearly insane by her own guilt and
Mephistopheles’s demons. When Faust tries to save Gretchen from prisorhieefore
execution for murder, she refuses and regains her faith subsequently dyitgtéencd s
grace. Gretchen then spends the rest of the play praying for Faust’'s soul in Bedve
eventually is the reason for Faust's redemption. In effect, Gretchen astiemele of
the Virgin Mary in Catholic dogma and successfully intercedes on behalf df Faust,
for his part, never loses his love for Gretchen and is eventually redeemed by it.

Claudio Arrau claims the “Gretchen” theme is the thematic matéai@dsin mm.

124-140.
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dolce con grazia
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Example 9-11Gretchen Theme mm. 124-139

The theme is set in the manner of a recitative with its rhapsodic character
dynamic hue, and rhythmic structures all set in contrast to the Mephistophdl€aust
themes. Whereas the Mephistopheles theme uses chromatic inflection, digsomant
intervals, sharp dynamic shifts, and double-dotted rhythms to sympailetéarence
menace, the Gretchen theme transforms the basic outline of the Mephistdpdrales t
through augmented rhythms, melodic ornamentation, and consonant harmonies. In
addition, Liszt modifies the contradictory Mephistopheleanto assisi — Allegro
energicotempo marking to the gentldolce con grazia

Regarding pacing, the Gretchen theme offers more freedom to lingemghan a
other theme in the piece. The freedom to linger marks a dramatic shift iretbé us
rhythmic drive for the thematic material. In fact, no other theme alkowything of the
sort. The Mephistopheles theme is too rhythmically and harmonically unstable, the

Almighty theme is set against a kinetic harmonic rhythmic support, and thethanse
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with its duple melody against a triplet accompaniment never quite getslsétte
rhythmic structure for the Gretchen theme, while arguably a simphaentgtion of the
Mephistopheles theme, merely references earlier matedakano longer a driving force.
Arppeggiations in the left hand and minimal accompanying textures maxih@za/ocal
nature of the melody. Thmanissimomarking at m. 124 (Example 9-11) is the first
explicit indication of this particular dynamic hue in the score thus far. Thpsetas
taken together with the expressive marlkilodce con graziat m. 125, indicate a
complete atmospheric change from the rather titanic forces at play prgvmasiar
more vulnerable and human element. The overall musical effect engenderngadhstic
response of innocence and freedom in the listener

In sum, both human themes (Faust and Gretchen), although stated sequentially,
are really connected respectively to supernatural themes (Mephistoplmeighty).
Each theme, in turn, references at least one defining characteristicrafexpel

character.
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CHAPTER 10

Thematic Relationships and Dynamic Tension:

Conceptual Implications of Sonata Design

UsingFaustas a paratext can certainly spice up discussions of musical character
and interpretive meaning. Indeed, this appears to be the goal of marsearthbt
include extra-musical discussions. Using a paratext to increase the gmerogical
intelligibility of the themes represents the foreground ofRhwestparatext application.
However, if the discussion ends there, it limits the paratextual meanmegre character-
sketches. In hiSonata in B mingrLiszt uses th&austparatext to serve a more
important background function.

The polarity inFaustbetween the desires of the world (represented by
Mephistopheles) and redemptive transcendence (represented by Gretchisriheffe
dramatic tension necessary to sustain Faust’s yearning. Brown writes,

Once he is recognized to be a part of Nature, we can also see the
sense in which Mephistopheles is truly an opponent. As the
opponent of light he is the opponent of transcendence; he is the
“world” pole in our Neoplatonic dialectic of world and mind, the
realist in our real-ideal dichotonty?
By the middle of the nineteenth century, the Classical tonic-dominant pdiadty
already been superseded by a more dissonant tonal larfg@gaddition, the concept

of simple polarity had also become more nuanced. Nineteenth-century compaskrs s

away from linear absolutes, preferring instead the circular conundruntef$ien

139 Jane K. BrownGoethe’s Faust: The German Trage@ithaca, NY: Cornell University Press, 1986), 68.
140 |ndeed, Beethoven had already substituted chremagiants for dominant key areas in his sonatas Op
31, No. 1, and Op. 53.
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created by placing irreconcilable desires in dynamic tension with one apotkied far
more useful to composers who were not aesthetically invested in the nedessity o
resolving oppositional forces. For his Sonata, Liszt needed to access awaincept
division that would create the massive tension needed to sustain a piece of sixch lengt
and breadth. At the same time, he also needed to ensure that the conceptoaldidsisi
not simply become mere polar opposition.

The sonata contains four main thematic groups stemming from the opening
material**! In this way, all the themes are connected (and therefore part of one another)
but are still set in tension with one another. While the Faustian theme and
Mephistophelian theme have been previously discussed, any model simply trying to
engender polarity between them does not take into account their symbiotic nature. In the
first section of the Sonata, the Faust theme is stated in organic conjunction with the
Mephistopheles theme. The clearest example is the passage mm. 263-318. The
Mephistophelean identity (seen in the octave virtuosic styling and siaantiaulation)
begins to influence the Faust theme at m. 263 while maintaining its diabolical

accompaniment underneath.

141 For the purposes of this paper, the term Sonatefised as: Sonata design as represented by €ihssi
aesthetics.
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Example 10-1Mephistopheles/Faust Material mm. 262-276

From mm. 263-296 the themes become knit together in the passagework and displaced by
octave (mm. 270-276) until the only real vestige of the yearning Faust ishartenic

and rhythmic stasis of the tremolo at m. 278.

12 The rhythmic stability of the quarter-note/eigmiite values in the original statement in m. 158 (se
example 9-7) stand in sharp contrast to the mgmeapated, Mephistophelian rhythmic values in mi38-
(see example 9-1).
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Example 10-2Faust Tremolo mm. 278-285

As the themes are symbiotic, the conceptual tension in the Sonata does not stem
from the relationship between the Mephistopheles and Faust themes, but rathbefirom t
relationship with the Almighty and Gretchen themes. The resolution of thairieasot
accomplished in a Classical manner (the resolution of all thematiciah&bethe tonic),
but rather in the separation of the Faust theme from the Mephistopheles theme and
subsequent attachment to the Gretchen-Almighty pairing. In this way, tteti@s of
the Faust theme parallels the redemption of Faust.

In the first section, the Mephistopheles-Faust statement stands in canthest t
Gretchen-Almighty statement however, during the second section th&é&r&bmighty
material is paired with the Faust material (with no appearance of Mguiedts’s
material). The much more sensual music in this section has been compared to a love

scene between Faust and Gretchen (which, by the way, offers anotheteegbie
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lyrical excerpt from the play). In terms of dynamic tension, the seamiths serves to
separate Faust’'s material from Mephistopheles’s material (alibdut any real
resolution of Faust’s constant harmonic yearning). The third section begins with a
prominent diabolical display of virtuosity to reassert the primacy of the Mephissphe
material. After the Almighty thematic statement, however, the Fausetieheard in
place of the Gretchen material. The pairing has been changed to Almighty-Faus
Furthermore, there are no fresh statements of the Gretchen theme etttee@material
is not heard again until its restatement (out ofAhdante sostenutmaterial) in the coda.
Why this particular use of the thematic material in the third@g2tWhy not
bring the Gretchen material back for the recapitulation? While thesigcesrestating
thematic material from the exposition had become (by this point in sonatatias¥the
much less urgent, the absence of the Gretchen material offers another link tdsGoethe
Faust Once Faust seduces Gretchen, she descends precipitously into madnesglias a re
of the following events: her role in her mother’'s murder, Faust’s murder of hbefrot
the demonic torment set upon her at her realization of her illegitimeg@gmcy, and her
subsequent murder of her illegitimate child. Indeed, she is redeemed byhhenfai
hours before her execution. Subsequently, she is only heard from again in Act V at the
end of the play (her death closes Part | of the play) when through her prayers she is
enabled to redeem Faust from Mephistopheles. If the second section of thessonata
viewed as the love scene/affair between Faust and Gretchen, her rolesubseguent
dramatic material must be severed to allow for her dramatic, transceadentption of
Faust at the end of the work. The nearly exact restatement of the FaukeGrataterial

(from the middle section) during the coda at the end of the piece along with the fina
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resolution of the Faust material in the final measures, may be perceivedes a
correlation with Goethe’s plot.
While one might assume a tidy set of oppositional relationships

(Mephistopheles — Almighty, Faust — Gretchen), this is not the case. Iféhehén
theme is affecting the Faust theme so profoundly as to first tear it frognabye of its
Mephistopheles-Faust pairing, then place it into the Almighty-Faust paiemgrs¢he
recapitulation, and finally to enable a resolution to Faust’s inherent, insayednining,
the Gretchen material must be seen as the pivotal thematic mateuiadl avhich the
other themes orbit. The pairings thus do not split along supernatural and magstal |
but rather radiate out from their relationship to the Gretchen material ephistopheles
and Gretchen both bear the most direct influence on Faust, their thematic oathires r
the most similar shape. The Mephistopheles theme, however, does not realty witbra
the Gretchen theme (theirs is a proximal association) in the way itdtstevah the Faust
theme. The intense interaction among the Almighty, Faust, and Gretchesstimetine
Andante sostenut@presents a sea change in the relational pairings and is the source
material for the final resolution of the Faust theme. The relationships, wheedvayer
the course of the sonata, thus form something of a palindrome ireflacdbund Gretchen:

Mephistopheles — Faust — Almighty — Gretchen — Faust — Aliginty — Mephistopheles

Faust only gains redemption from the Almighty through Gretchen, who in turn is

only ever corrupted by Mephistopheles through Faust. It is Gretchen’s #bilityeffect
redeem herself (through returning to her original state) after her dorrdipat makes her
unique. She in turn is able to bring about Faust’s redemption and banish Mephistopheles

from Faust once again to the realm of the supernatural.
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In sum, the musical relationships reflect the paratextual relationdiipsnitial
tension in the first section between the Mephistopheles-Faust pairing and igatjim
Gretchen pairing, is redrawn in the second section to allow the Faust thezselte iin

the fourth section.
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CHAPTER 11

Form

A theme with extra-musical connotations requires the responsibility tatamai
fidelity to both specifically musical considerations and the myriad quadititee
theme’s character. To repeat once more Liszt’'s statement:

In program music... the return, change, modification, and

modulation of the motives are conditioned by their relation

to a poetic idea... All exclusively musical considerations,

though they should not be neglected, have to be

subordinated to the action of the given subjétt.
As argued in the previous chapter, the themes in LiSzista in B minoare
identifiable not only as thematic material, but also as characters in Gdedlust The
musical relationships between themes paralleFdnestcharacters’ relationships to each
other. According to Claudio Arrau (whose teacher was Martin Krause, a tudens),
the Faustian scenario was “taken for granted among Liszt's ptffil§ the character
relationships condition the thematic relationships, the large-scaleus&rpecbviding the
context for thematic/character development must also be similarly comaditty the
poetic idea. The macro-organization of form and time should reflect the micro-
organization of themes and characters.

Many Liszt aficionados prefer to view the Sonata from the more abgrat

artistically defensible) perspective of absolute music. Many extedinalyses have been

offered that reveal Liszt’s keen, sophisticated sense of compositionalridretracture.

143 Quoted in: Frederich NieckBrogramme Music in the Last Four Centuries: A Cimition to the

History of Musical Expressiqr280-81 .
144 Joseph HorowitzArrau on Music and Performanc&37.

101



Indeed, the Sonata has become something of a counterweight for Liszt's more
aesthetically controversial works. Yet the purer structural debate ®atisL
compositional rigor and the existence of a “double-form” perhaps misses thevhear

it comes to interpretation. While the Sonata may be analyzed accordiggraus,
architectural sonata models, do such models account for the highly emotional (indee
melodramatic) character of the piece? The tone of the Sonata cedaintysoberly
philosophical and is light-years away from the traditional harmonic-themhama of
sonata form.

The assignment of paratextual meaning implies a certain narratizéslssnata,
however, does not take a traditionally sequential narrative shape. Atdimsegthe
chimerical form of the piece defies any comprehensive paratextugsianieaving one
to a strict study of compositional tools and procedures). Any paratexalgs@nof the
Sonata in B minomust account for inherent formal contradictions, among which are:
cyclical sonata design, a heavily revised score prone to spectacetds gffiultiple
thematic groups, and a cellular, non-linear thematic design. If one accepiudece
of Goethe's~austboth formally and metaphysically, however, the formal structure
begins to demonstrate remarkable parallels.

The formal organization of the Sonata, while retaining some classicallydredit
formal elements, does not take a conventional shape. The formal structure ibgdlescr
by Rosen is “four movements — allegro, adagio, scherzo, and finale — compressed into a
single sonata movement with exposition, development, and recapitul&ti¢gBthers

have divided the sections into three parts: Allegro-Adagio-Alleffaffhile the one-

15 Charles Roserhe Romantic GeneratipA80.
148 The controversy of the double-form analysis was/imusly mentioned in the Literature Review.
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movement-sonata concept does eliminate the need to maintain a specific ontinui
throughout disparate movements, there are certain formal consequences sodding
lack of strong sectional contexts (separate movements) for the musicabhtateatens
to weaken the thematic elements’ formal organization. The dissolving of sonata
boundaries greatly increases the possibility that the sonata forsimjily disintegrate
into a fantasy. A cyclical form also potentially negates formal and enatdirection, as
no linear formal move from dissonance to consonance can take place. In d frychica
the exposition need not necessarily be worked out through development and resolved
through recapitulation: the expositional material may be simply restétegdan absence.

Interestingly, the sonata-within-sonata (double-form) device inh&ydrnszt's
one-movement forms bears a striking resemblance to the play-withiokplage
established ifraust The play-within-play strives to displace perception through the
paradoxical placement of its characters in the role of actor and audreacelaly, the
contrived reality of the actors is bound by the conditional reality allowedeébgudience.
One of these conditions is that the line between actor and audience remain firmly
established. Otherwise the experience of the contrived reality bydrenae becomes
the experience of reality. The perceptual quandary of an actor playingbgroathe
actor playing an audience member (onstage), can be useful in providing atlditiona
bulwarks to the audience’s willing participation in the contrived realitgssary to
sustain the conditional reality.

At first glance the sonata-within-sonata seems to parallel thenpthy+-play.
However, Liszt’'s sonata-within-sonata form does not demonstrate thetsbéihand

necessary to diffuse the listener’s pre-established perspective oftbeapia sonata.
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Because the listener is not granted sufficient formal delineation to magaghtum leap
between formal macro-elements and micro-elements, the lines distimgutise large-
scale form (exposition-development-recapitulation) from the smak-sgalical form
(allegro, adagio, scherzo, and finale) become blurred. The resulting formghtwérves
to further dissolve conventional sonata architecture. The sonata is not heard as a double-
form, which would require an interrelated construction of both micro and macro formal
structures, but rather as a series of episodic events organized accordmafdo s
principles.
To gain profitably from an architectural model for ®@nata in B mingrone
must take into account its construction through episodic, non-narrative elements.
Fortunately, the structure Bfustprovides a precedent.
Jane Brown observes:
In the same way, plot structure does not involve the standard
Aristotelian categories of peripety (or reversal), catastrophe,
or unity. Not only the unities of time and place but also the
more fundamental unity of action are frequently ignored.
Such drama is, in other words, episodic, and the connection
between episodes is more at the level of theme than at the
superficial level of story liné}’
The classical sonata before Beethoven maintained a necessary diatooit tens
across the space-time of sonata movements while providing large-scatagatt

organizing the collected movements into a cohesive entity. Imfmgement sonata form,

the dominant-toni¢® dissonance driving the exposition through the development to the

147 Jane BrownGoethe’s Faust: The German Trage@g.
148 \While many composers sought to substitute diffeh@mmonies for the dominant once it had lost its
potency as a polarizing factor, new harmonies wélldn effectsubstitutions
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culminating recapitulation was a fundamental fof¢&he polarity of dissonant key
areas (catastrophe) needed to be reconciled to the tonic (unity). Addjtitealarge-
scale four-movement pattern (Allegro-Adagio-Scherzo-Rondo) providedcthiara
dissonance reconciled by symmetrical balances. The dramatic (poténtialdf the
Allegro was generally countered by a largely kinetic drive in the Rondo.€efluais,
introspective Adagio (sobriety) often balanced an extroverted, lighter&xcfievity).

The audience of the time recognized these forces and the meta-cogniticsead\tbets
provided formal landmarks in both philosophically abstract and emotionallyitdatatr
material. With Beethoven, these formal landmarks served as both narratiests|emd
organically unifying devices providing perceptual boundaries as well as wefendf

time and space. These formal elements offered the audience referensevgibintthe
dramatic atmosphere of the work. As Liszt both revered Beethoven and studied with
Beethoven’s most prominent pupil Carl Czerny, he must have been aware of tbhese for
Yet he was also part of the generation of post-Beethoven Romantics wanting ta forge
different path.

Liszt’s attraction to th&austformal model was threefold. The episodic nature of
the plot freed potential musical representation from any sequential chronolofy. Suc
freedom offered him complete expressive license in creating tloathatepresented
characters without the baggage of narrative events or preexisting laws @hoausffect.
Goethe places his protagonist and antagonist against the constantly shifting sand of
history as well as maintaining a very flexible contemporaneous realitye Woth Faust

and Mephistopheles may be involved in surrounding events, these events are never

149 For a more complete discussion of energeticsrastaphor see: Lee Rothfarb, “Energetidhe
Cambridge History of Western Music Theogd. Thomas Christensen (Cambridge, UK: Cambridge
University Press, 2002), 927-55.
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allowed to fundamentally alter either their identities or destinies. Raftieeeyvents and
places revolve around the focal point of Faust's relationship to Mephistopheles.
Secondly, because Faust’'s and Mephistopheles’s relationship servesoasalthe f
point of their reality, their narrative loses any linear, chronological gragndiis
kaleidoscopic approach to episodic form diffuses any sense of return, progress, or
distance. Instead of the characters being defined by their journey fromicalpapoint
to a particular goal (tension-resolution), the characters become defimag girough
their consistency against constantly changing contexts. Liszt's tenttensg thematic
transformation techniques as developmental offers a similar musicah.desige play,
the audience gains insight and perspective on Faust through the shifting coftiexés
and space. While Liszt does not use thematic transformation techniques tpaignif
movement from the diabolical to the sacred, he does use thematic transformaitien to g
the listener perspective and insight into the nature of the theme through shiftinglmus
contexts. Lastly, Liszt's use of the Sonata’s opening thematic matenat anly a
unifying device, but also the fundamental material from which all subsequent thmmes
created points to an understanding and appreciation of thematic organiz&asin
Faust's pact with Mephistopheles also provides insight into the sonata’d forma
design. Faust receives anything he wants provided he continually desirethamone
receives. The instant his desire is sated (or he asks relief from hig,desiell die and
Mephistopheles will collect his soul. This pact becomes an inversion of the conception of
death as a cessation of striving. The insatiable desire of Faust is ratgidmte to
death — a format for immortality — and is the driving force behind not only the drama’

events but also the very fabric of time and space. Liszt capitalizes oniving desire
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and creates a sonata without formal breaks between movements or seotimas. F
arrival points (such as the introduction of new themes) are mixed with the downbeat of
the next phrase so the harmony performs double duty as both resolution and new

beginning (as seen for example at m. 32).

e st

marcato

Example 11-1Cadence/Arrival mm. 31-32

Any fermatas in the piece are destabilized either through theimpéatever
rests or a dissonant harmony. The refusal to allow any true harmonic resprtageae
sense of insatiable yearning in sharp contrast to a Beethovenian organi¢eliseanr.
Through both minimal thematic ingredients and a continuous redefining of the harmonic
atmosphere, Liszt manages to keep the sonata in a paradoxical state of statiemhove
Because any new themes are built from previous material, all subsequent aftemtbe
opening have the ring of déja vu. All points of arrival are instantaneously morphed to
points of departure through both chromatic modulation and ambiguous shared chords.
Indeed, in the entire Sonata, the only definitive movement from tension to resolution

occurs in the final measures.
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Aside from the fundamental elements of the cyclical episodic form, thdre stil
exists the problem of resolving opposing elements within a cyclical forme tBec
formal (tonic-dominant) dissonance of thematic key areas is dissolved, s thiso i
ability to reconcile the two themes. Arguably one might achieve nothing morerthan a
endless thematic prizefight. Cyclical forms are comfortable muitkiple themes and
create no need to reconcile their existence into a tonicized, linear Astityclical
arguments create no solution, a cyclical form needs to create no resoluticlas@oaa
fundamentally linear constructions however, and must achieve some end totdre mat
through a resolution (usually worked out through the development) of the dissonant
material. Liszt’s solution in this sonata lies in his unifying device of tiema
transformation. For Liszt, the idea of thematic transformation involveadeas than a
theme masquerading through different contexts. Unique to Liszt is the use ofithema
transformation to reveal inner truths about the theme. Thematic transformateyatge
a sense of revelation. The true nature of the theme is revealed through thatsystem
exploration of its character in relation with the surrounding contextual musiorées a
Liszt theme ill dressed for the occasion. Indeed, the thematic inner reabattar
perceived through its comfort with a wide variety of musical textures, enstand
landscapes than through either distillation (as in Beethoven) or an intuitivetpmmaef
a sub-conscious, unifying spirit (Schumann). Through thematic transformatiah, Lis
redefines the development by shifting contexts around the theme. Thus the demands of
both cyclical stasis and linear progress are satisfied. The thematicaiiateot
fundamentally altered (recapitulation does not define a point of linear arsieathe

audience’s perception of the theme does change (satisfying the necktsityatic
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development)Faustdemonstrates a parallel inasmuch as Mephistopheles and Faust do

not change either, while the audience’s understanding of thentoes.

Cyclical Forms: Cause and Effect

If the Faustmodel resolves conceptual difficulties in both episodic formal
construction and thematic nature and development, what might it say about the cyclic
aspects of Liszt's form? While first movement sonata form maintame €yclical
elements, these elements tend to remain subservient to the large-scaladwveaent
from tension to resolution. The formal ambiguity of Liszt's Sonata, however,thkss
boundaries considerably.

Goethe’s description dfaustas a tragedy reflects a similar problem. Brown
writes,

Thus the term [tragedy] immediately evokes a series of
categories that are still in common use: hero, innocent suffering,
fate, tragic flaw, guilt and repentance, reversal, catastrophe. . .
Faustcontains, without doubt, such a tragedy of passion in the
Gretchen sequence; but what is strange isRAastcontains so
much besides that is often difficult to connect to this quintessential
love tragedy, not least the ultimate salvation of the f&ro.
The reversal of categories that would allow for Faust’s redemption mih@idramatic
problem of the sonata recapitulation. A standard recapitulation takes thentesdthat
previously been categorized as being in disagreement and re-categonzes theing in

agreement. However, as Brown points &atiistcontains a great deal more than the

sequential exploration of categories that would mark a linear tragedy.

150 Excluding, of course, Faust’s final redemption.
151 Jane Brown@Goethe’s Faust: The German Traged$-16.
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A linear conception of tragedy requires a certain link between cause artd effec
The recapitulation in sonata form employs rules of cause and effecll. a8slaszt does
not concern himself with providing a sequential narrative of thematic eVieat&mear
drive required to produce a dramatic effect at the Recapitulation is misgiegise, as
God demands no account of Faust’'s actions and he is redeemed from his pact with
Mephistopheles by the prayers of Gretchen, the actions of Faust prove to have rp bearin
on his eventual end. This lack of large-scale, moral consequence for Faust proves to be
one of the more tantalizing links between the play and sonata.

In Beethoven, especially during his middle and late periods, a moral quality to his
sonatas and symphonies emerges and changes over time. The grand heroiofthging
Apassionatand the Fifth Symphony give way to the transcendent late works such as the
late piano sonatas and the late string quartets. All may be describedaasicgra moral
compass rewarding the heroic striving with transcendental peace.

Faust has no such moral compass to his actions, however, as his main aim
according to Brown “is not to avoid sin; it is to accept the temptations of the ddasta
as he can*?This is not to say his decisions do not have moral consequences; the
consequences are simply deferred to others. Gretchen'’s forfeited lifeandamnation,
the deaths of Gretchen’s brother and the old couple are directly due to Faust’'s hand, as
well as many other deaths Faust causes indirectly. These events, hanewacro-
results of Faust’s striving and in no way alter the macro-result, Faust'sid
redemption. Indeed, one could reorder all the events or even cut many of them out and
still retain the same ultimate result. There is no moral sum to be found insFaetgihs

as they have no bearing on his eventual salvation.

152 Jane BrownGoethe’s Faust: The German Trage8@o.
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In Liszt's sonata, thA&ndante sostenutexists apart from the Mephistopheles
material both in the middle section and the final coda. This disjunctive propertysnable
the Faust material to break free of the Mephistophelean moorings without conaimg t
self-awareness. Neither the reassertion of Mephistolean virtuosityrifheryp catalyst)
in the recapitulation nor developmental striving or thematic transformatiogstabout
the final transcendent resolution. Rather, the musical reminiscence in the coatanodlm
from theAndante sostenutsimply changes the existing parameters and becomes the new
reality. Faust’s unhinged moral license ensures the play remainsdneaifiy burden of
relational cause and effect. In the Sonata, this translates to a formal frigedom
reconciling expositional dissonances in the recapitulation.

Freedom from moral consequence is only possible if Time does not exist as a
continuous sequential stream.Haust Time reveals itself to be an extremely variable
commodity. Not only does Faust freely unfetter his desire from the shackieedbs
regards his affair with Helen of Troy), but the nature of his bargain with Mephisles
ensures there is no chronological stacking of events ultimately leadinigtegone end.
Faust is not undone by some subtle character flaw; he leaps toward his doom with
reckless abandon. His redemption comes as a surprise to all (not least Meptasjophel
and ignores the consequences of Faust’s behavior.

On a macro level, time is measured in events. The rise and fall of empires,
cultures and ideas as well as physical birth and death all become milepostsilifeshi
is measured. These macro events in turn are measured in terms of linear emntso-ev
progressing towards a predetermined end. Age is measured through the biologica

processes of maturation and decay. Good and Evil are measured through spietific act
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towards a given goal (circumstances for example decide whether sleatisidered
murder, manslaughter, accidental, natural etc.). The perception of time invmouksscin
a very similar fashion. In sonata form the exposition is measured through the afdvent
primary and secondary themes and the establishment of dissonant tonal centers. The
development is generally tracked through a linear progression of modulation,
fragmentation, and augmentation to the defining event of first movement sarmatséhe
recapitulation. The exposition leads logically to the development, development t
recapitulation, recapitulation to final resolution.Haust since there are no personal
repercussions to Faust’s actions, no moral debits or credits, no accumulation of events
towards a particular goal, Time ceases linear existence and becarheallgydefined by
Faust’'s perpetual-motion machination of desire.

The formal implications for the Sonata regarding time are directlylateceto
the use of time iffaust The sonata is a one-movement, cyclical work. As the four main
thematic centers are all derived from the opening material, then® dnee thematic
contrasts and therefore the introduction of “new” thematic areas cannot staumel as tr
measures of time. The recapitulation, instead of offering a resolutionymeaskerts the
dissonance of the opening material and the control of the Mephistopheles theme. Nothing
has fundamentally changed regarding the status quo. This is not to saye¢here a
differences, but the recapitulation event does not arrive through an inexoralle, line
stacking of events within the development just as the development did not arrive through
a linear event series within the exposition. The sonata is non-narrative suchake

episodes within the sonata morph into one another rather than traversing a predestined
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formal path. The formal events in this sonata do not follow a linear dramatic track but

instead become landmarks against the horizon of Time.

113



CHAPTER 12

Conclusion

Much has been written of Liszt’s reckless virtuosity, élan, and technicalrbra
As Dana Gooley writes, “[Liszt] made virtuosity an agonistic spect#a@mination
and triumph that invited listeners to imagine the performance as a battle{tloswias a

valiant warrior.*>3

If the Faustparatexican provide interpretive inspiration, perhaps it
can also offer suggestions on virtuosic character.

If Liszt viewed virtuosity as “battle,” then intensely virtuosic texturethe
sonata may correspond to violencé-aust As the Mephistopheles theme is given the
most virtuosic textures in the sonata, one might additionally conclude that sbheepbf
virtuosity (opportunities for an “agonistic spectacle of domination and triumphfigin t
sonata may coincide with episodes of Mephistophelean violence in the play.
Mephistopheles, however, only personally engages in one episode of physical violence.
Furthermore, while the nature of that physical violence may indeed loéfg@etrformer an
approach to the virtuosic demands, the approach may be quite different from the one
advocated by Gooley.

The episode in question concerns a duel between Gretchen’s brother Valentine
and Faust. An honorable soldier, Valentine defends his sister’s lost chasdityacking

Faust and Mephistopheles as they approach to seduce Gretchen for a second night.

Mephistopheles calmly parries the attacks of Valentine, prompting him to cry out

133 Dana Gooley, “Warhorses: Liszt, Weber’s ‘Konzeitét’ and the Cult of Napoléont9"-Century
Musig Vol. 24, No. 1 (Summer, 2000): 62.
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Is he the devil or what?
What's this? My hand’s already lam#&4.

Faust then strikes at Mephistopheles’s command, dealing a mortal woundnitnéalm
this duel Mephistopheles, whose technical mastery requires not the sligetéisine
outclasses both Valentine’s anger and (presumably prodigious) physiwalsgrdndeed,
the imperative violence of Valentine's lines (Then parry th&t the polar opposite of
the bemused response of Mephistopheles (Why not, why io¥®hile Valentine
employs strength, Mephistopheles’s reliance on finesse provides possibly the most
immediately applicable literary parallel betwdeaustand the sonata — the nature of
Mephistopheles’ virtuosity.

TheMaitre d’Armes®’ Raoul Clery writes, “Sometimes in the past they
characterized the talent of the great [fencing] masters by the @ppré'$and of iron,
arm of rubber."**® In an attempt to express the supreme diabolical power of
Mephistopheles, many performers rely on sheer muscular domination of thesonata’
virtuosic passagework. While the physical approach does achieve a efdeinit does
so at the expense of expressing the surreptitious deviltry of Mephistopheles.
Mephistopheles, however powerful he may be, never merely overwhelms his opponents.
Such crude behavior would be akin to lago merely challenging Othello to a duel in the
first act. Mephistopheles rather delights in devious subterfuge to adiigends. Any

performer who allows a Mephistophelean meaning to the primary theme would do well

154 Johann Wolfgang von Goetteaust 115.

% pid., 114.

150 bidl..

" Title held by a classical fencing master.

158 Raoul CleryA Propos d’un Accidenfrans. Mary Anne Stevens (Reprint,
http://www.classicalfencing.com/articles/A_Propbsnsl), accessed September 3, 2005.
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also let the character of Mephistopheles’ virtuosity inform his decisioasdiag
virtuoso demands within the sonata.

Franz Liszt was known for being a man of many paradoxes: iconic virtuoso,
aspiring musicological scholar, world traveler, Master-teacher,atharlAbbé, alleged
playboy, and philanthropist. With such a variety of paradoxical descriptions oftdtm
remains no wonder that his music should enjoy the same polarized opinions. Whether a
biography polemically favors or derides Liszt, his compositions and edpeb@Sonata
in B minoroften bear an Atlas-worthy responsibility. Declare his major works pirsacle
of the literature, establish them as heralds of a new conception in music, and one must
absolve Liszt the man of the rather embarrassing Jolly Roger flyinghi®standards.
Conversely, strip the major works of their worth by focusing on examples of iylgar
paucity of invention, and swashbuckling élan, and unfairly relegate Liszt andi$iis tm
the grab bag of nineteenth century virtuosi whose legacy left little more swur &aste
in the mouths of most contemporary scholars, critics, and composers.

The great paradox of Liszt’'s music stems from the comfortable dualigrtain
vulgarities within his best and most important major works. These licensedaredoh
by a tremendous restraint and refinement in many of his late, minor worlen Raoges,
“Liszt may be compared to an old ancestor who built up the family fortune by
disreputable and shameful transactions in his youth and spent his last yealssinfwor
charity.”*° Liszt's additional propensity for programmatic elements offers yehanot
balancing act. While scholarly musical analysis is imperative in undeirsgainigzt's

output, theoretical descriptions and analyses seem to offer little help in aualglitbss

159 Charles Rosehe Romantic GeneratipA74.
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more abstract (but just as conceptually important) forces of both liteeatdrieiszt’s
own personality on his work.

TheSonata in B minohas assumed a prominent place among Liszt’s piano works
and indeed remains a prime example of his innovations with one-movement sonata form.
Liszt heavily revised the sonata and the compositional carelessness evitaneiof his
other works is noticeably lacking. While there are certainly theatfifeadts present,

Liszt was careful to keep theatrical effect from transcending swudestélowever, while
carefully knit together, the final product remains conceived on such an epic seale i
leave the listener (as well as the performer) skeptical at best andauspicworst.
Indeed, the performer must often guard against the sweeping tumult of pasagew
the music continually threatens to degenerate into a tawdry spectacle ofigjrtuos
emotional display. The argument over whether the piece falls under the awdpices
absolute or program music perhaps misses the point. Labelingeagbietwisic “absolute”
or “programmatic” involves making a value judgment. Lis&mata in B minqr
whatever its absolute or paratextual bonafides, resides solidly withiaglme of serious
music written for serious pianists and musical connoisseurs. As such, alletérents
involved in the composition must be considered in determining the truth of one’s

interpretation.
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Appendix |

Example 1: Longyear's measu-by-measure chart of tfgonata in B minc'®*
KEY
“SMOVEMENT” SECTION MOTIVE CENTER
"Firset Movement” Show Inteoduction |I]_—_|":I A @
(mrm. 1-3300
Exposition {8=178)
First theme-group (8-24 L
25-31) B, C h
Transition (32-104) B, C, A htoVefD
Second theme-group (105=119) 3] D
Second transition (119-152) B C around [
Closing group {L55-178) [ [B]
I'Jﬂvv]{:-prnm'.-f [179-45%
Continuation of allegro (1759300 BC D Tonal Aux
Recitativo {301=310) [B] cf, f
Transition {311=330) B C.RB/C to B pedal
“Slow Movement” Andante sostenuto {331-346) X Ft
[331-4559)
Ouasi adagio (347-396) C.IDEB A Fg e to
YV oof g
Retransition (397-433) O A Fi
“Finale” {460-T69)  Recapitulation (400-649)
“Scherzende” Fugue = first theme-group B4+ C bh=Ek
(4B0-552) [480-522)
Correspondence to mm. 25-31 B S
(523-532)
Transition (533-565) B, C, A [
Second theme-gronp (BD0-615) [ B
Second transition excised
Closing group (616-641) cr B
Transitional close (642—649) B to V of of
(parallels 179-196)
Coda (6B0-769 Stretto quasi presto (B50-672 ) cr -V of B
iparallels incalzande, 255-276)
Fresto (@73-6581 ) A tw B
Prestissimo ( 6582-6009 ) B B
Apotheosis { TO0-T10 ) D B
Peroration, andante sostenuto x B
{T11-728)
Epilogue, allegro moderato C, B A B

[ 729-760 )

161 Rey LongyearNineteenthCentury Romanticism in Musit63-5.
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Longyear’'s main thematic and motivic elements

A Lento assai

B Allegro energico

[fres oty

SL * if_&e EE*!{Tfrrfﬂ N
3 Tﬁ?s T

rp;rHH fair]
T Jﬁ

7

.}
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Cantabile espressivo

-

Allegro energico

Fugue

Transformation of metive A in coda:

Presto
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Example 2.  Newman’s Chart of Franz LiszZ8snata in B minot®?
Newman describes his labels as follows:

M., T., S., and K. [stands] for main theme, transition, second
theme, and closing theme; the arrow, again, for tonal flux;
and the symbols v, w, X, y, and z, for the thematic elements
and their transformations (with the horizaontal spaces
indicating thematic extension and the symbols w/x or x/w
meaning the interplay of two elements. “Sonatina form”
refers to “Sonata Form” in which a simple retransition

(“T.”) replaces the development secti.

2 william S. NewmanThe Sonata Since BeethovArHistory of the Sonata Idea 374-5.
163 |
Ibid., 374.
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Newman’s main thematic and motivic elements

vy Lerl prse ;
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Arnold’s comparative chart of tBenata in B minot®*

Example 3:
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184 Ben Arnold, “Piano Music: 1835-1861," 121.
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Example 4:  Arnold’s measure by measure chart oStheata in B minot®®

Liszt, Sopata in B mipor
Mepsures Key Seyion Themes Tempomarkings
1 G i Imtroduction 1 Lewto aeoal
& - 3,3 Allegro energico
2 B minor Expo: 1st-Thems Area 2, 3.1
|05 [ major Ind-Theme Arca 4,2 Grandioso
123 2,3 dolee con grazia
Y53 [ major 3 cauandn egprassive
179 anr Closing Area 2.3
205 Development 2.1 {Allegro energics)
55 - 3
277 re 21
297 - 4
30l CF mior— 3 Recirative
302 sea 4
e F minar— 3 Regitanivo
g - 32
131 Fi major 5 Andapie yostensito
349 A major 32
363 F# major 4
£y (3 minor 4,2
w7 B major 5
433 F& majar 3
453 F§ majosr 1
A50 Bib mianoe- Ex major (fugue) 1,3 Allegro encrgice
513 B minr Recap: 1st-Theme Area 2,3
555 Eb major, E minor 1 Fiti mosso
S 2.1
382 W/E (F pedal) 7.3
6l B mapor 2nd-Thesne Arep 4
a6 B major 3 pantandn pgpr. senza slenfare
42 —- Clorsing Auca 2
G50 - 3 Sererlis (quasi prestol
671 B minor-B major Coda Presto
(a2 B major Pressissimm

711 B major
720 B major
750 B major

Andante soslenute
3,2 Allegro moderato

1

2

TH B majer 4
]

3

i Lento ascai

185 Ben Arnold, “Piano Music: 1835-1861," 122.
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Arnold’s main Thematic Ared®

Liszt, Sonata in B Minor, Theme 1, mm. 1-3

Lento assai

= ]l
= o]

Liszt, Sonata in B Minor, Theme 2, mm. 8-11

. Allegro :nr.rgimr E . ﬁ ..
—-_—._'_L_ :J f ' ‘-'f-J i aIn o
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| —

Fae————r
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186 Ben Arnold, “Piano Music: 1835-1861,” 123-4.
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Liszt, Sonata in B Minor, Theme 4, mm. 105-110

Liszt, Sonats in B Minor, Theme 5, mm, 329-338

—
=

iy e
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Example 5:

Section

Exposieion

Themztic Presentaton
Introduction
Continuation
Bridge

Tonal Presentation
Transition

Secondary Area
Tonal deflecuon
Bridge

Cadential Area

Developmens & |

Trangilion

Developmenr &2

(slow sub-movemnent in sonata form,

Exposinon:
Principal Ares

Transition
Secondary Area

Lacauon

103-19
12040
131-52
153-70
171-78
179-%)

191-%6

157-H

520
12436
23054
25574
277-%4

297-310

LF1E
19-27

128-46

3T-4E
Ho-53

Function/
Themes

242N
Yhate

T

Fh
‘T'..{I/'e:r

K
K.'i Th

Dee
DA
DIF "
Dyt
Tra+t

T e

ol Vo
TR v

Meter

444

342
474

142
454

Andarie sostenulo)

e

e
e

187 sharon Winklhoferliszt's Sonata in B Minor: A Study of Autographyi®es and Documentg31- 42.
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a/4
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{h.id3
D

VI

{CE)
AP
()]
(b}
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b

F#, V=]

A=T1

134

Winklhofer's measure by measure chart oStreta in B minot®’

Eemarks

Tonic armival

Modulation 10 relative major, 1
i

Femarn vo key of &
Becomes modulatory: prepares

for development but uses Lexture
of A

WVaolaule material
Bagins wonal chain of thirds

Begins preparation for 2d dev

Enhammone modulation

Presentation of new tomic
delaved; of -4

Dierived from &* {15360}



Cadentual Area
Development:

Retransibon
Recapitulation:
Principal Area
Transition
Secondary Area
Cadential Area

Recapitulation

Thematic Presentation:

Introduction
Fugauy
Fetransition

Tonal Presentation

Transition

Secondary Ares

Cadential Area

Coda  #1

Transition

156-62

3-75
176-84
-

393-414
415-32
433-40)
dd]-52
453-59

45359
46504
21552

533-45

5654
355-63

568-81
SE2-99
0= 15

Blf-33

634-a1
249

£30-72

67381
6E2-%0

Secondary Area  R0-10

Coda #2

Cadential Area

-3
T3-38

T3-4%
TAE-b)

h_.'f..{‘..

AT e A4 404

P PR T
e

e

e

5 444
ket

ra

b+e
re'h

Prbayr

Tras b
b+ a
T
£4d 14
Klge 444

ﬂﬂ-/"fl“

r/e

Ta
iy
5d 32

K 344
K 474

o
Kgfa

VT

i

Fz
¥
Fg
Fi=Gp

Fi=Gp
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B=l
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Winklhofer's measure by measure chart continued.

Derived from end of k7 [161-64).
Modulates: of & above.

{FEp-2nyz

Chromatic modulation

Expansion of 347-48

Enharmonic modulation; acts
also as onset of thematic recap

Deerived from expo. 25-31

Tonie retum: quated from expo.,
344

Chuoted from 45-54

Derived from 81-104. T
orriitled

Tl

Mew

Tomic major. Deflection and ¢
offitted

Denived from 153-70

Derived from 171-T8

Derived from 17990 £5'T
prmntted

Preparauoen for S-return.
Derived from DF*F e
New

Mew

Tonic confirmation, Cyclic
return of primary motives
in Feverse order



Winklhofer: Major Thematic Areas

g, mm. 1-7

Lento ass | T
e

b, mm. §-13
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" mm, 120024
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Example 6:  Hamilton’s comparative chart of Senata in B minot®

Mewman Longyear

[Double function: [Drouble function:

four movements in one) three movements in one|
Exposition {1-3307 Introduction (1-7)

[ferse motiement iy
‘incomplete sonavina form’]  Exposition (8-178)

Development {331-525). Development {179-454)

st part (131459} [1=330 is firss movemen,
[l myoverment] 3301459 s a slow movenent]
Inad part (460-325)

[Scheraa]

Recapitulation {325-681) Recapitalation {4-A3%)
[wath coda forms [with coda forms Finale)
Finale in *incomplere

somating” form]

Coda (682-7all) Coda (630-Thil)

(MW.B, All bar nuenbers for  (N.B. This is accordwng
MNewman are approximare) 1o Longgyear's chast
{p. 1630 In the rext he
identifies bar 600 as the
beginming of the “proper
“recapitulanon” T {p I65))

168 Kenneth Hamiltonliszt: Sonata in B minoi32.

Winklhoter

[Ome-movement sonata form]

Expasiton {1-2(4) comprising:

Thematic preseniavion (1-47)
Bridge (15-31)

Tonal presentation (32-44)
Transinon ($35-104)
Imd-subject area (10519
Tuonal deflection (12041
Bridge {141-32)

Cadential area (157-204)

Deevelopment {205-452):

1st secglon (25-76)

Transirion (277-3127)

Zrid section 128452

[Show sub=miovement an sonata foem]

Beecapitulanon (453649
Themalic presemfation comprising
Introduction {(#33-4)

Fugato (461-508)

Berransition {319-31)

Fonal presentation (533649

Coda (630-76l)
Vst part (6S0-710)
2nd pare {711-60)
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Selection from Arnold’s TABLE 3: Liszt's Reading in German.

Goethe, JTohann Waolfgang von
Croethe, Johann Wolfgang von

Goethe, Johann Wolfgang von
Goethe, Johann Wolfgang von
Goethe, Johann Wolfzang von
Goethe, Johann Wolfgang von
Goethe, Johann Wolfgang von

Goethe, Johann Wolfgang von
Goethe, Johann Wolfgang von
Goethe, Johann Wolfgang von
Goethe, Johann Wolfgang von
Goethe, Johann Wolfgang von
Goathe, Johann Wolfgang von
Goethe, Johann Wolfgang von
Goethe, Johann Wolfgang von
Goethe, Johann Waolfzang von
Geoethe, Johann Wolfgang von

Goethe, Johann Walfgang von
Goethe, Johann Wolfgang von
Goethe, Johann Wolfgang von
CGregorovius, Ferdinand
Gregorovius, Ferdinand
Gregorovius, Ferdinand
Cregorovius, F. & AL Stern
Grigpenkerl

Griin, Anastasius

Hagn, Charlotie von

Halm, F.

Hanslick, Eduard

Hartmann, Eduard von

Hase, Carl von

Hebbel, Friedrich

Hebbel, Friedrich

Hebbel, Friedrich

Hepel, Georg W.E.

Heine, Heinrich

Heine, Heinrich

Heine, Heinrich

Heine, Heinrich

Heing, Heinrich

Heine, Heinrich

Heine, Heinrich

Heine, Heinrich
Heine, Heinnch
Heing, Heinrich

Appendix Il

*Chor der Enpel | Faust] {1849)

Correspondence between Goethe and Schiller
(1857

#Der du ven dem Himmel bist {1842

Egmaonr (1854, 1856)

*Ex war ein Kdnig in Thule (1842)

*Ex war einmal ein Kdnig [Fause] (1845)

Faust (1830, 1E3T7-1841, 1844, 1549, 1854,
1857, 1876-1877, 1885)

*Frewdvoll und leidvell (1849

Cregdichre (184T)

*Goites st der Orient (1842)

Letters from Italy (1837)

*Mignony Lied (1842)

Rant' im Kellerness (1856)

*Soldarenlied [Foust | (1544)

*Studentenlied [Faust] (1841

Tasso (15449)

*Uber allen Gipfeln st Ruh (1842, 1848,
18453

Wer nie sein Brot mit Trinen aff (c. 1845)

Werther (1833, 18367, 1835)

Wilhelm Meigrer (1837, 1856)

Histoire de Rome au moyen dge (1867)

Lucrezia Borgia (1874)

Ruhipen Hiihen (1 868)

*Zur Sdkularfeier Beethovens (1869-70)

Ideal und Welr (1854)

Dig Niebelungen im Frack (185T)

*Was Liehe sei (c. 1843)

*Vor finndert fahren (1859)

Cn Beauty in Music (1857

Philasophie des Unbewussten {1871)

Franz von Assisi (1868)

Agnes Bernauer (1852)

*Blume wnd Dyt (1854)

Judith (1857)

{Refers tooan 1876

*Am Rhein (c. 1840)

*Anfangys wollt' ich fast verzagen (c. 1849)

*Die Loreley (1841)

*Dy bist wie eine Blume (c. 1843)

*Ein Fichtenbaurm steht einsam (o, 1845)

fm Okraber 1549 (1849)

“Lettres conflidentielles™ in Revue ef gazette
miugicale (1838)

*Morgens steh' ich awfund frage (c. 1843)

Tragaodie (1875)

*Vergiftet sind meine Lieder (1847)

189 Ben Arnold, “Liszt as Reader, Intellectual, and<itian,” 56.
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Appendix 11l

Lawrence Chart of Liszt'Sonata in B minor

EXPOSITION DEVELOPMENT | RECAPITULATION CODA

(First Section) (Second Section) (Third Section) (Fourth Section)
Allegro energico Andante sostenuto Allegro energicp  Andante sostenuto
exposition| development rhetorical slow movement scherzo finale reprise of| coda

recapitulation’ Andante
Sostenuto

(1-178) (179-285) (286-329) (330-453) (460-530) | (531- (711-728) (729-
M, A, G, M, F, M, MA G F A M 710) G F end)

F M, A F M

M: Mephistopheles material

MA: Mephistophelean parody of Aimighty material
A: Almighty material

G: Gretchen material

F: Faust material

0 \while this is a return of the Mephistopheles miatgit is not a full recapitulation. Rather, itsteibes a
rhetorical event in keeping with the formal outbna first-movement sonata form. The full, formal
recapitulation is a structural event taking platéhe third section.
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