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This considerably enbances the effeect of the passage, while the
pedalling imparts a rich haze of colour such as Liszt so frequently
evokes, foreshadowing Debussy. 5

The sermon comnerncing at bar 52 should be begun pp with una
corda pedaly with the start of each new phraseé more tone should be
given until a climax is reached at bar €5.  The interpclated
twittering of the birds, bowever, should each time be played pp
with una corda pedal.

In bars 119 and 122 'a slight ritardando should be made on the
last three quavers (descending octaves in the left hand). IAgnin
in the fourth and third-last bare, instead of a tremolo in each
hand the passage should be executed as a series of alternating
chords between both hands which allows for a more even and

delicate effect:-

(8t. Francis de Paul walking over the waves)

The second legend concerns St. Francis de Paul, Liszt's patron
saint, In the Rozsavolgyi éditinn’ the origin of the work is given

in detail. It appears that Princese Witgenstein showed Liszt a

1

picture by a contemporary painter of religious subjecte named Steinle,

depicting a miracle which St. Francis wrought in crossing the

straite of Messina (1). When the saint asked to be farriaﬂ across

(1) Aceording to Julius Kapp, drawinge by Dore of £t. Frarcis
walking over iFe waves, and of ©t. Frarcis preaching to the birds,
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o one ltérmy day/ the boatmen refused to take a person of such
mean appearance on board; but he, undaunted, walked with firm
step across the sea. In the picture/'Et. Frarcis stands erect upon
the seething waters which carry him to his goal by the power of
faith, before which all natural laws give way. His mantle is
spread beneath his feet; he raises one hand as if to command the
elements, in the other he holds a burning coal, symbol of that
inner flame which kindles the disciples of Christ. His eyes are
tranquilly fixed on the heavens where the motto of St. Frameis,
the divine word "Caritas", shines in perpetual splendour.

The Lagénd opens with a theme which can be associated with
St. Francis himself, Underneath this theme as it develops, the
bass, depieting the surging waves, gradually grows louder and
more menacing until their fury seems to shatter the very fabrie
of the music in an orgy of violence. The pinnacle of the storm
is reached, and now St. Francis' theme resounds triumphantly
(Allegro maestoso e animato), passing undaunted on ite course
above the turmocil - the sea has been safely crossed.

Then follows (Lento) a prayer of thanksgiving, in no Wein
of exultant joy, but humbly and deeply felt. For coda the £t,
Francie' theme now appears softly in the bass, rising in the final
bars with ever greater majesty to the accompaniment of the
- surging waters., Few works move so steadily and clearly to a singia
great climax, and having reached it end with so complete a sense
of fulfilment.
It may be well to notes here tlat dynamice played a vital part in
Liszt's performance both of his own and of other composers' works.
Unfortunately, however, the dynamics whiech he used in performance
do not appear with any fidelity in the published edition of his

works, and players conversant with tradition make many changes

hung in the rooms which Liszt occupied in Pest in 1681 (Franz Liezt,
Berlin 1011, p. 272)
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from the printed score.

In £t, Francis de Paul , for instance, each of the first

two phrases should be begun with rich full tone and rounded off
with a diminuendo (bars 2 and 5), while the nen troppo lento

should be begun pp and with una corda pedal. The latter should
only be released at the upbeat to bar 10, whicl should Pe Pagum
p» and depressed again for bar 16-20, From bar 24 (lfﬁiiﬂj the
tempo sbould be very slighily slower, as if to sugpest the quietly
undulating movement of €t., Frarcis' mantle on tle waters - with
una cnrd; pedal from bere until the end of bar 27, At bar 22
there should be a subito pp, with a gradual working up to ff at
bar 2€. Having played a ff chord at the beginning of bar 26,

however, the demisemiquaver passage in the left band should again

be begun pp with una corda pedal, but continued with a molte
orescendo, the una corda pedal being released on the third beat
of the bar. From the second beat of bar 27 to the end of bar

41 the first note of each group of eight demisemiquavers ebould be
accented.  The dark, swirling soundsof bare 20-41 might be

dealt with as follows:-
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!EE.E&&%% pedal should be used from the end of bar 41-48 from which
bar a gradual increase in tone should be made. 1In bar 52 the
accented D sharp in the bass (third beat) should be ‘aken by the
thumb in the right hand and held for the beat, and a eimilar
prncadura should be adopted in bars 52, 58 and q@ From bar 64

the top note of esch arpeggiata chord in the left hand should be
aupnas.nad and prlonged, i.e. playad as a crotehst instead of a

quarar.

The paime of hars commene ing with bap ﬁi-ﬁﬁ seem to suggest

the raarln& of the waves ta a peax—pninF, and hrnnking ag;in.

No pedal should be taken for the secondand third nhn:ds in th#

left hand of bars 65, 67, 60 arg 71 to give clarity to the peak

E o e e —
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points. From bar 72 the real fury of the waves begips to mount to a

v ) ) 4
climax - the ineffective altarna&s version given here in every

second bar (bars 72 78) is of course never played, From bar 70-64
the pedal should be depressed on each of the second, third and
fourth beats of the bar, and released on the accented chord at the
beginning of each ensuing bar.

In the section marked Allegro maestoso e animato, where St.

Francis seems to walk triumphant and majestic above the waves, the
theme should not be played stacecato, but legato and broadly.

Pianists usually take this section too fast, and when played

staccate the theme sounds frivial and commonplace. From bar 1187 the

tempo and rhytbmic intensity should gradually increase, as if a

multitude of people on the shore were watching the approach of

the saint with growing astonishment and excitement. This reaches it

peak at the commencement oi bar 127, after which the aseending

octaves should be begun pp, with una corda pedal for two tars, so

as to secure a mysterious and threatening effect. Lkrom here a
continuous ereseendo should be built up as far as bar 1;%%

The Recitative (Lento), St. Fraﬁéis' prayer of thanksgiving,
should be begun f, without pedal on the arpeggioed ckords but
with a diminuendo in bars 2-4, The second phrase, starting af
bar 5, should hnwevar.be begun tenderly, with una corda pedal, but
again without sustaining pedal on the arpeggioed cherds. The
third phrase, starting at bar ©, should be given somewhat warmer

tene, and the chord in this and in the next bar should be played

legato with sustaining pedal, not staccato as marked. From here

a considerable erescendo should be mede to bar 12, the chord of Ikinh!

should be pbayed with maximum expression. The ensuing quaver
passage should be played freely, with the pedal depressed and
released for each note from bar'fgi on, and with a marked ereseende

and diminuendo within thie bar. The ecrotchets of bar 15 should be
played portamento and crescendo, the minim G sharp of bar 1€ being
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given a fermata iand the arpeggioed chord besesg played sof tly and

with una corda pedal. The coda ghould be begun quietly, the

ocpaves in the bass gradually gaining in tone until onece more &
great climax is built up. For the octaves of bar 27-29 (counting
from the Lento) a slight accelerando ghould lead to an allargﬁnﬂn on
the last three octaves in each of these bars, the most marked
allargando and fullest tone being reserved for bar 20, In the
second half of bars 27-20 the two groups of six semiquavers in the
pight hand should be played, not as such, but as a tremolo and as
near to two groups of twelve demisemiquavers as possible

(semiquaver movement at this juneture sounds thin and feeble).

For the playing of the last chord see ppf? above.
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the arti=t's high mission to make the mement imperishatle |
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imperishable the means.

—

f/f

CONCLUSION

EARLIER
In the f--s?ﬂ's chapter

the works discussed, or with

¢ we have been dealing with either

1 £ details of
the general orientation oi

interpretation traditionally handed down. Taking interpretation
. . THA PramigTs PRiqE aﬂcu-‘-a:ﬂm,
now in its broadest aspectjlt is neeessary—for—the—=pierist to
sink himself wholly into the spirit and meaning of the musie bhe is
attempting to reprodwee, to make himself a mere instrument for the =
proper expression of the composer's intention. This presupposes
"adks
more humility and sineerity than performers possess, but
it is this very virtue which distinguishes the artist from the
showman. Having first submitted his own individuality to that
oF
of the composer, amid the gradual working out the details of
interpretation his personal outlook will gradually assert

itself, so that the music will ultimately be produeced in terms

of his particular emotional and intellectual background.

This however cannot be achieved where the pianist is
accus tomed to mass-produce works for inclusion in his repertoire.
Jﬂgngianiatn are confent to regard a work as finished when its
technical difficulties have been overcome, when it can be
reproduced without a fault as far as notes and accuracy of
finger work is comcerned. But it is only here that the real
work of interpretation begins, the work of plarning the different
variatione of speed, the balance of the parts, the minute details
of phrasing, dynamies and pedalling, so that after careful
experiment with various methods of prncedura/’tha most{ appropriate

method is seleected. 1n this respect the work of interpretation

resembles the minute work of some Chinese erafteman/ who will

labour over the smallest detail with infinite patiemce and love,
knowing that the more perfect his ereationy the more easily will

it reveal the slightest blemish, just as the polished mirror
reveals every speck of dust.



