

[image: ]



[image: ]


ALSO BY ALAN WALKER

A Study in Musical Analysis
An Anatomy of Musical Criticism
Franz Liszt: Volume Two, The Weimar Years, 1848–1861
Franz Liszt: Volume Three, The Final Years, 1861–1886
The Death of Franz Liszt Based on the Unpublished Diary of His Pupil Lina Schmalhausen

EDITOR OF

Frédéric Chopin:
Profiles of the Man and the Musician
Franz Liszt:
The Man and His Music
Robert Schumann:
The Man and His Music
Living with Liszt: From the Diary of Carl Lachmund, an American Pupil of Liszt, 1882–1884
Liszt, Carolyne, and the Vatican: The Story of a Thwarted Marriage, as It Emerges from the Original Church Documents (With Gabriele Erasmi)



[image: ]




THIS IS A BORZOI BOOK
PUBLISHED BY ALFRED A. KNOPF, INC.

Copyright © 1983 by Alan Walker
Maps copyright © 1983 by David Lindroth

All rights reserved under International and Pan-American Copyright Conventions.
Published in the United States by Alfred A. Knopf, Inc., New York, and simultaneously in Canada by Random House of Canada Limited, Toronto.
Distributed by Random House, Inc., New York.
Published in Great Britain by Faber & Faber Ltd, London.

Music examples drawn by Paul Courtenay.

LIBRARY OF CONGRESS CATALOGING IN PUBLICATION DATA
Walker, Alan, 1930–
Franz Liszt.
Includes bibliographical references.
Contents: v. 1. The virtuoso years, 1811–1847.
1. Liszt, Franz, 1811–1886. 2. Composers—Biography.
ML410.L7W27    780′.92′4 [B]     82-47821
eISBN: 978-0-307-83096-8

FRONTISPIECE
Liszt in Geneva, an oil portrait by Ary Scheffer (1835).

v3.1_r1





To Lisztians across the world,
wherever they may be, these volumes are affectionately dedicated.





Contents


Cover

Other Books by This Author

Title Page

Copyright

Dedication

Illustrations

Preface to the Revised Edition

Acknowledgements

The Liszt Family Trees

Concordance Table of Cities, Towns, and Villages



PROLOGUE

Liszt and the Literature

Liszt’s Family Background

BOOK ONE: THE YOUNG PRODIGY, 1811–1829

Childhood in Hungary

The Great Comet of 1811 ~ birth in Raiding ~ family hardships ~ childhood sickness ~ mistaken for dead ~ his musical awakening ~ first piano lessons from Adam Liszt ~ growing up in Hungary ~ influence of church and Gypsies ~ Adam appeals to Prince Esterházy ~ a first encounter with Czerny: “Nature herself had formed a pianist” ~ début in Oedenburg ~ triumph in Pressburg and departure for Vienna.

Vienna, 1821–1823

Settling down in Vienna ~ piano lessons with Czerny ~ theoretical studies with Salieri ~ Salieri’s letter ~ “Franzi’s” first published composition ~ début in Vienna’s town hall ~ the press dub him “Little Hercules” ~ plays in the Vienna Redoutensaal ~ the myth of Beethoven’s public embrace ~ a visit to Beethoven ~ a farewell journey to Hungary, May 1823: “I am Hungarian” ~ plays to the Franciscan fathers in the monastery at Pest.

Paris and the First World Tours

The tours begin ~ Prince Metternich intercedes ~ Liszt plays in Munich, Augsburg, Stuttgart, and Strassburg ~ arrival in France ~ friendship with the family Erard ~ Cherubini refuses to admit Liszt to the Paris Conservatoire ~ studies with Reicha and Paer instead ~ Liszt is taken up by the Paris press: “Le petit Litz” ~ two visits to England, 1824–25 ~ a letter from Adam Liszt ~ Don Sanche produced in Paris, October 1825 ~ maturing piano style: Twelve Studies ~ a third visit to England, 1827.

The Death of Liszt’s Father

Adam Liszt dies at Boulogne-sur-Mer ~ Adam’s burial ~ a letter of condolence from Count Amadé ~ alone in Boulogne.

Obscurity in Paris

Returns to Paris ~ likens himself to the learned dog Munito ~ supports himself and his mother by teaching ~ falls in love with a pupil, Caroline de Saint-Cricq ~ is rejected by her father ~ suffers a nervous breakdown ~ experiences longing to become a priest ~ he is reported dead ~ his obituary appears in Le Corsaire, October 23, 1828 ~ a meeting with von Lenz ~ friendship with Urhan ~ discovers French literature ~ composes his first operatic fantasy, on La Fiancée.

BOOK TWO: THE GROWING VIRTUOSO, 1830–1834

After the July Revolution

The last days of Restoration France ~ the “Three Glorious Days” ~ a “Revolutionary Symphony” ~ in the salons of the Faubourg St.-Germain ~ more love-affairs: Countess Adèle Laprunarède ~ Paris is struck by cholera ~ “L’Idiote mélomane” ~ attends the meetings of the Saint-Simonists ~ visits the Abbé Félicité Lamennais at La Chênaie ~ first mature piano works ~ essay “On the Position of Artists.”

A Riot of Pianists

Pianists galore ~ some gladiators of the keyboard ~ the workshops of Erard and Pleyel ~ the Paris Conservatoire as “piano factory” ~ the wit of Heine ~ the piano catches fire from the opera house.

Paganini

Paganini’s virtuosity ~ his necromantic personality ~ “in league with the Devil” ~ the Casino Paganini ~ Liszt hears Paganini for the first time ~ “And I too am an artist!” ~ The Clochette Fantasy ~ the death and burials of Paganini ~ Liszt publishes an obituary of him.

Friends and Contemporaries: Berlioz and Chopin

Liszt and Berlioz ~ Paganini’s gift of 20,000 francs ~ Liszt makes a piano arrangement of the Fantastic Symphony ~ Liszt and Chopin ~ Chopin’s approach to the keyboard ~ l’affaire Pleyel ~ Alkan and Hiller.

Enter Marie d’Agoult

Liszt is introduced to Countess Marie d’Agoult ~ an account of their first meeting ~ her childhood and family background ~ the Flavignys ~ an unhappy marriage to Count Charles d’Agoult ~ the love-affair with Liszt develops ~ Marie visits a clairvoyant ~ Liszt and Marie elope to Switzerland.

BOOK THREE: THE YEARS OF PILGRIMAGE, 1835–1839

Elopement to Geneva

A tryst in Basel, June 1835 ~ arrival in Geneva ~ at the rue Tabazan ~ the first Letters of a Bachelor of Music appear ~ pursued by “Puzzi” Cohen ~ birth of Blandine ~ Liszt becomes a professor of piano at the Geneva Conservatoire ~ the Années de pèlerinage: “Suisse” ~ a picnic at Chamonix ~ Liszt plays the organ at Fribourg ~ return to Paris: the Hôtel de France ~ “An Evening with the Gods.”

The Lion Shakes His Mane: Liszt’s Duel with Thalberg

Thalberg’s origins ~ his playing ~ he releases “handfuls of pearls” ~ the “three-handed” effect ~ the French newspaper war ~ Fétis champions Thalberg; Berlioz champions Liszt ~ Liszt’s opinion of Thalberg’s compositions ~ his “duel” with Thalberg in the salon of Princess Belgiojoso ~ the Hexaméron Variations ~ Thalberg’s later years.

Switzerland and Italy

A visit to Nohant ~ commences his Schubert song transcriptions ~ Liszt plays for the weavers of Lyon ~ a sojourn by Lake Bellagio ~ birth of Cosima ~ a secret police report ~ he meets Ricordi and Rossini ~ a concert in La Scala ~ from Milan to Venice ~ Marie d’Agoult falls ill.

After the Flood in Hungary, 1838–1839

The Danube overflows its banks ~ the inundation of Pest ~ Liszt’s charity concerts in Vienna ~ raises 24,000 gulden for Hungary ~ love of Hungary is reawakened ~ transcribes more Schubert songs ~ meets his relatives in Vienna ~ returns to Venice ~ quarrels with Marie d’Agoult ~ Marie’s account in the Mémoires questioned ~ they move to Lake Lugano ~ Liszt’s life is threatened in Milan ~ reunited with Blandine ~ birth of Daniel Liszt in Rome ~ offers to raise money for the erection of a Beethoven monument in Bonn ~ the Beethoven Committee’s reply ~ compositions of the Italian period ~ Marie returns to Paris and Liszt proceeds to Vienna.

BOOK FOUR: THE YEARS OF TRANSCENDENTAL EXECUTION, 1839–1847

Liszt and the Keyboard

The modern piano recital is created ~ Liszt’s feats of memory ~ some bad pianos ~ Liszt’s decorations ~ a letter of protest to the Gazette Musicale ~ Liszt and Tsar Nicholas ~ Hans Christian Andersen hears Liszt ~ Génie oblige! ~ a letter to Adolphe Pictet ~ Liszt’s approach to keyboard technique: fingering, scale-building, octaves, etc. ~ the anatomy of Liszt’s hand ~ the origin of the Transcendental and the Paganini Studies ~ Liszt’s expression marks and pedalling ~ his preference for Erard pianos; a letter of appreciation to Pierre Erard ~ Liszt’s interpretation of the classics.

A Prodigal Returns to Hungary, 1839–1840

Liszt returns to Hungary ~ a triumphal reception awaits him in Pest ~ the search for Liszt’s “aristocratic descent” ~ he is presented with a “Sword of Honour” by leading Hungarian noblemen: his speech of acceptance ~ the ceremony is misunderstood beyond Hungary’s borders ~ Liszt takes up the pen against his critics ~ he raises money for a Hungarian National Conservatory of Music ~ he revisits the Franciscan monks in Pest ~ he receives the freedom of the city of Oedenburg ~ Liszt sees again his birthplace in Raiding ~ a visit to the Gypsies; he describes their encampment ~ the Hungarian Rhapsodies are born ~ the case of “Josi” Sárai, the Gypsy violinist.

The World Tours I: Prague, Leipzig, and London, 1840–1841

At Prague ~ a report in Bohemia ~ meets Robert Schumann in Dresden ~ concerts in the Leipzig Gewandhaus ~ Schumann’s reviews in the Neue Zeitschrift für Musik ~ musical life in Leipzig ~ encounters with Mendelssohn ~ back in Paris ~ a visit to London, May–June 1840 ~ makes history with his “Piano Recitals” ~ a report in The Times ~ Liszt tours Britain with John Orlando Parry ~ the Parry diaries ~ Louis Lavenu, Liszt’s English impresario, goes bankrupt.

The World Tours II: Berlin and St. Petersburg, 1841–1842

Liszt appoints Gaëtano Belloni as his manager ~ friendship with Prince Felix Lichnowsky ~ on the island of Nonnenwerth ~ Liszt becomes a Freemason ~ a triumph in Berlin ~ “Lisztomania” ~ first visits to St. Petersburg and Moscow ~ Stasov’s reminiscences ~ the Moscow Gypsies ~ meets Glinka and Adolf Henselt ~ the Grétry festival in Brussels ~ invested with the Cross of the Lion of Belgium ~ a cool reception in Paris.

Marie d’Agoult Becomes “Daniel Stern”: Nélida versus Guermann

Marie d’Agoult rehabilitates herself in Paris ~ her rapprochement with the Flavigny family and Charles d’Agoult ~ the emergence of “Daniel Stern” ~ Girardin and La Presse ~ Marie’s changing relationship with Liszt ~ Lola Montez ~ the birth of the novel Nélida ~ Liszt’s attitude towards that book ~ the final rupture with Liszt, April–May 1844 ~ Liszt’s tour of the Spanish Peninsula ~ he meets Caroline d’Artigaux in Pau ~ his concerts in Madrid, Seville, and Lisbon ~ he proposes marriage to Valentine de Cessiat.

The Beethoven Monument Unveiled in Bonn, 1845

Problems in Bonn ~ getting ready for the Beethoven Festival ~ Liszt demands an auditorium ~ of mice and men ~ some criticism from Schindler ~ Queen Victoria arrives to see Beethoven’s statue unveiled ~ a ceremony in the sun ~ a drunken brawl in the Golden Star ~ Liszt is attacked for his handling of the festival.

The World Tours III: Transylvania, Russia, and Turkey, 1846–1847

The curse of Mazeppa ~ taken ill in Cologne ~ returns to Hungary and stays with Antal Augusz in Szekszárd ~ Liszt tours Transylvania ~ the “King of the Gypsies” ~ receives the freedom of the city of Arad ~ two weeks in Bucharest ~ a last sojourn in Russia ~ meets Princess Carolyne von Sayn-Wittgenstein ~ travels to Constantinople and plays before Sultan Abdul Medjid Khan ~ last concerts in Odessa and Elisabetgrad ~ retires from the concert platform.



Appendix: Catalogue of works which Liszt played in public, 1838–48, compiled by himself
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Preface to the Revised Edition

Important developments have taken place in the world of Liszt scholarship since this volume first went to press, in 1983. Most noteworthy is the belated publication of Lina Ramann’s Lisztiana.1 This book contains many of the basic documents Ramann used to construct her “official” three-volume biography of Liszt, which appeared during the fourteen-year period 1880–94. It had always been known that Liszt granted Ramann some personal interviews, but their extent had never before been properly chronicled. Moreover, she struck up a long correspondence with Liszt and various members of his circle, and she gradually acquired a mass of detailed information about him of a type never before assembled. Nonetheless, her biography was dismissed as mere hagiography because parts of it were thought (not without justification) to have been written by Princess Carolyne von Sayn-Wittgenstein, Liszt’s mistress and companion. We now know differently. Ramann herself was partly to blame for the problem. Because of the “sensitive” nature of much of the material, she placed an embargo on its use by others and left instructions that her archives could not be opened until fifty years after her death. Meanwhile, all her papers were transferred to the Goethe- und Schiller-Archiv in Weimar, where they were known to only a small handful of scholars. With the publication of Lisztiana in 1983, all that has changed. Ramann’s place in the hierarchy of Liszt scholars will have to be reassessed.

Then there was the reappearance of Beethoven’s Conversation Books for the period February–July 1823, in a new and thoroughly reliable edition,2 which raised afresh the vexed question of Schindler’s forged entries and how they might affect the only recorded meeting between the master and the eleven-year-old Liszt in Vienna, in April 1823. The simple answer is that they do not. Some new perspectives must nonetheless be considered, for Schindler’s spurious additions have been wrongly assumed to discredit the entire Liszt-Beethoven connection.

Finally, the year 1986 saw the centenary of Liszt’s death, with commemorative festivals all over the world. Some of these events were significant, particularly the ones mounted in Budapest, Paris, and Washington, for they brought together an international cast of scholars, some of whom toil on the leading edge of the discipline. Liszt’s piano playing, his composing methods, and his religious convictions all came under fresh scrutiny, to say nothing of such esoteric issues as his health, the size of his bank balance, and the watermarks on his stationery. All things are grist to the biographer’s mill. One of the unexpected pleasures of the Liszt jubilee year, in fact, was the discovery that the art of iconography has made such rapid strides of late that it has been raised to the level of a research tool. What a man wears as he comports himself before the camera, it seems, can occasionally yield as much biographical information as a letter or a diary entry. The best collection of Liszt photographs to appear in recent times is Ernst Burger’s Franz Liszt: Eine Lebenschronik in Bildern und Dokumenten, which has changed the existing chronology of a number of well-known paintings and lithographs.

In view of these and other developments, it seemed to me that nothing short of a revised text would do if the present volume were to continue to meet the requirements of modern scholarship. Two people in particular encouraged me in this task. Mária Eckhardt, the director of the Liszt Memorial Museum and Research Centre in Budapest, made many helpful suggestions, and the time we spent together in the City of the Magyars, working on the text of the Hungarian edition of this book in the summer of 1985, remains a pleasant memory for me. But it was Geraldine Keeling who persuaded me to look afresh at Liszt’s concerts, and in particular at the great tours of Europe he undertook from 1838 to 1847, with a view to providing the reader with more detail than I had originally considered to be either desirable or necessary. My inertia was overcome by her winning combination of charm, tact, and practical advice. The sort of help I received from both scholars is beyond praise, and it is a pleasure to acknowledge it here.

It has been well said that it takes a life to study a life. As the modern Liszt biographer proceeds along his journey, he does well to carry with him both a mirror and a lamp—the one to reflect more accurately the changing landscape that now surrounds him, the other to illuminate the dark paths that still lie ahead. Only then may he be sure that his work remains worthy of its topic.

Rome, June 1987

ALAN WALKER


1. RL (1983).

2. BK (1983).
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Last but first, I want to mention two people who helped me with much of the research, who sifted through hundreds of microfilms, photocopies, and magazine articles, prepared synopses, paraphrases, and translations, and generally did all that they could to lighten my burden. To Pauline Pocknell, my loyal assistant, who holds with Blake the “holiness of the minute particular” and has saved me from many an inconsistency, I extend my warmest personal regards. As for László Jambor, music librarian at McMaster University, Ontario, his unflagging energy in the face of an unremitting hail of questions, challenges, and rebuttals over half a decade has won my lasting admiration. In both cases, the work of these individuals went far beyond the call of duty, and I shall long remember our years of toil together.

Weimar, May 1982

ALAN WALKER


[image: ]

[image: ]

[image: ]


Concordance Table of
Cities, Towns, and Villages

The map of Europe has been redrawn several times during the past hundred and fifty years. Two world wars, a number of smaller European ones, various uprisings, insurrections, and revolutions have all conspired to change the face of the globe beyond recognition. The treaties of Versailles, St. Germain, and Trianon (1919) and, during World War II, the Yalta Conference (1945) settled the fate of millions of Europeans at the stroke of a pen. People went to bed as Austrians and Germans; they woke up next morning as Poles, Czechs, or Yugoslavs. Some of their children would one day wake up again as Russians.

What this means for the biographer of any important European figure of the nineteenth century can easily be imagined. At the very outset, he is faced with a dilemma: how to identify the very towns, cities, and countries which form the backdrop to his story. To take a simple example: the ancient city of Breslau was once part of Germany; today it belongs to Poland and is called Wrocław. A more notorious case is that of Pressburg, one of the musical capitals of the world. This Austrian name goes back nearly a thousand years. Yet the city always belonged to Hungary, and Hungarians always called it Pozsony. In 1919 Pozsony passed to Czechoslovakia and is today called Bratislava. How is the biographer to proceed? Does he use the names of places as they once were? Or does he adopt their modern equivalents? If he chooses the former, he will probably confuse the general reader, who will be quite unable to find such places on a map. If he chooses the latter, however, he will raise the ire of the serious scholar, who is committed to historical context, to the continuity of the discipline, and to comparing and contrasting each new contribution to his subject with all the others in the field.

In this book cities, towns, and villages will be known as Liszt himself called them, which happened to be as common nineteenth-century usage dictated. The reason is self-evident. Liszt was one of the greatest travellers of his time. His correspondence is studded with place names. To transpose them all, in the light of everything that has since befallen the modern world, would quickly lead to chaos; to say that Liszt played in Chemnitz in 1840 is one thing; to say that he played in Karl Marx Stadt in 1840 is quite another. The following concordance table reveals at a glance many of those places associated with Liszt, with his family, and with his friends and colleagues, which have meanwhile changed names. The Burgenland, for example, is particularly rich in associations with Liszt’s childhood. This narrow strip of land used to be in western Hungary; it has since been transferred to Austria. Many of its towns and villages had mixed populations. Quite logically, then, they often had two names—one Hungarian, the other German. There are still Hungarian Liszt scholars who never refer to Eisenstadt; they talk only of Kismarton. There are still Austrian Liszt scholars who never refer to Sopron; they talk only of Oedenburg. Such a practice is deeply rooted in national pride. I record it here merely to alert the English-speaking reader to a possible source of error and confusion.
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 Franz Liszt

THE VIRTUOSO YEARS
1811–1847
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Liszt and the Literature


Do not entangle yourself in too many details.

LISZT TO LIN A RAMANN, c.18811

I fear that [Ramann] will be unable to see the wood for the trees.

LISZT TO PRINCESS VON SAYN-WITTGENSTEIN, 1877.2



I

The normal way biography is written is to allow the basic materials—letters, diaries, manuscripts—to disclose the life. And if those materials are missing, one goes out and finds them. That did not happen with Liszt. Because of the unparalleled fame, even notoriety, enjoyed by Liszt during his lifetime (eclipsing by far that of all his musical contemporaries), a complete reversal of the “normal” process took place. Everywhere he went Liszt lived out his life in a blaze of publicity. People clamoured for literature about him. And so the biographies came first; the hard evidence turned up later. Most of the energy expended by the modern Liszt researcher has to do with correcting the former in the light of the latter. Liszt himself entertained no illusions about his biographers. They often irritated him, and for good reason; some of them, as we shall discover, had a genuine talent for invention. Occasionally Liszt corrected their work. By the time he had reached old age, however, he was resigned to his fate: the groundwork for that generous supply of misinformation, half-truth, and legend which taints the Liszt literature to this day had already been prepared.

The earliest biography was that of Joseph d’Ortigue (1802–66), whose “Etude biographique” was published in the Gazette Musicale de Paris in 1835, when Liszt, already a European figure, was only twenty-three years old. It was based on materials supplied by Anna Liszt, his mother, and Countess Marie d’Agoult, his first mistress—a combination of sources not likely to inspire confidence.3 Liszt himself was dissatisfied with it, little realizing, when he suggested one or two changes, that it was the harbinger of much worse to come. Six years later, in 1841, Johann Wilhelm Christern (1809–77) came forward with his panegyric Franz Liszts Leben und Wirken. A valuable copy of this rare book, now in the possession of the Library of Congress, Washington, D.C., was corrected and annotated by Liszt himself. His corrections reveal the extent of Christern’s shortcomings, and the remarkable objectivity with which Liszt viewed himself as a biographical topic, a rarely acknowledged aspect of his character. Liszt’s editorial changes, made on interleaved blank pages in pen and ink,4 cover the details of his early childhood, his amours, his religious leanings. These changes are sometimes detrimental even to Liszt himself, and spoil Christern’s idealized image of him. In fact, they are a model of common sense and good taste, and set a standard of decency for his later biographers which, unfortunately, these ladies and gentlemen were disinclined to follow. The very next year, 1842, saw the publication of Franz Liszt by the Berlin critic Ludwig Rellstab (1799–1860). This hastily assembled collection of reviews and newspaper articles was timed to coincide with Liszt’s long-awaited concerts in Berlin, which he gave during the winter of 1841–42. Two years later, in 1844, Gustav Schilling (1803–81) wrote his Franz Liszt: Sein Leben und sein Wirken aus nächster Beschauung. This book, too, was evidently intended to capitalize on Liszt’s successful tours of Europe. Liszt must have read both books, but his reactions are unknown.

Already these early publications establish the model for the later ones. Neither F. J. Fétis, in his Liszt entry in the Biographie universelle des musiciens (1844, 2d ed. 1875), nor Ludwig Nohl, in his Franz Liszt (1882), shows much advance on d’Ortigue’s pioneering effort—not, at any rate, as far as the early part of Liszt’s career is concerned. By 1850, in fact, the hard information about his childhood and early youth had become stubbornly fixed in the literature, and even though much of it is palpably false (for instance, the supposed public embrace by Beethoven during the boy’s 1823 “farewell” recital in Vienna), it is dutifully repeated to this day. These, then, are custom-built biographies, instantly recognizable as such. They take in one another’s paragraphs as friendly neighbours take in one another’s washing: they neither give nor receive any public acknowledgement for such a basic, mutual activity.5

II

The reader already familiar with the broad outlines of Liszt’s life will recall that the early 1840s were years of crisis in his relationship with Countess Marie d’Agoult. This liaison terminated, in fact, in 1844. The full story of that ill-starred romance and its tragic consequences for the lovers themselves, and above all for their three children, will be told in its proper place. What has to be observed here is that Marie was humiliated, and her humiliation quickly turned to hatred. In 1846, after she had adopted her well-known pseudonym “Daniel Stern,” she dipped her pen in vitriol and published her first novel, Nélida (the title of which is an anagram of the name Daniel). This work is a thinly disguised account of Liszt and Madame d’Agoult herself, in which Liszt is depicted as Guermann, a painter who is artistically impotent, and Marie as Nélida, a woman of noble breeding who, despite her selfless devotion to Guermann, is callously abandoned. This autobiographical novel was first published in serial form in 1846 in the Revue Indépendante; it then reappeared almost at once in hardcover.6 Its publication caused Liszt some embarrassment. Not content to insert the blade, Marie twisted the hilt. A second edition of her book appeared in 1866 and did him professional harm in France. But still worse was to follow. In 1869, when Liszt was fifty-eight years old and an abbé of the Roman Catholic Church, a young pupil, Olga Janina, the so-called Cossack Countess, crossed his path. Olga was pathological. She became briefly enamoured of Liszt, who, after trying to shake her off, was a witness to her attempted suicide in his Budapest apartment. Olga finally left the Hungarian capital to avoid deportation by the police.7 These experiences seemed sufficient to justify this twenty-year-old girl’s going into retirement to write her “memoirs,” the first batch of which appeared as an autobiographical novel, Souvenirs d’une cosaque (1874), under the pseudonym “Robert Franz.” Then, lest her readership fail to grasp the facts behind her fiction, she wrote two further novels, “replies” to the first, called Les Amours d’une cosaque par un ami de l’Abbé “X,” and Le Roman du pianiste et de la cosaque (1874–75). For these two literary efforts Olga felt constrained to adopt another pseudonym, “Sylvia Zorelli.” In his brilliant exposé of this troublesome parasite, the Hungarian scholar Dezsö Legány shows that Olga’s real name was not Janina but Zielinska.8 She took the name Janina from her husband, Karel Janina Piasecki, whom she married in her eighteenth year and then abandoned, because it had a better “ring” to it among the aristocratic circles of Central Europe in which she wanted to mix. She was not a Cossack; least of all was she a countess. Whatever pretensions she had to a moneyed background she owed to her father, Ludwik Zielinski, who manufactured boot polish in Lemberg. Everything that Olga tells us about herself in her books is pure fiction, created to obscure her mundane origins. It is truly astonishing that the slander she spread about Liszt, which caused him pain in his old age, is still believed today. The scandal no longer lies in Olga’s books; it lies in the books of those who continue to cite what she said in order to add a dash of colour to what might otherwise be a drab account of Liszt’s final years. We shall have occasion to meet Olga Zielinska-Piasecka again in Volume III of the present biography.

Liszt had now become a dubious figure to the world at large. His close friends, pupils, and acquaintances grieved to see this great artist depicted as a buffoon. They lamented the absence of any serious biographer, someone who would view Liszt’s life with scholarly concern rather than merely help to bury it under a growing mound of literary debris. Liszt’s two great contemporaries Schumann and Chopin, co-founders with him of the Romantic movement in music, had already found outstanding biographers. Joseph Wasielewski’s Robert Schumann had appeared as early as 1858, and Moritz Karasowski’s Life of Chopin followed in 1877. Both are foundation works on their respective composers. And both books, not unnaturally, cast Liszt in a minor supporting role. Liszt was now sixty-six, and approaching the twilight of his life. Where was his biographer? It was at this point that Princess Carolyne von Sayn-Wittgenstein, his second mistress and companion for thirty years, decided to intervene.

III

Whatever Liszt’s later biographers have said against Carolyne, and they have said a great deal, it was never possible for them to charge her with harbouring spite and animosity towards Liszt, a man she loved with fierce and proud possessiveness down to the day of her death. Unlike Marie d’Agoult, Carolyne never turned on Liszt, never publicly maligned and defamed his character. In fact, it was her dearest wish to see that her idol had a lasting monument, a multivolume “authorized” biography written by an independent scholar. The story of how an obscure music teacher named Lina Ramann (1833–1912) took on the awesome task of writing Liszt’s biography makes fascinating reading.9 Until recently it was thought that Ramann was an accomplice of the princess, appointed to carry out her directives. Thanks to the belated publication of Ramann’s Lisztiana (1983), we can see that her original research was far more extensive than anyone had supposed. Through her diary entries, her personal reminiscences of Liszt and Carolyne, and, above all, the biographical questionnaires that she sent to Liszt, we are afforded a rare glimpse into the biographer’s workshop.

Ramann would doubtless have been capable of writing a dispassionate biography if she had been left to get on with it. The German press had warmly praised two of her earlier books;10 and an article on Liszt’s music published before she knew him shows that she was not antipathetic to her subject. But the princess had some old scores to settle. She set out to influence Ramann’s text and attempted to alter it to her advantage. After 1878, the conflict between the two became acute, and Ramann had to fight to retain her integrity. “Do you really think that I am an instrument whose mechanism can be controlled according to the will of the player?” she asked Carolyne. “Can I see only with your eyes, think only your thoughts, feel only your feelings?”11 On one issue, however, Ramann failed to resist the princess: Marie d’Agoult (whom the princess never met but with whom she knew posterity would compare her) was cast in the poorest light. Since Marie died in 1876, shortly before the chapter on her was written, she had no opportunity to defend herself. There is little question that Cosima Wagner was right when she charged that this mendacious attack on her mother was inspired by the princess. Ramann’s Franz Liszt als Künstler und Mensch occupied her for twenty years. Although her style is fulsome, even fawning, it was not unusual for the nineteenth century to idealize its heroes, and it was widely believed that her book had, at last, done justice to its subject.

But in 1933–34 a literary event of capital importance occured. Daniel Ollivier, Liszt’s grandson, published the Correspondance de Liszt et de la Comtesse d’Agoult in two volumes.12 Now, for the first time, we were given the other side of the picture. This publication represented nothing less than the moral rehabilitation of Marie d’Agoult. Throughout Liszt’s long years abroad, especially the period 1838–47, when he was away on concert tours, he had maintained a regular correspondence with Marie. She preserved some five hundred of his letters to her; most of hers to him were destroyed. These letters quickly became an essential tool for all subsequent Liszt research. They are full of lively observations, of great practical interest to the biographer. Liszt’s tours took him all over Europe. With the practised eye of a seasoned traveller, he packed his letters with minute detail. People, places, events—all were brought to life for Marie, who could only share his spectacular successes at a distance. Included in this correspondence were great and moving love letters, in the grand Romantic tradition, and they proved conclusively that far from being the passing diversion Ramann had made her out to be, Marie was at the heart of Liszt’s emotional life for ten years.

Neither the princess nor Ramann could be sure that this remarkable collection of letters still existed when they embarked on their posthumous campaign of denigration against Marie d’Agoult. But they felt reasonably safe. Marie, after all, had silently hugged these letters to herself for thirty-five years or more. Why had she not used them in her bitter quarrels with Liszt? She was surely deterred by a simple reservation: she, in turn, could not be certain that her letters to Liszt had been destroyed, that they might not some day be used against her. The Correspondance posed a mutual threat. The result was a stalemate. Since 1934 the question has often been asked: How far was Liszt implicated in Ramann’s biography? The answer is clearly important to some scholars, since Liszt’s honour appears, to them, to be at stake. This was the chief talking-point of The Man Liszt (1934) by Ernest Newman, the most vocal of Liszt’s critics. Certainly Liszt gave Ramann a number of interviews in the late 1870s; much of the information about his early years, in fact, could have come only from him.13 But there was no suggestion that he was asked even to approve the manuscript before publication. That fact ceases to be astonishing once we remember the context within which the enterprise unfolded. Ramann lived in Nuremberg, Carolyne lived in Rome (she and Liszt had not lived together since 1860, twenty years earlier, and saw little of one another). He was an elderly man. He had been publicly praised and pilloried all his life. He had made at least two attempts conscientiously to correct the work of previous biographers. Enough was enough. Polite lack of interest seems to have been Liszt’s attitude towards his “official” biography. For the rest, a glance at the dates settles two-thirds of the question: the last two volumes were published after Liszt’s death.

[image: ]

A page from Lina Ramann’s biography, with Liszt’s handwritten corrections. (illustration credit fm1.1)

The most incriminating piece of evidence against Liszt is his personal copy of volume 1, now in the Weimar archives, which contains a number of marginal notes in his own handwriting, made sometime after 1880. The chapter on Marie was left untouched. That, say his critics, points to his complicity. Not one of them perceived an alternative, and very human, explanation. Since Liszt knew that this chapter was the work of Carolyne, he faced an almost impossible choice: he could either pick up his pen and expose her, or he could do nothing and risk being exposed himself. He was damned if he did and damned if he didn’t. As his eye roved across those pages it must have paused at one of Carolyne’s sentences: “He was too noble and too proud to abandon a woman at a moment when she had a right to appeal to his heart.” Liszt, we may be sure, savoured the irony of these words to the full.

There are fashions in all things; biography is no exception. Marie d’Agoult is generally perceived today as a “wronged woman.” Is this a definitive picture? Her cri de coeur, uttered only three years after their sensational elopement to Geneva, and enshrined forever in her Mémoires (“Franz had abandoned me for such small motives!”), has haunted Liszt’s biographers for half a century; they have been hard pressed to handle the accusation dispassionately. Ever since the publication of Jacques Vier’s masterly La Comtesse d’Agoult et son temps in six volumes (1955–63), however, it has been clear that the “long-suffering” image of Marie is not entirely truthful and would itself have to be revised. Vier had access to many unpublished archives in France. He toiled for more than fifteen years on his magnum opus and consulted, among other esoteric documents, the hitherto unknown diaries of Charles d’Agoult, the husband whom Marie had in turn abandoned. By the time the first volume of Vier’s biography of Marie appeared, he had already made two extremely useful contributions to the Liszt literature,14 and was therefore well equipped to do his subject justice. The picture that emerges is refreshingly candid. Vier had a great respect for evidence, and he went where it led him; he had no interest in writing a book that would merely please Marie’s admirers. He demonstrated that the frustrations with which Marie was undoubtedly beset after her ten-year liaison with Liszt was finally ended sprang as much from the divisions in her complex make-up as from her association with the famous pianist. She would, in all likelihood, have been a “wronged woman” whoever crossed her path. It is clearly in Liszt’s posthumous interests to incorporate Vier’s scholarly findings into any subsequent biography of the man, since few aspects of his life have been more severely criticized in modern times than his “abandonment” of Madame d’Agoult. If, therefore, the present life of Liszt treats Marie with somewhat less deference than is customary nowadays, that is because the balance of evidence has started to shift away from her, and that fact must inevitably affect the narrative.

IV

Meanwhile, what of Liszt’s other letters? The really important collections had been available to scholars for many years, although it has to be said that this was rarely reflected in the literature. They were mostly published during the period 1893–1918 under the editorship of La Mara (Marie Lipsius, 1837–1927). The chief volumes are


Franz Liszts Briefe (8 vols.), Leipzig, 1893–1905:

vol. 1, Von Paris bis Rom




vol. 2, Von Rom bis ans Ende

vol. 3, Briefe an eine Freundin

vols. 4–7, Briefe an die Fürstin Sayn-Wittgenstein

vol. 8, Neue Folge zu Band I und II




Briefe hervorragender Zeitgenossen an Franz Liszt (3 vols.), Leipzig, 1895–1904

Briefwechsel zwischen Franz Liszt und Carl Alexander, Grossherzog von Sachsen, Leipzig, 1909

Franz Liszts Briefe an seine Mutter, Leipzig, 1918.



La Mara was fifty-six years old when she published the first volume of Liszt’s letters in 1893. By the time she had finished her great task, with the appearance of her last volume in 1918, she was an old lady of eighty-one. Such tireless devotion to Liszt’s cause commands respect. La Mara edited other important collections, too, including Liszt’s correspondence with Wagner and with Hans von Bülow. Altogether she had made at least four thousand letters (either to or from Liszt) available to his biographers by the year 1918. Why were they so rarely consulted? They are source documents of some significance; they illuminate a great personality possessed of a warm generosity of spirit and an enormous range of interests. Liszt’s worldwide connections alone are of perennial fascination.

It must be stressed that, valuable though they are, these are not “critical” editions. La Mara did not scruple to omit a number of letters from the series. She also subjected some of the correspondence to censorship. Perhaps the material to suffer most was the Briefe an eine Freundin, which is known to the world only in its mutilated form. The anonymous Freundin was Agnès Street-Klindworth, who, according to La Mara, became a pupil of Liszt in the 1850s during his tenure at Weimar. La Mara first gained access to these letters through the good offices of Agnès Street’s elder son, George, in 1892, and she appears to have been taken aback by their content. There was evidence that Liszt and Agnès had not only forged a strong emotional bond during the years 1853–55, but had also become lovers, one of their secret trysts being her apartment on the Carlsplatz, less than a mile from the Altenburg, where Liszt now lived with his “official” mistress, Princess von Sayn-Wittgenstein. Liszt confided to Agnès his frustrations over the tug-of-war he was then enduring with Marie d’Agoult over the future of their three children, whom he was about to remove from Paris to Germany, and he allowed himself to make some ambivalent references to his family in unguarded moments. La Mara doubtless thought that she was serving many interests by expurgating all the “sensitive” material these letters contained. After all, Cosima Liszt-Wagner was still alive and would have been sure to protest at this treatment of herself and her father. Marie von Sayn-Wittgenstein, the daughter of the princess, could also have construed these uncensored letters to be a slur on her mother’s memory. Then there was Liszt himself, who had asked Agnès to destroy all his letters (he had consigned hers to the flames) and who would have been deeply perturbed to think that his request had been ignored. By publishing a mutilated version of the letters, however, La Mara cast a shadow over her editorial work in general and created a climate of unease among modern Liszt scholars. Nothing short of a revised edition of her eleven volumes will satisfy the requirements of modern scholarship, a daunting enterprise which has not yet even begun and which is unlikely to be carried out in this century. Until then, the luckless Liszt biographer is well advised to consult the holographs or the Abschriften, which are held in Weimar, and to compare them carefully with La Mara’s published texts.

The reverential attitude which La Mara adopted towards her work is symbolized by her prefaces to these volumes, most of which are signed “La Mara, October 22,” irrespective of the actual year in which they were published. This particular day, of course, was Liszt’s birthday, and La Mara’s editorial work does indeed form a remarkable gift to his memory. La Mara had known Liszt personally. She had met him for the first time in Weimar, in 1856, as an impressionable girl of nineteen, and had been at once ensnared by his powerful personality. In her autobiography,15 written some sixty years later, she still held Liszt in awe, and found a perfect title for her chapter on him, which even her severest critics could not improve upon: “Liszt, My Destiny.” There was, in fact, a touch of absurdity about her particular brand of hero worship, which reached its peak in her volume Liszt und die Frauen (1911). This book contains twenty-six biographies of women whom Liszt is supposed to have esteemed. It bears the dedication “zum 100. Geburtstag Liszts,” surrounded by a decorative border of hearts. Those women who tainted Liszt’s life with scandal (Lola Montez and Olga Janina, for example) have been excluded.

La Mara’s editions of Liszt’s correspondence are misleading in one other respect, albeit a minor one. While the titles are in German, the contents are mainly in French, the language in which Liszt always preferred to communicate. Liszt, in fact, was never at home in the German language. It is true that he was brought up in a German-speaking part of western Hungary, by German-speaking parents, and that German was therefore his mother tongue. But from the age of eleven, after he had moved to Paris, he was educated in French. (The ease with which the young boy made the linguistic transition is borne out by a juvenile letter to Sébastien Erard, which he wrote while on a visit to London when he was twelve years old, and which already shows an idiomatic grasp of the language.16) Thereafter he lost his German; it was only in later life and with difficulty that he recovered its partial use. This is rather surprising when we recall that the mature Liszt spent thirteen years (1848–61) in Weimar. But the facts speak for themselves. Here are a few passages culled from his correspondence covering a period of twenty-two years or more. The italics are Liszt’s.


Excuse the spelling and writing of these lines! You know that I never write German.17

Allow me … to thank you … in French, as this language becomes more and more familiar and easy to me, whereas I am obliged to make an effort to patch up more or less unskillfully my very halting German syntax.18

What do you say to my German scribbling? I would give a lot if I could get it to the point where, little by little, I could prepare my essays for the press in German. It feels to me all the time, however, like finger exercises in syntax.19

Forgive me, that I write to you today in German.20



Examples of his “very halting German syntax” abound. As early as 1833 Liszt had sometimes written letters to Marie d’Agoult in which he temporarily lapsed into faulty German. But it is his letters to his Austrian-born mother that provide the most telling evidence. Here, if anywhere, we would expect Liszt to revert to his mother tongue. Mostly, however, he writes to her in French. These letters to Anna Liszt have never been published in their original language. When La Mara eventually brought out her selection, in 1918, it was in her own German translation, under the aforementioned title Franz Liszts Briefe an seine Mutter.

Liszt’s letters continue to be published in modern times. Two substantial volumes can be mentioned here: Franz Liszt: Briefe aus ungarischen Sammlungen, 1835–8621 (1966) and The Letters of Franz Liszt to Olga von Meyendorff, 1871–8622 (1979). At the time of writing there are six thousand published letters between Liszt and eight hundred correspondents across the world. These are the staggering figures given in Charles Suttoni’s authoritative bibliography23 (1979) of Liszt’s published correspondence. Since many unpublished holographs still lurk in the archives of Paris, Bayreuth, and Weimar, these numbers are bound to be revised upwards with the passing years.24

Another basic source for the modern biographer is Liszt’s Gesammelte Schriften. These six volumes of “collected writings”—books, essays, pamphlets—were gathered together and published during the period 1880–83, that is, within Liszt’s lifetime at the instigation of Princess Carolyne. The earliest essay to appear over Liszt’s signature, “On Future Church Music,” dated from 1834; the latest, “John Field and His Nocturnes,” from 1859. Since these writings were scattered, and since most of them were originally written in French, the task of assembling them and translating them into German was given to Lina Ramann. She failed to find them all, and the Gesammelte Schriften is therefore incomplete.


vol. 1: F. Chopin (1852)

vol. 2 (i): Essays from the “Revue et Gazette Musicale”

On Future Church Music (1834–35)

On the Position of Artists and Their Place in Society (1835)

On Popular Editions of Important Works (1836)

On Meyerbeer’s Les Huguenots (1837)

Thalberg’s Grande Fantaisie, op. 22, and Caprices, opp. 15 and 19 (1837)

To M. Fétis (1837)

R. Schumann’s Piano Compositions, opp. 5, 11, and 14 (1837)

Paganini: A Necrology (1840)




vol. 2 (ii): Letters of a Bachelor of Music (1835–40)



	1–3.
	To George Sand



	4.
	To Adolphe Pictet



	5.
	To Louis de Ronchaud



	6.
	By Lake Como (to Louis de Ronchaud)



	7.
	La Scala (to M. Schlesinger)



	8.
	To Heinrich Heine



	9.
	To Lambert Massart



	10.
	On the Position of Music in Italy (to M. Schlesinger)



	11.
	St. Cecilia (to M. d’Ortigue)



	12.
	To Hector Berlioz






The essays which constitute both parts of volume 2 were later republished in their original French versions by Jean Chantavoine in his important book Pages romantiques (1912). This source is preferable to the Gesammelte Schriften, since Chantavoine went directly to the issues of the Gazette Musicale in which these texts were originally published, and he did not subject them to the editorial changes that mar the German translation. For the most part, the Bachelor of Music letters take the form of a travelogue in which Liszt (and Marie d’Agoult) recorded their impressions of music and musical life in Italy during their “honeymoon” years. Modelled on George Sand’s Lettres d’un voyageur, their primary purpose was to inform Liszt’s friends in France of his activities abroad. Writing in the 1860s, Sainte-Beuve found it incredible that thirty years earlier one carried on one’s life through the columns of a newspaper. “A sheet with five thousand subscribers,” he remarked, “was practically a family of intimates.”


vol. 3 (i): Pages about Dramatic and Stage Works

Gluck’s Orpheus (1854)

Beethoven’s Fidelio (1854)

Weber’s Euryanthe (1854)

On Beethoven’s Music to Egmont (1854)

On Mendelssohn’s Music to A Midsummer Night’s Dream (1854)

Scribe and Meyerbeer’s Robert le diable (1854)

Schubert’s Alfonso und Estrella (1854)

Auber’s La Muette de Portici (1854)

Bellini’s Montecchi e Capuletti (1854)

Boieldieu’s La Dame blanche (1854)

Donizetti’s La favorita (1854)

Pauline Viardot-Garcia (1859)

No Entr’acte Music! (1855)

Mozart: On the Occasion of his Centenary Festival in Vienna (1856)




vol. 3 (ii): Richard Wagner

Tannhäuser and the Song Contest on the Wartburg (1849)

Lohengrin and Its First Performance at Weimar (1850)

Der fliegende Holländer (1854)

Das Rheingold (1855)




vol. 4: From the Annals of Progress

Berlioz and his Harold Symphony (1855)

Robert Schumann (1855)

Clara Schumann (1855)

Robert Franz (1855)

Sobolewski’s Vinvela (1855)

John Field and His Nocturnes (1859)




vol. 5: Incursions: Critical, Polemical, and Topical Essays

On the Goethe Foundation at Weimar (1850)

Weimar’s September Festival in Honour of the Centenary of Carl August’s Birth (1857)

Dornröschen: Genast’s Poem and Raff’s Music (1855)

Marx and His Book The Music of the Nineteenth Century (1855)

Criticism of Criticism: Ulibishev and Serov (1858)

A Letter on Conducting: A Defence (1853)




vol. 6: On the Gypsies and Their Music in Hungary (1859)



Doubt has been cast on the true authorship of these writings.25 Liszt relied on a number of people to get his ideas down on paper, but the ideas are still his. In the 1850s, especially, he had secretaries, transcribers, translators, and researchers virtually at his beck and call. Even if it could be proved that much of his work was “ghosted” (and it cannot), Liszt quite clearly held himself responsible for the results, and the conscientious biographer must become acquainted with their contents. Liszt’s credentials as an author are explained in detail elsewhere in this book.26 The main figure behind the controversy will emerge as this survey unfolds.

V

Clearly, less than half a century after Liszt’s death his biographers had a formidable task on their hands. Simply to master and evaluate the available material was a daunting enterprise. Add to this the interminable flow of “recollections,” “memories,” and “diaries” of his pupils and disciples that came off the printing presses in a flood after 1900 and you have a tangled mass of contradictions through which the modern Liszt scholar picks his way with trepidation. Liszt’s Weimar masterclasses attracted some of the most brilliant young pianists of the day. Rosenthal, Tausig, Bülow, Siloti, Friedheim—the illustrious roll-call reads like a Burke’s Peerage of the realm of pianists—were all pupils of Liszt. There were also many worthless hangers-on, whom Liszt was too soft-hearted to turn away. (Liszt never charged a penny for these classes.) But whoever they were, the quick or the dead, it seemed as if personal contact with Liszt, however slight, was sufficient to stimulate the most recalcitrant pen into activity. Thus, one of the earliest “memoirs” to appear was Anton Strelezki’s27 Personal Recollections of Chats with Liszt (1893), and one of the latest was Arthur Friedheim’s Life and Liszt (1961). In between, there were dozens of other “reminiscences” by Liszt’s pupils, including Siloti’s My Memories of Liszt (1913) and Lamond’s Memoirs (1949), which earnestly disclose such matters as the warmth of Liszt’s handshake or the penetration of his gaze. To be sure, Liszt’s handshake may have been the most memorable event in their lives. That is sufficient commentary on their work. Liszt, we know, was deeply perturbed by the biographical activities of his “disciples” and camp followers. He went through Janka Wohl’s copy of Trifonoff’s “François Liszt”28 (1884) with great care and made scrupulous marginal corrections, puncturing some of Trifonoff’s puffed-up prose with his sharp pen, demolishing one legend after another. Trifonoff at one point has Liszt (by then an abbé in the Roman Catholic Church) suggesting to Marie d’Agoult that they turn Protestant in order to simplify their marriage prospects. Liszt takes up his pen and writes, “No! That is not true.”29 It is easy to understand why Liszt, wearied beyond measure by such falsehoods, was often asked why he never wrote his autobiography. His ironic comment cannot be bettered: “It is enough to have lived such a life as mine.”30

In 1931 Peter Raabe (1872–1945) made the first scholarly attempt to produce order out of chaos and published his two-volume work Franz Liszt: Leben und Schaffen. Many Liszt scholars regard this book as definitive. They admire its calm detachment; Liszt’s biography had never before been unfolded so objectively. Its manner was impeccable; but what of its matter? In fact, it contained a number of flaws, the full extent of which can best be gauged by looking at the fifteen pages of corrigenda prepared by the author’s son, Felix Raabe, who brought out a second edition in 1968. Without in any way wishing to denigrate Peter Raabe’s work, one must say that his biography gave very little evidence that for thirty-four years (1910–44) he was the director of the Liszt Museum in Weimar, and had unrestricted access to its treasures; its thousands of original documents were his to do with as he willed. Yet he used them only in a passive way, to correct the errors of others. The definitive work the world had a right to expect of him, considering his key position, was not forthcoming. Unfortunately, the sources relating to Liszt’s childhood in Hungary and his youth in Paris were unknown to Raabe, and these early periods constitute the weakest sections of his book. Its most valuable feature is the great Catalogue of Works which takes up most of volume 2, and which is still a reliable guide to Liszt’s compositions.31

VI

The year 1936 was a double anniversary: it was both the fiftieth year of Lizst’s death and the one-hundred-and-twenty-fifth year of his birth. A flurry of interest marked the event. Celebrations were mounted across the world, including in Budapest, London, and New York. Papers were read, tributes were made, music was played, lip-service was paid. A remarkable piece of information was disclosed: the complete Liszt bibliography now stood at five thousand titles.32 And yet, as the Hungarian scholar István Csekey wryly observed, despite all the activity nothing happened. All that the scholars really did during that memorial year, with one notable exception, was to rake over the old, by now familiar information in a desperate attempt to find something new to say.33 Csekey himself delivered his pioneering study The Descent and National Identity of Franz Liszt before the Hungarian Academy of Sciences in 1937, and it was published by them that same year. His valuable updated genealogical tables, an indispensable guide, threw new light on Liszt’s family origins.

I mentioned an exception. In the spring and summer of 1936, Emile Haraszti (1885–1958) published his two-part essay “Liszt à Paris” in La Revue Musicale. He followed this up with his “Deux Franciscains: Adam et Franz Liszt” in 1937. A few months later came his “Le Problème Liszt” (Acta Musicologica, December 1937). Within two years, Haraszti had established himself as one of the foremost Liszt scholars of his generation. “Le Problème Liszt” is an important essay, even today. This penetrating study took a hard, critical look at the musicological mess called “Liszt scholarship,” and set about the herculean task of putting the field in order. The cunning mendacity of Ramann is censured, the simple carelessness of Raabe is exposed, and the newspapers and magazines of the day are culled for every scrap of information. Haraszti is quite splendid on matters chronological. Dates, names, and places all come up for review and correction. Hungarian by birth, Haraszti lived much of his life in France. He was by nature a “field worker” and spent his life toiling in the archives of Europe, sparing no effort to search out whatever original documentation on Liszt, however esoteric, he could find. His one-man crusade has put everyone else in his debt. He was lucky; he found cache after cache of documents, some of them (Adam Liszt’s letters to the administrators of the Paris Opéra, for example, located in that building’s archives) of importance to our understanding of Liszt’s early years. One has to deserve one’s luck, and Haraszti deserved his. And yet he has the vice of his virtues. He was rightly proud of his “sceptical” approach to Liszt. Having so drastically modified the received picture of the composer, Haraszti was occasionally carried away by his success, attempting to rob Liszt of creative achievements which were rightfully his. A good example was Liszt’s youthful opera Don Sanche, which Haraszti flatly declared to be by Liszt’s teacher Paer. The evidence is far from conclusive. A more famous example was the doubt Haraszti cast on the authenticity of Liszt’s literary output. “Liszt never wrote anything but his private letters,” Haraszti declared.34 He was convinced that all Liszt’s books and articles (contained in the Gesammelte Schriften) were a fraud. The works of the 1830s, he said, particularly the Lettres d’un bachelier-ès-musique, came from the pen of Marie d’Agoult, while those of the 1850s, including Chopin and Des Bohémiens et leur musique en Hongrie, were written by Princess von Sayn-Wittgenstein. Liszt, in short, merely allowed these ladies to use his name. A careful reading of Haraszti compels us to say that he was forced to extend the evidence in order to reach so extreme a conclusion. It had been known, almost from the beginning, that Liszt sought literary collaboration from his two mistresses. Liszt himself furnished us with circumstantial evidence of that fact. (Incidentally, none of the holographs for the Lettres can be found.) Thus, after the initial success of the first group of Bachelor of Music essays, we find him writing to Marie d’Agoult in Nohant: “When I arrive at Nohant I shall ask you for one or two articles.”35 The essay to George Sand (“Lettre à un poète voyageur”) he even referred to as “ours.” Shortly afterwards he sent Marie the outline of an article about some chamber-music recitals he had recently given with Batta and Urhan. “Here is an outline of the article, which does not have to be too long.… The article ought to be written in my personal name. This is an important matter for me. I am asking you for a real service. Try to let me have it within five or six days so that I can have it printed in the Gazette on Sunday, February 26, and also in Le Monde.”36 By 1839 Liszt was having second thoughts about the wisdom of leaving so much literary responsibility to others. He wrote to Marie from Vienna: “Do not publish anything in the future on my behalf, either in the Gazette or elsewhere.”37 Nonetheless, in 1847 we find Liszt asking Marie to provide a preface for his forthcoming volume of Hungarian Rhapsodies.38 The idea came to nothing for the simple reason that their relationship was now almost ended. In
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Place Alternative Originally  Now in

Name Name in (* = no change)

LIVORNO Leghorn Ialy .

MAFFERSDORF Vratislavice Bohemia Czechoslovakia

MARZ Mircfalva Hungary Austria

MATTERSDORE Nagymarton Hungary Austria

MITAU Jelgava Latvia USSR

NAGYENYED Aiud Hungary  Rumania

NEISSE Nysa Germany Poland

OEDENBURG Sopron Hungary *

OROSZVAR Karlburg, Hungary Czechoslovakia
later Rusovce

PRESSBURG Pozsony, Hungary Czechoslovakia
later Bratislava

RAAB Gyér Hungary *

RAGENDORE Rajka Hungary *

RAIDING Doborjin Hungary Austria

ST. GEORGEN-AM-

LEITHAGEBIRGE Lajtaszentgyorgy Hungary Austria

ST. PETERSBURG Petrograd, Russia USSR
later Leningrad

STANISLAV Ivano-Frankovsk Ukraine USSR

STETTIN Seczecin Germany ~ Poland

TSI Sovetsk Germany USSR

TYRNAVIA Nagyszombat, Hungary  Czechoslovakia
later Trnava

UNTERFRAUENHAID Lok Hungary  Austria

ZIMONY Zemun Hungary  Yugoslavia
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Place Alternative Originally ~ Now in
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AACHEN Aix-la-Chapelle Germany *
BRESLAU Wroclaw Germany ~ Poland
BRUNN Bmo Moravia Czechoslovakia
CHEMNITZ Karl Marx Stadt ~ Germany .
CONSTANTINOPLE Istanbul Turkey *
CZERNOVTSY Czernowitz Austria USSR
DANZIG Gdansk Germany ~ Poland
DEUTSCHKREUTZ Németkereszear Hungary Austria
EDELSTHAL Nemesvolgy Hungary Austria
EISENSTADT Kismarton Hungary  Austria
ELISABETGRAD Kirovograd Ukraine USSR
EsTERIAZA Fertdd Hungary N
sz Osijek Hungary Yugoslavia
FORCHTENAU Frakno Hungary Austria
FUNFKIRCHEN Pécs Hungary *
GLOGAY Glogow Germany ~ Poland
GRAN Esztergom Hungary *
HERMANNSTADT Nagyszeben Hungary Rumania
later Sibiu
KITTSEE Képesény Hungary Austria
KLAUSENBURG Kolozsvar, Hungary Rumania
Later Cluj
KONIGSBERG Kaliningrad Germany USSR
LACKENBACH Lakompak Hungary  Austria
LEMBERG Lvov Austria USSR

LIEGNITZ Legnica Germany  Poland
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FRANZ LISZT
VOLUME ONE

THE VIRTUOSO YEARS 1811-1847
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