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OHKUBO, Risa: A Study of the Piano Score of “Symphonie Fantastique” by Franz

Abstract:

Liszt: Liszt’s Transcription Techniques from a Performer’s Perspective
(Dissertation: Doctor of Music, Kyoto City University of Arts, 2019.)

This thesis focuses on the piano score of “Symphonie Fantastique” by Hector
Berlioz (1803-1869), as transcribed by Franz Liszt (1811-1886). It is an
attempt to clarify the uniqueness of this piano score from the perspective of a
performer, and to shed new light on the transcription techniques of Liszt.

The thesis consists of four chapters.

Chapter 1 gives an overview of Liszt’s life as a transcriber.

Chapter 2 focuses on the three terms involved in the process of
transcription that Liszt used often: “Arrangement,” “Transcription,” and
“Piano Score.” I reconsider these concepts by reading Liszt’s letters, as well as
music dictionaries of the 19th century. In previous Liszt studies, Alan

Walker’'s theory that both strict “Transcription” and free “Paraphrase”
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co-existed within the general concept of “Arrangement” has been widely
accepted. However, I point out that Liszt himself seems to have used the term
“Transcription” in a fairly broad sense. In addition, I reaffirm that the term
“Piano Score” that Liszt proposed should be clearly distinguished from the
“Clavier-Auszug” that was popular in the 19th century.

Chapter 3 reviews the reception history of Berlioz's “Symphonie
Fantastique” and Liszt's arrangement of the work based on historical
materials. This chapter also explains the publishing process of Liszt’s
transcription score.

Chapter 4 highlights the uniqueness of Liszt's transcription techniques by
comparing his piano score with Berlioz's manuscript from a pianist’s point of
view. Berlioz had a strong conviction on the orchestration of his works; Liszt
made various expression markings throughout the score; to lead the
performer’s attention and tried to recreate the “Berliozian” sound.

In addition, Chapter 4 analyzes his piano score from the following five
perspectives: general ideas for “reproducing” the orchestral sound of the
original music; considerations regarding the sonority of the piece; pianistic
effects using virtuosic techniques; dealing with hand/arm difficulties during
the performance; and musical interpretations by Liszt. His basic attitude
toward the piano score was to treat the original music as a “sacred text” and
transcribe it strictly. Nevertheless he also sought realistic solutions for the
sake of “performance possibility” on the piano. This chapter reveals that Liszt
tried to reproduce the acoustic characteristics of orchestral sound as much as
possible, while dealing with fingering problems that must be considered for
the pianist, sometimes inserting his own “new” musical ideas in the process.

Furthermore, this chapter develops performance guidelines based on my
own knowledge as a pianist, by using Schumann’s review of the piano score as
a clue.

Performers of this work should take an attitude of pursuing the musical
characteristics of the orchestral music, such as the richness of the color of the
orchestral sound, the division of each voice, and the depth of sound, in the
piano performance. To achieve this, they may need to look for various touches
and pedaling choices, and sometimes to even exert some freedom in

interpreting the score. Exploring countless possibilities on the piano; and
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overcoming many difficulties of this piano score; opens up new possibilities
for piano performance.

In conclusion, the piano score of “Symphonie Fantastique” is a work that
encourages pianists to explore countless new possibilities of expression for
piano performance. It can also be regarded as a valuable historical material
because this is the only surviving evidence of the early version of Berlioz's

“Symphonie Fantastique.”
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