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ABSTRACT 
 
 

This document provides a resource for Franz Liszt’s unfamiliar piano work, the 

Grosses Konzertsolo and his subsequent rearrangement of the work for two pianos 

entitled Concerto pathétique. The Introduction places the work in its historical context as 

a precursor to the great Sonata in B minor and discusses possible reasons for its various 

revisions. Chapter One details Liszt’s productive years from 1849-1853 in Weimar and 

selected keyboard works from this period which are closely related to the Grosses 

Konzertsolo. Chapter Two provides information on Liszt’s first published piano works 

and his experiments with form, as well as a comparison of the Grosses Konzertsolo with 

the Sonata in B minor, in terms of motivic and thematic development. Technical issues 

and obstacles to performance are also addressed. Chapter Three compares the Concerto 

pathétique with the Grosses Konzertsolo showing how Liszt’s rearrangement becomes 

more practical as well as effective. Chapter Four discusses Hans von Bülow’s version of 

the Concerto pathétique and includes a brief biography.  
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INTRODUCTION 

Liszt's Grosses Konzertsolo, when mentioned at all, is usually cited in connection 

with the great Sonata in B minor (Winklhofer, 1853), written two to four years later.  

However, the earlier work is rarely performed, perhaps because of the great technical 

demands on the performer. Whatever the reason, the Grosses Konzertsolo endured a 

number of resettings and rearrangements. Liszt himself recast the work for two pianos 

with an added slow movement, re-titling it Concerto pathétique. In Liszt, Composer, and 

his Piano Works, Herbert Westerby mentions Liszt’s recasting of the work as well as 

other composers’ rearrangements and resettings of the work: 

Originally written as a piano solo for a competition at the Paris Conservatoire, it 
appeared as re-cast for two pianos, requiring two virtuosi, and with an added slow 
movement. In this form it was not quite a success. It has been arranged by 
Burmeister for a piano solo and an orchestra—necessarily making some 
alterations and additions. In this form it was played at the London Promenade 
Concert in 1907. It is also published as a grand Solo de Concert in E minor 
(“Grosses Konzertsolo”), (B. and H.), which in Weitzmann is ranked with the 
sonata. An orchestral arrangement was made also by Ed. Reuss, and Liszt, writing 
Breitkopf in November, 1885, says: “Although your firm is already saddled with 
two editions of my ‘Concerto Pathetique,’ I recommend to you most particularly 
the excellent orchestral arrangement of the same piece to which I have added 
some bars for competition, which should also be included in the possible (?) later 
piano editions.1   

 
      Finally Hans von Bülow, a close associate of Liszt, produced yet another 

rearranged edition of the Concerto pathétique.2    

      Why did Liszt arrange this work for two pianos? Certainly the Grosses 

Konzertsolo presented problems from the very beginning. Ben Arnold’s book The Liszt 

                                                
1 Herbert Westerby, Liszt, Composer, and His Piano Works. (Westport, Conn.: Greenwood Press, 1970), 
217-218. 
2 Hans von Bülow, ed. Concerto pathétique. (Leipzig: Breitkopf & Härtel, 1884). 
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Companion alludes to the technical requirements which possibly discouraged pianists 

from attempting to perform the work:     

Liszt composed his Grosses Konzertsolo ( S 176) between 1849 and 1850 and 
dedicated it to his friend Adolf Henselt (1814-1889), the noted pianist and 
composer. Henselt evidently was unable to learn the work because of its 
difficulties, and Carl Tausig (1841-1871) in turn, became the first ever to play it.3 

 
     In this study I propose to compare the original Grosses Konzertsolo with Liszt’s 

arrangement for two pianos. I will also draw comparisons to the later Hans von Bülow 

transcription. After tracing the history of the piece in the context of Liszt’s Weimar years 

(between 1848 and 1861), I will analyze Liszt’s pianistic writing (e.g., his octave 

passages, long trills, and virtuoso passagework), his musical style, and his treatment of 

form. In doing so, I hope to promote two of Franz Liszt’s less familiar works, so that the 

Grosses Konzertsolo and the Concerto pathétique can someday become part of the 

mainstream repertoire.  

      Franz Liszt (1811-1886), born in Raiding (Doborjàn), Hungary and died in 

Bayreuth, Germany, was a Hungarian composer, pianist and teacher. He was widely 

known as one of the greatest virtuoso pianists of the 19th century. Liszt developed the 

technique of thematic transformation and invented the symphonic poem. Possessing a 

broad knowledge of the music of other composers, Liszt transcribed their masterworks 

for piano, performing them in recitals throughout Europe, and therefore, in the days 

before recordings, bringing these works to the attention of the many people with limited 

access to various kinds of music. Because of his great respect for his precursors, Liszt 

                                                
3 Ben Arnold, ed. The Liszt Companion. (Westport, CT: London : Greenwood Press, 2002), 111. 
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also played a role in the conservation and promotion of works of Beethoven, Bach, 

Schubert, Handel and Weber, favoring Beethoven above all.   

Liszt’s numerous works include many piano pieces, both familiar and unfamiliar 

to the general public as well as to musicians including pianists. The Grosses Konzertsolo 

is notable among Liszt’s forgotten works. This one-movement piece was composed 

between 1849 and 1850 for the competition at the Paris Conservatory. It was dedicated to 

Adolf Henselt (1814-1889), noted pianist and Liszt’s friend, but because of its extreme 

difficulty, Henselt never performed it. Instead, Carl Tausig eventually gave the premiere. 

The technical challenges posed by the work might be one of the principal reasons that 

discourage pianists from attempting it. Another likely reason is the wealth of other great 

works for the piano written by Liszt. In the case of the Grosses Konzertsolo, the Sonata 

in B Minor, composed in 1853 and also in one-movement, immediately overshadowed it, 

ultimately emerging as one of the monumental piano works of the 19th century. As one of 

the standard works in the repertoire of the Romantic era, this work is performed on a 

regular basis throughout the world and is available on several hundred recordings. On the 

other hand, the Grosses Konzertsolo is rarely performed in the concert hall and there are 

very few recordings available. Ironically, there a number of similarities between the two 

major work. For instance, 1) both works are in one-movement sonata or expanded sonata 

form; 2) both works employ similar terminology such as Allegro energico, Andante 

sostenuto and Grandioso; 3) both were written during Liszt’s Weimar years (1848-1861); 

4) both works are technically demanding, with similar requirements; and 5) both works 

are in minor keys. 
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In the opinion of this writer, the Grosses Konzertsolo also shares characteristics 

with several of the composer’s other important works such as the Dante Sonata and the  

Vallée d’Obermann, also standard repertoire for pianists. It is hoped that as a result of 

this study the Grosses Konzertsolo might emerge from obscurity to join these better 

known works of Liszt on the concert platform. 
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CHAPTER ONE: HISTORICAL BACKGROUND 

A. Liszt in Weimar (1848-1861) 

Liszt spent the years from 1848 to 1861, some of the most productive years of his 

life, in Weimar. Around the time that the Grosses Konzertsolo was composed, between 

1849 and 1852, Liszt was working on numerous works: “Dante Sonata”(revised 1849), 

Piano Concerto in A (revised 1849), Piano Concerto in E@ (revised 1849), Liebesträume 

(1843-1850), Consolations (1844-1850), Etudes d’exécution transcendante (except no.4) 

(1851), Grandes études de Paganini (1851), Funérailles (1849), and the orchestral 

arrangement of Mazeppa (1851) to name but a few. Against this backdrop of industry, 

Liszt found time to come to the aid of another giant of the Romantic era. The composer, 

Richard Wagner was an important figure in the revolution that had broken out in Dresden 

in May of the same year. He had inevitably become the target of the police and found 

himself in a dangerous situation. Fortunately, Liszt helped Wagner, by then a political 

refugee, by hiding him from the Dresden authorities so that Wagner could flee to 

Switzerland safely. The following letter to Belloni, Liszt’s former manager and secretary, 

shows how much Liszt was concerned about his old friend and tried to save him from his 

predicament: 

“Dear Bell,4 

Richard Wagner (the Dresden Kapellmeister) has been here since yesterday. He is 
a man of wonderful genius, a genius he even puts into practice, and he is 
evidently destined to create for himself a new and glorious path in art. The latest 

                                                
4 Walker, Alan. Franz Liszt. 2 vols. (New York: Cornell University Press, 1989), 114. 
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events in Dresden have forced him to an important decision, in the 
accomplishment of which I intend to help him with all my might. 

After talking with him at length about it, here is what we have decided to do and 
what must be accomplished. First of all, to present a great, heroic musical work, 
whose score was completed a year ago, in London and in English. [Henry] 
Chorley especially will be very helpful to him in this undertaking. Next, to arrive 
in Paris the following winter and with this success in his pocket make the doors of 
the Opéra open wide for him…. 

It is interesting to note that Wagner also respected Liszt highly, paying this 

moving tribute to the man who rescued him: 

“I was astonished to recognize in [Liszt] my second self: what I had felt when I 
conceived this music, he felt when he performed it; what I had wished to say 
when I wrote down the notes, he said when he made them sound. Through the 
love of this rarest of all friends, and at the moment when I had become a homeless 
man, I won the true… habitation of my art.”5 

After Wagner successfully fled to Switzerland in 1849, he did not return to 

Germany for eleven years. During the period of exile, Liszt promoted Wagner’s music 

extensively. While other musicians were afraid to perform his music in Germany because 

of Wagner’s political views, and others remained scornful of the unfamiliar 

compositional style, Liszt featured Wagner’s Tannhäuser, Lohengrin, and Der fliegende 

Holländer on numerous occasions in Weimar’s modest theatre. Liszt also composed and 

performed piano transcriptions of Wagner’s orchestral overtures and opera preludes on 

performance tours to various cities such as Berlin, Karlsruhe, Düsseldorf, and Leipzig 

which ensured that Wagner’s name was not forgotten. Liszt sent money to his friend and 

later invited him to Weimar. In Liszt, Wagner had a tireless advocate. 

                                                
5 Ibid., 116. 
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Liszt was also in demand as conductor and organizer during this period. In 1849 

Weimar celebrated a very special event, a festival commemorating the hundredth 

anniversary of Goethe’s birth, drawing the attention of all Germany as well as 

neighboring countries. The concert was planned for the date of August 28th. Liszt was 

extremely busy conducting the orchestra and working on his own composition, the 

symphonic poem Tasso, which he finished on the 12th of August. But other problems 

remained: Liszt had to compete with the actors for rehearsal times in the Court theatre, 

and the stress, coupled with the incessant preparations for the Festival, made him ill. A 

doctor prescribed a six-week-watercure at Bad Eilsen, which of course would interfere 

with the celebration. In spite of his exhaustion Liszt, at the request of the Grand Duke of 

Weimar, decided not to postpone his concerts, instead delaying treatment until after the 

Festival in October. Because of Liszt’s sacrifice, the concert was a success, its highlight 

being the final movement of Beethoven’s Symphony No. 9, which features the chorus 

singing the text written by another of Weimar’s literary giants, Schiller. Audiences were 

so moved by the performance that the Weimar Goethe Festival received national 

attention.  

The following year, (1850), Weimar celebrated the one hundred and sixth 

birthday of another favorite son, the theologian, poet, philosopher and musical essayist 

Johann Gottfried von Herder. Once again, Liszt was asked to conduct the orchestra, this 

time on August 24th, the first day of the festival. The concert included the earliest known 

version of Liszt’s symphonic poem Prometheus, especially written for the occasion as an 

overture to excerpts of Herder’s Prometheus Unbound for mixed chorus and orchestra. 
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These works were orchestrated by Raff, one of the members of New German School of 

composers, who “advanced the language of Harmony, they developed new orchestral 

sounds, and they threw out traditional forms and invented new ones.”6  

August 25th marked Herder’s birthday and a fanfare, composed by Liszt, opened 

the ceremony. Herder, who preached at the ‘Church of Saints Peter and Paul’ for twenty-

seven years, was remembered as the man who brought people together as he preached a 

spiritual oneness of feeling. Herder’s birthday concert was held at the Stadtkirche under 

the baton of Liszt; the program was Handel’s “Messiah,” a favorite of Herder’s which he 

translated into German.  

On the 26th, the last day of the festival, Liszt had planned the dress rehearsal of 

Lohengrin at the Theaterplatz but due to a fire near the prison, which was close to the 

Theatre, Liszt was unable to rehearse. Undaunted, he rescheduled the dress rehearsal one 

day before the performance and on August 28th, Lohengrin was successfully performed, 

resulting in a turning-point in the appreciation of Wagner in Germany. Fueled by Liszt’s 

evangelical dedication, Wagner’s music was continuously performed during his exile in 

Zurich.  

Additionally, in 1851, Liszt’s seminal brochure De la foundation-Goethe à 

Weimar was published, drawing the extensive attention of musicians and scholars. Liszt’s 

belief that Goethe was Weimar’s greatest resident spearheaded the founding of the 

Goethe Foundation. Its mission was to commission new masterpieces in Goethe’s name, 

                                                
6 Ibid., 129. 
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and to raise artistic standards everywhere. Wagner was one of the first to receive a copy 

of the brochure and his response to its publication was not positive; in a letter he gave a 

couple of reasons: 

“1. The artist who does not feel within himself an inner urge to create art but 
waits for pecuniary rewards before doing so will never give birth to genuine 
works of art. 

2. If the main activity of the Goethe Foundation was merely to distribute prize-
money for sculpture, painting, poetry, and music, turn and turn about, then it 
would not further the cause of art at all but simply “make it easier for artists to 
find a market for their wares.”7 

In other words, Wagner was insisting that the Goethe Foundation would not 

change artistic reality. Liszt’s reaction to Wagner’s insistence was not positive and he 

recommended that his article to be published in order to stimulate additional debate. 

Wagner’s controversial article appeared in the Neue Zeitschrift on March, 5, 1852. In 

spite of the disagreement between Liszt and Wagner, the founding of the Goethe 

Foundation received national attention. 

B. Liszt’s keyboard writing between 1849 and 1853 

Many of Liszt’s most well known compositions were written in the years 

surrounding 1850. The culmination of this work is the Sonata in B minor and a number of 

these compositions have details in common with the Sonata, and by association, with the 

Grosses Konzertsolo because of the similarities between these two large pieces. The main 

works of this period include: 

Fantasie und Fuge uber den Choral “Ad nos, ad salutarem undam” for organ, 1850 

                                                
7 Ibid., 129. 
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Deuxième Ballade, 1853 

Après une lecture du Dante, Fantasia quasi Sonate, Sketched 1839, rev. 1840, 1849 

Harmonies poétiques et religieuses, no.3, Sketched 1845, rev. 1847-52 

Funérailles, 1849 

Erstes Konzert (Piano Concerto in E@ major), Sketched 1830s; rev. 1849, 1853, 1856 

Zweites Konzert (Piano Concerto in A), 1839; rev. 1849, 1857, 1861 

Fantasie und Fuge uber den Choral “Ad nos, ad salutarem undam” for organ, 1850 

After Liszt retired from concertizing, he began to write music for organ. Of these 

many works, only a few are performed on a regular basis nowadays. Fantasie und Fuge 

uber den Choral “Ad nos, ad salutarem undam” is one of the two organ works generally 

considered to be Liszt’s best. The other work is Preludium und Fuge über das Thema B-

A-C-H. 

The Fantasie und Fuge uber den Choral “Ad nos, ad salutarem undam” is Liszt’s 

first and largest work for organ. It can be compared to the Grosses Konzertsolo, which is 

Liszt’s first big piano solo piece, and to the Sonata in B minor (1853) because of both its 

length and compositional excellence. The theme of the Fantasie und Fuge über den 

Choral “Ad nos, ad salutarem undam” is entirely taken from Le Prophète (The Prophet), 

an opera in five acts by Giacomo Meyerbeer (1791-1864). Le Prophète was first 

produced in Paris in 1849 and is grand opera in every sense...-Giacomo Meyerbeer, and 

the librettist Eugine Scribe (1791-1861) exploiting every possibility for long-winded 

choruses, ballets, and huge crowd scenes. Even though the opera is lacking in depth, Liszt 
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discovered musical material from which he created late in 1850 what may be the most 

complicated organ work of the nineteenth century. 

1. Deuxième Ballade, 1853 

The Deuxième Ballad is dedicated to Prince Eugen Wittgenstein’s brother-in-law 

Count Karl von Leiningen (Charles de Linange). The piece, published in 1854 by 

Kistnerand, was the last issued by Liszt’s preferred publishing house. An examination of 

both Liszt’s handwriting and analysis of existing autographs indicate that the Sonata in B 

minor was written at the same time as the Deuxième Ballad. 

The autograph of the latter work is the only surviving handwritten manuscript 

associated with the Sonata. The following details are given in the modern edition:  

The title, 2me Ballad, appears on the first page, which also serves as a wrapper for 
the entire work. For this cover, which was added at a later date, Liszt used the 
same paper as for the B- minor Sonata. The wrapper also contains a number of 
folksong sketches jotted down by the Hungarian violin virtuoso Ede 
Reményi(1828-98)….8 
 

Also this article mentions that the currently extant autograph is most likely not the 

original version because of Liszt’s habit of changing his works up to the last minute: 

The autograph illustrates Liszt’s penchant for constantly rethinking his musical 
texts even as late as the final stage of publication. The autograph and the first 
edition differ dramatically in certain passages. This implies that a different 
source—either an autograph fair copy or a copyist’s manuscript containing 
handwritten corrections by Liszt himself—must have served as the production 
master for the engraving. This state of affairs is frequently encountered in Liszt’s 
music, where the surviving autograph does not always reveal the final stage of a 
composition. Finally, Liszt may also have made extensive corrections in proof 
during the engraving process.9 

 

                                                
8 Liszt, Franz. Balladen (G. HENLE VERLAG MÜNCHEN, 1996). 
9 Ibid., 5. 
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The Deuxième Ballad was given as a gift by Liszt to Karl Klindworth (1830-

1916), one of his favorite pupils, in Weimar in 1853. Liszt wrote a total of three endings 

for the Deuxième Ballad, only two of which are found in the autograph. Liszt’s original 

version (mm. 301-329a) remained generally unknown until 1992, when James Parakilas 

reproduced it in his monograph on the nineteenth-century ballad. The second ending 

(mm. 301b-337b) appeared in print for the first time in an appendix dedicated to Liszt in 

volume 13 of the periodical Die Musik (1905-6), where it was wrongly identified as “the 

original, previously unpublished conclusion of the Deuxième Ballad in B minor.” 

There is no existing manuscript source for the third ending (mm. 254-316) which ends 

pianississimo. Liszt also uses this unusual idea of a soft ending in his Sonata in B minor, 

perhaps thinking a forte ending impractical. Whatever the reasoning, Liszt’s decision to 

end quietly is an outstanding compositional innovation.10 

2. Après une lecture du Dante, Fantasia quasi Sonate. Sketched 1839, rev. 1840, 1849 

The first version of this work, also known as the Dante Sonata, was completed in 

1839 and the final version finished in 1849. Many pianists have recorded the Dante 

Sonata and it is still performed frequently in concert. It is one of Liszt’s outstanding 

large-scale compositions.  

Après une lecture du Dante refers to Dante’s Commedia, the title itself coming 

from a Victor Hugo poem. This sonata/fantasy paints Hugo’s conflict between the 

diabolical characters of Dante’s Inferno with the religious aspect of his Paradiso. The 

form is innovative, incorporating characteristics of both sonata and fantasy so as to make 

                                                
10 Ibid., 5 
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the sonata term uncertain. The Dante Sonata is one of Liszt’s earliest works to rely 

heavily on the use of the tritone in addition to the perfect fourths and fifths that 

victoriously appear in m. 211.11 

3. Harmonies poétiques et religieuses, no. 3. Sketched 1845, rev. 1847-52 

Harmonies poétiques et religieuses, no. 3, Bénédiction de Dieu dans la solitude, is 

the most popular work of the 1853 set, along with Funérailles. Liszt wrote two versions, 

the first completed in 1847 and the second in 1853. Both are collections, the 1847 version 

comprised of twelve pieces and the 1853 version having ten. The latter is the better 

known of the two and was published by Albert Brussée. Bénédiction de Dieu dans la 

solitude is the lengthiest piece of the collection and is considered to be one of Liszt’s 

most elegant compositions in the cycle.12 

4. Funérailles, 1849 

The monumental Funérailles is intertwined with Hungarian history. On the 6th of 

October, 1849, the Austrian General Haynau executed thirteen generals who fought for 

the cause of Hungarian independence, and also killed the innocent minister Batthyány. 

Liszt begins this elegy with the profound sound of tolling bells before introducing three 

sections. A moving minor lament is followed by a sadly tender major section (m. 56); 

then a quiet fanfare idea over repeated triplet patterns (m. 109) builds naturally to a 

gigantic climax. These three sections will appear again in the recapitulation but in a much 

shorter form. Some commentators believe that Funérailles may also be a tribute to 

Chopin, who also died in October of 1849. Certainly we can see in m. 109 the similarities 

                                                
11 Arnold, Ben, ed. The Liszt Companion. (Westport, CT and London, Greenwood Press, 2002), 85. 
12 Ibid., 89-90. 
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between the Funérailles and Chopin’s A@ Polonaise, with the repetitive octave patterns in 

the left hand.13 

5. Erstes Konzert. (Piano Concerto in E@) Sketched 1830s; rev. 1849, 1853, 1856 

According to Derek Watson, the Concerto No. 1 was published in its final form in 

1857. Liszt did not publish any sort of concerto-type works until the 1850s, a few years 

after finishing his career as a touring virtuoso. This E@ major concerto is composed in a 

continuous one movement form and displays traits common to both sonata and variation 

forms.14 

According to Jay Rosenblatt’s article from The Liszt Companion, the concerto No. 

1 can be grouped with the Grande fantaisie symphonique on themes from Berlioz’s Lélio, 

De profundis, and the piece known as Malédiction in that musical factors such as 

rhythmic motive unify these works.15 

6. Zweites Konzert. (Piano Concerto in A) 1839; rev. 1849, 1857, 1861 

According to Derek Watson, The Concerto No. 2 was published in its final form 

in 1863. It also is in a continuous one-movement form and like the first concerto, this 

work falls into the category of both sonata and variation forms.16 

According to Jay Rosenblatt’s research, Liszt wrote seventeen works for piano 

and orchestra. However, these works were rarely performed during Liszt’s performance 

career and out of seventeen, only seven were published. But there is significant evidence 

                                                
13 Watson, Derek. Liszt. (London: J. M. Dent & Sons Ltd., 1986), 237-238. 
14 Ibid., 258. 
15 Arnold, Ben, ed. The Liszt Companion. (Westport, CT and London, Greenwood Press, 2002), 281-282. 
16 Ibid, 258. 
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indicating the importance of these concertos, which Liszt spent more time (1825-1885) 

composing and revising than was spent on his solo works.17 

 

                                                
17 Ibid., 281. 
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CHAPTER TWO: THE GROSSES KONZERTSOLO (1849-1851) AND FRANZ LISZT 
(1811-1886) 

 

A. The Grosses Konzertsolo 

Liszt did not start composing piano works in sonata form. His first published 

piano composition was a Waltz variation on a theme by Diabelli, composed in 1822 and 

published as Variation No. 24 in Vaterlandische Künstlerverein in 1824. The variation 

was requested by Diabelli, who asked a number of composers in Vienna to each compose 

a variation based on his original theme. Liszt’s opus 1 however, is the Eight Variations 

on an Original Theme, written in 1824. He followed this with Impromptu on Themes of 

Rossini and Spontini, written in the same year, which has a similar type of beginning as 

the earlier piece. Liszt would later incorporate the first few bars of the Impromptu into the 

Transcendental Etude Eroica. The Impromptu is interesting because elements of sonata 

form appear: the two themes of Rossini serve as both exposition and recapitulation. The 

two themes of Spontini conceivably comprise a development. In short, these themes 

function as the various parts of a Sonata. Following the Impromptu on Themes of Rossini 

and Spontini was Liszt’s first published work in sonata form, Allegro di Bravura. By 

1825, Liszt had already written three solo piano sonatas, unfortunately all lost. In 1826, 

his important set, Douze Grandes Etudes (later revised as Etudes d’exécution 

transcendante) was published; it is interesting that Liszt actually wrote twenty-four 

pieces, yet only twelve were issued. The late 1830s were mostly spent on reworking and 

revising his previous compositions. However, inspired by the memory of an 1831 

performance by the violin virtuoso Paganini, Liszt embarked on another set of etudes 
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between 1839 and 1840. The resulting Paganini Studies were revised later in a similar 

way as the Grand Etudes, and the set was published in 1851.  

Between 1839 and 1847, Liszt undertook a huge performance tour. In his book 

Liszt, Derek Watson describes Liszt’s passion for extensive performing in numerous 

countries.   

In eight years he played extensively in twenty-one modern countries: England, 
Scotland, Ireland, Belgium, Holland, France, Spain, Portugal, Switzerland, 
Austria, Italy, Germany, Luxembourg, Denmark, Hungary, Czechoslovakia, 
Romania, Yugoslavia, Turkey, Poland and Russia. A list of all his concerts would 
be tedious, indeed no one has yet supplied a total for the years, 1839-47, many of 
the sources being obscure. Three examples give an idea of his energy and taxing 
schedule. Throughout the British Isles in mid-winter 1840-41 he gave 45 concerts 
in 31 towns within 67 days and traveled 2,222 miles. (LSJ, VI, 1981, 2, quoting 
John Orlando Parry). The next winter in Berlin, in addition to conducting, he gave 
21 public concerts, played 80 works (50 from memory) and made many other 
private and social appearances within ten weeks. In widely scattered towns 
between Pest and Bucharest he gave 20 concerts from mid-October to the end of 
1846 as well as attending ceremonies and banquets. Difficult terrain, old-
fashioned transport, late nights, frequent recourse to tobacco and alcoholic 
stimulants, and yet also the composition of a significant body of works, add to the 
wonder of the geographical and artistic achievement coldly summarized in the 
above table.18 

 

Liszt began to write solo piano works using sonata/extended forms again in 1849. 

The first one to appear is the Grosses Konzertsolo , followed by Scherzo and March, 

S.177 a piece of about 12 minutes, published in 1851. The monumental Sonata in B 

minor was completed in 1853 along with the Ballade no. 2 in B minor. The set of four 

Mephisto Waltzes was written between 1856 and 1861, with the first, third and fourth 

written in sonata form.                                           

                                                
18 Watson, Derek. Liszt. (London: J. M. Dent & Sons Ltd., 1980), 50. 
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1. Formal Innovation 

         The Grosses Konzertsolo is considered to be a preliminary sketch for the 

Sonata in B minor. Both the Grosses Konzertsolo and Liszt Sonata in B minor were 

written during the Weimar years (1848-61) and share certain similarities, perhaps the 

most significant being that both works are composed in an expanded one-movement 

sonata form. Liszt used this form in the Grosses Konzertsolo two to four years earlier 

than in the Sonata in B minor and employed it in only a few of his other works19. Chopin 

used a remote form of the expanded sonata in his Fantasy in F minor (1841). This is a 

loose sonata form with a slow section which serves as a bridge between the development 

and the recapitulation. It is interesting to note that both the Grosses Konzertsolo and the 

Chopin Fantasy were written for the Paris Conservatory piano competition. In Liszt’s 

original version of the Grosses Konzertsolo, the central slow section was not included; he 

added this later as a development section.                                                 

The transition of the Grosses Konzertsolo (mm. 60-74) resembles that of the 

Sonata in B Minor in mm. 18-24. The agitato marking and the short phrases punctuated 

by rests are found in both works. Moreover, the irregular phrasing is alike. For instance, 

the phrasing in mm. 60-74 of the Grosses Konzertsolo (Example 2.30) is structured as 

4+4+7 (or 4+3) measures, and in mm. 18-24 of the Sonata in B minor (Example 2.31), 

the phrasing is structured as 2+2+3 measures. The latter is a part of the introduction to the 

Sonata in B minor which leads to the Theme B material in m. 25. 

In all examples, the writer’s comments appear in bold, small case italics with 

                                                
19 Searle, Humphrey. The Music of Liszt. (London: Williams & Horgate, 1954), 57-59. 
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parentheses in 13 point typeface while Theme and Motive markings are slightly larger, in 

15 point. Some scores are marked with circles, rectangles, brackets, arrows, etc. 

However, the font size of comments labels may vary, depending on the percentage of 

reduction necessary to accommodate a standard sheet of paper. All score examples 

without the composer’s name are by Franz Liszt. When Liszt’s score examples are 

compared with Von Bülow’s, each composer’s name appears above each score example 

as well as the title of the piece and the measure number. At times, other labels appear, 

such as “Theme” and “Motive”. 

The Coda of the Grosses Konzertsolo begins in m. 351 and uses Theme Two and 

Theme One along with motive ‘Y’ (Example 2.1 – 2.3) 

Example 2.1: Grosses Konzertsolo, fourth occurrence of Theme Two, mm. 351-354  
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Example 2.2: Grosses Konzertsolo Coda. The sixth occurrence of Theme One, mm. 371-

373 
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Example 2.3: Grosses Konzertsolo Motive ‘Y’. m. 374, m. 378 and mm. 384-387 
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After the two pieces have followed so many parallels, it is in the final sections 

that their paths ultimately diverge. In the Sonata in B minor, the Coda begins in m. 673 

with all the themes reappearing. The Sonata’s Coda opens in B minor, but from m. 675 it 

remains in B major. On the other hand, the Grosses Konzertsolo coda both begins and 

ends in E major. While the coda of the Grosses Konzertsolo begins slowly but concludes 

majestically in a fast tempo, the Coda of Sonata in B minor begins Presto and ends softly 

in a very slow tempo, Lento assai. This is a revision of its original fast ending. 

B. A Comparison of the Grosses Konzertsolo and the Sonata in B minor 

Both works use terms Allegro energico, Andante sostenuto, Grandioso, and 

Stretta, but beyond this, there are some thematic similarities between the two pieces and 

within each piece itself. The Theme B seen in mm. 8-13 ( Example 2.4) of the Sonata in 

B minor seems to be drawn from a motive ‘Y’ that appears frequently in the Grosses 

Konzertsolo, for example in mm. 46-49, as shown in the following excerpts.  

Example 2.4: Sonata in B minor, Theme B, mm. 8-13 
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Example 2.5: Grosses Konzertsolo, Motive ‘Y’, mm. 46-49 

 

Each piece features a single fortissimo Grandioso section. The Grandioso section 

in the Sonata begins in m. 105 (Example 2.6). In the Grosses Konzertsolo, the Grandioso 

begins in m. 102 (Example 2.7). The chordal textures of both Grandioso sections 

resemble each other, yet the Grandioso of Grosses Konzertsolo features greater numbers 

of sustained notes. Both Grandioso sections appear in almost the same measure number, 

as well.  
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Example 2.6: Sonata in B minor, Theme D, (Grandioso) mm. 105-113 
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Example 2.7: Grosses Konzertsolo(Grandioso), second occurrence of Theme One, mm. 

102-124. 

 

There are similarities in the treatment of the Andante sostenuto sections of each 

work as well. Each begins in a calm, pastoral mood, with a simple chordal texture, and 

then the tension builds through a theme and variations in the case of the Grosses 

Konzertsolo, and through the development where the theme returns transformed in the 

Sonata in B minor. 

The original conclusion of the Sonata in B minor was similar in character to the 
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ending of the Grosses Konzertsolo which ends fast, fortissimo and brilliantly.20 Both 

works require virtuosity and both evoke sonata form with their multi-movement structure. 

But most importantly, both pieces feature the technique of thematic transformation. The 

Grosses Konzertsolo is comprised of two Themes, as shown in the following two 

examples.   

Example 2.8: Grosses Konzertsolo, Theme One, mm. 30-36 

 

Example 2.9: Grosses Konzertsolo, Theme Two, mm. 145-152 

 

 

     The first (Example 2.8) and third (Example 2.10) occurrences of Theme One are 

rather tranquil and calm, accompanied by harp-like arpeggios.  

 

                                                
20 Arnold, Ben, ed. The Liszt Companion. (Westport, CT and London, Greenwood Press, 2002), 126. 
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Example 2.10: Grosses Konzertsolo, third occurrence of Theme One, mm. 129-134 

 

In contrast, the remaining three appearances of Theme One in m. 235, m. 371 and 

m. 388 are more majestic and brilliant. The first of these is accompanied by perpetual 

triplets in a mixture of double and single notes, and the second combines a fortissimo 

chordal texture with a pianissimo double-note accompaniment with triads and later with 

gigantic block chords.  
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Example 2.11: Grosses Konzertsolo, fourth occurrence of Theme One, mm. 235-238 
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Example 2.12: Grosses Konzertsolo, sixth occurrence of Theme One, mm. 371-374 

 

Example 2.13: Grosses Konzertsolo, seventh occurrence of Theme One, mm. 388-390 

 

There are two more places where Theme One of the Grosses Konzertsolo is 

transformed. The first one occurs in m. 102 (already shown in Example 2.7), which is 

less energetic in nature than the Grandioso in Liszt’s Sonata in B minor (already shown 

in Example 2.6). Here Liszt uses the term vibrato, suggesting that he was inspired by 
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Paganini’s violin technique. 

The second transformation appears in m. 328 (Example 2.14), written on four 

staves instead of two. This section, marked Andante, quasi marcia funebre, might 

possibly be a reference to Chopin’s death in 1849. This section conveys an agonized, 

sorrowful feeling in its softly growling accompaniment.  
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Example 2.14: Grosses Konzertsolo (Andante, quasi Marcia funebre), fifth occurrence of 

Theme One, mm. 328-333 

 

 Theme Two starts in m. 145 (Example 2.15) as a slow section which develops 

into a rather cadenza-like recitative passage in m. 170 (Example 2.16). Upon reaching m. 

200, this slow section becomes wild, with florid figuration punctuating the main notes of 

the melody (Example 2.17).  
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Example 2.15: Grosses Konzertsolo, Theme Two, mm. 145-152 

 

 

Example 2.16: Grosses Konzertsolo, second occurrence of Theme Two, mm. 170-176  
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Example 2.17: Grosses Konzertsolo, third occurrence of Theme Two, mm. 200-203 

 

  

Finally in m. 351, Theme Two returns with a slow song-like melody (Example 

2.18). This time, continuous eighth-note chords keep this section flowing.  

 

Example 2.18: Grosses Konzertsolo, fourth occurrence of Theme Two, mm. 351-354 

 

 

 



 44 

The Sonata in B minor includes five thematic ideas which are identified as 

follows:  

Example 2.19: Sonata in B minor, Theme A, mm. 1-7 

 

 

Example 2.20: Sonata in B minor, Theme B, mm. 8-13 

 

 

Example 2.21: Sonata in B minor, Theme C, mm. 13-17 
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Example 2.22: Sonata in B minor, Theme D, mm. 105-113 

 

 

Example 2.23: Sonata in B minor, Theme E, mm. 331-334 
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Much has been written about Liszt’s use of thematic transformation in this work. 

Compared to the Grosses Konzertsolo, which has fewer themes, Liszt’s use of the 

technique in the Sonata in B minor is far more extensive. A case in point is thematic 

material which appears first at mm. 8-13, Theme B, which resembles the material in mm. 

46-47 of the Grosses Konzertsolo (already shown in Example 2.20 and 2.5).  

In the Sonata in B minor, Liszt presents this material transformed no less than 15 

times in the course of the piece. Theme B, with its octave unisons, is an energetic 

thematic statement and projects an ominous mood.  

       One of the most striking examples occurs in mm. 120-124 as a quiet lone 

melodic figure (Example 2.24). It might be thought of as Theme B1. Then from measure 

125, Theme B becomes tranquil, dreamy and peaceful, which evokes a world of profound 

meditation by using pianissimo dynamics, rhythmic augmentation in the melody, and 

harp-like left hand arpeggios. 
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Example 2.24: Sonata in B minor, fourth occurrence of Theme B, mm. 120-128 

 

Another example appears in mm. 737-743 with Theme B’s original dotted rhythm 

(Example 2.25) but the second chord of the Theme B appears an octave lower. Also the 

note ‘D’ (m. 738) is raised a half step, which changes the key from minor to major 

without ‘G#’. The last note of Theme B is missing in m. 738 and the last three notes of 

Theme B in m. 738 show rhythmic alteration. Moreover, the character is lyrical and 

reflective. 

 

Example 2.25: Sonata in B minor, fifteenth occurrence of Theme B, mm. 737-743 
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Measures 13-17 present Theme C in an aggressive and wicked character (already 

shown in Example 2.21). It will be transformed into a tranquil section in mm. 348-351 

(Example 2.26) and many other places. Here is one of many examples: 

 

Example 2.26: Sonata in B minor, Theme C, mm. 348-351 

 

 

Measures 105-113 present Theme D. This grand section is majestic and evokes 

the image of ‘the big picture’. It retains its greatness throughout the piece (Example 

2.27). 
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Example 2.27: Sonata in b minor, Theme D, mm. 105-113 

 

The Andante Sostenuto (m. 331) presents Theme E (Example 2.28). This section 

is calm and melodious. Later this theme provides a climactic point of the piece with the 

triple forte in mm. 395-397 (Example 2.29).  
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Example 2.28: Sonata in B minor, Theme.E, Andante Sostenuto, mm. 331-334 

 

 

Example 2.29: Sonata in B minor, Theme E, mm. 395-397 

 

        Motive ‘Y’ in mm. 46-47 of the Grosses Konzertsolo resembles Theme B of 

the Sonata in mm. 8-13. Both themes reappear later in each work and evolve (or 

transform) into different shapes with different tempi as previously discussed. However 

there are similarities in the way the transformations occur and how they function. The 

transition section with the finger-twisting passage in mm. 60-74 of Grosses Konzertsolo 

resembles that of mm. 18-31 in the Sonata. (Example 2.30 & 2.31) 
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Example 2.30: Grosses Konzertsolo,Transition, mm. 60-74 
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Example 2.31: Sonata in B minor, Transition, mm. 18-31 

 

The phrasings and use of rests between the phrase lines are similar in each piece  

but the Sonata in B minor’s phrasings require further explanation. Both the Grosses 

Konzertsolo and the Sonata in B minor feature similar variation or transformation 

techniques.  
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Tonal design construction reveals further similarities between the Sonata and the 

Grosses Konzertsolo. As mentioned above, Theme B of the Sonata, mm. 8-10 (Example 

2.32) resembles the Grosses Konzertsolo’s Motive ‘Y’ (Example 2.33).  

 

Example 2.32: Sonata in B minor, Theme B, mm. 8-10 

 

 

Example 2.33: Grosses Konzertsolo, Motive ‘Y’ mm. 46-47 

 

Both pieces have introductory passages with unsettled harmonies which begin 

with unisons. (Examples 2.34 & 2.35).  
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Example 2.34: The beginning of Sonata in B minor, Theme A, mm. 1-7 

 

 

Example 2.35: The beginning of Grosses Konzertsolo mm. 1-5 

 

 

Neither work begins in the tonic. In the Sonata in B minor, it is not until m. 32 

that the tonality first settles into B minor (Example 2.36). 

 

 Example 2.36: Sonata in B minor, mm. 32-33 
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In the Grosses Konzertsolo, E minor is not established until m. 30 (Example 2.37). 

 

Example 2.37: Grosses Konzertsolo, Theme One, mm. 30-32 

 

 

C. The Motivic Development of Grosses Konzertsolo related to Themes and Motives of 
the Sonata in B minor. 

 
 Motive ‘X’ of Grosses Konzertsolo appears immediately from the pick-up to the 

first measure. At the pick-up to m. 16 it reappears with an arpeggio accompaniment, and 

in m. 75 and m. 267, it shows up again with a broken sixth alternating figure in the 

accompaniment (Example 2.38).  

 

Example 2.38: Grosses Konzertsolo, first occurrence of Motive ‘X’ mm. 1, 15 (second), 
pick up to 75 (third) and pick up to 267 (fifth) 
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 57 

The section marked sempre marcatissimo il basso begins in m. 82 presenting 

Motive ‘X’ in the left hand with octaves by sequential repetition (Example 2.39). 

 

Example 2.39: Grosses Konzertsolo, fourth occurrence of Motive ‘X’, mm. 82-88 
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The “Stretta” section begins in m. 282 (beat 3). The Motive is also derived from 

Motive ‘X’, now the basses are in imitative counterpoint. (Example 2.40).  

Example 2.40: Grosses Konzertsolo, sixth occurrence of Motive ‘X’, mm. 282-297 
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Theme B (already shown in Example 2.20) of the Sonata in B minor transforms 

similarly to the way that Motive ‘X’ does in the Grosses Konzertsolo. Motive ‘Y’ of the 

Grosses Konzertsolo first appears in m. 46 with a simple eighth note chordal 

accompaniment; and then with a lyrical, arpeggiated accompaniment in mm. 161-163 

(dolcissimo). This results in a more tender and lovely texture (Example 2.41 & 2.42). 

 

Example 2.41: Grosses Konzertsolo, Motive ‘Y’ mm. 46-47 

 

 

 

Example 2.42: Grosses Konzertsolo, second occurrence of Motive ‘Y’, mm. 161-164 
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Then Motive ‘Y’ (already shown in Example 2.41) appears in the left hand, with a 

double note trill accompaniment in the right hand, in mm. 189-198. This becomes a 

heavenly sound suggesting ultimate happiness (Example 2.43).  

Example 2.43: Grosses Konzertsolo, third occurrence of Motive ‘Y’, mm. 189-193 

  

 Suddenly Motive ‘Y’ is transformed into the faster, dramatic, stormy Allegro 

agitato assai section in m. 218. Sixteenth notes and chords in the right hand provide 

tension that recalls a dramatic operatic moment (Example 2.44). 

 

Example 2.44: Grosses Konzertsolo, fourth occurrence of Motive ‘Y’, mm. 217-221  
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  Motive ‘Y’ (already shown in Example 2.41) of Grosses Konzertsolo appears 

with both hands in unison in mm. 320-326, which is a simple yet dramatic tool, creating 

an ominous moment. This ominous section may foreshadow the following section which 

is marked ‘Funeral March’. The style of texture in mm. 320-326 of the Grosses 

Konzertsolo resembles that of the opening Theme A of the Sonata (already shown in 

Example 2.19) where both are written in unison (Example 2.45). 

 

Example 2.45: Grosses Konzertsolo, fifth occurrence of Motive ‘Y’, mm. 320-326 

 

 

 Motive ‘Y’(already shown in Example 2.41) of Grosses Konzertsolo appears 

over and over in the Coda, m. 374, m. 378, and mm. 384-387, while Theme One is 

superimposed, rhythmically augmented (Example 2.46).  
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Example 2.46: Grosses Konzertsolo, sixth occurrence of Motive ‘Y’, m. 374, m. 378       

and mm. 384-387 
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D. Technical Issues and Obstacles in Performance 

There are many examples of technical obstacles in the Grosses Konzertsolo. The 

first appears as early as mm. 8-9 (Example 2.47). The intervals between the octaves are 

somewhat irregular and the intervallic patterns are inconsistent so that it is difficult to 

play with accuracy especially when the accelerando is observed. 

 

Example 2.47: Grosses Konzertsolo, mm. 8-9 

 

 

The transition (mm. 60-74) is technically complicated. Exceptional technique, use 

of appropriate fingering, and well-controlled hands are needed to execute this furious 

Agitato passage. The thumb should be completely relaxed in order to play the inner voice 

in the right hand (Example 2.48). 
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Example 2.48: Grosses Konzertsolo, Transition, mm. 60-74 

 

In mm. 82-85, the right hand figure combines both melody notes and chords, 

while the left hand introduces a sequential passage. The difficulty of this can be imagined 
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as playing the right hand of Chopin Etude Op.10, No.10 with the fugue passage in the left 

hand. Endurance is required in this passage unless the ‘Ossia’ section is opted for instead. 

In the following passage, it becomes difficult to maintain the loud dynamics where the 

tremolo-like figure appears in mm. 91-94 (Example 2.49).   

Example 2.49: Grosses Konzertsolo, mm. 82-85 and mm. 91-94 

 

Measures 188-198 are filled with 3rds in the right hand, commonly recognized as 

one of the most difficult figures to execute quickly, evenly and smoothly. While not as 

difficult as Chopin’s Etude Op. 25, No. 6 or similar works, practicing the 3rds to achieve 

fluency should not cause the pianist to forget that the left hand should be executed with a 

singing tone (Example 2.50). 
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Example 2.50: Grosses Konzertsolo, mm. 189-193 

  

 Measures 217-221 feature wave-like fast running notes and chords in the right 

hand. This showy passage is extremely hard to execute at such a furious tempo while still 

clearly projecting the melody. Another danger lies in that as it is a dramatic passage, it is 

easy to become excited and play faster than one can handle with control. Starting with a 

controlled tempo is one way to succeed in playing this passage. As well, it is advisable to 

focus on the voicing of melodies and the projection of overall effect. Attention to melodic 

line is essential (Example 2.51). 

Example 2.51: Grosses Konzertsolo, mm. 217-221 
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Many of Liszt’s piano works pose technical difficulties, and the Grosses 

Konzertsolo is no exception. The goal of performing Liszt’s piano works with technical 

perfection while realizing their artistic essence is daunting because of the demanding 

nature of each. Liszt himself, by way of “Ossia” sections, acknowledges that technical 

difficulties may be ameliorated by leaving out some notes without destroying the entire 

work. I would suggest current day performing pianists might consider the possibility of 

writing their own Ossia passages for portions of this demanding work. 

 
 



 68 

CHAPTER THREE: THE CONCERTO PATHETIQUE AND THE GROSSES 
KONZERTSOLO.  

 
A. The Concerto pathétique and the Grosses Konzetsolo 

While no documentation exists which gives Liszt’s exact reasons for the multiple 

versions of the Grosses Konzertsolo, he was known to constantly revise his works. For 

example, Liszt produced three versions of the 12 Transcendental Studies: in 1826 (the 

original), in 1838 (when 24 etudes were announced) and in 1851. Among the 

Transcendental Studies, Mazeppa appears in more versions than the others. There is 

another version dating from 1840 as well as an orchestral version as a symphonic poem. 

There are other instances of Liszt’s penchant for revision. The Sonata in B minor, 

which is often cited in connection with the Grosses Konzertsolo, was originally intended 

to finish loudly; the manuscript shows the familiar quiet ending to be an afterthought. 

The Vallée d’Obermann (from the Swiss book of Années de Pèlerinage) is well known as 

a piano work; Liszt arranged it for piano trio. Liszt’s tendency was to perform the 

original work, and then to revise it over and over until he was satisfied.21 

 At first glance the Grosses Konzertsolo and Concerto pathétique seem to have 

the same formal structure. Overall, the Grosses Konzertsolo has 418 measures and the 

Concerto pathétique has 433 measures. The exposition and the development of the 

Concerto pathétique are the same length as the corresponding sections of the Grosses 

Konzertsolo but the coda of the Concerto pathétique is extended by 18 bars. In other 

                                                
21 Alan Walker (text, bibliography), Maria Eckhardt, Rena Charnin Mueller (work-list), s.v. “Liszt, 
Franz,” The New Grove Dictionary, 2nd ed., 765-768, 785. 
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words, the coda of the Concerto pathétique consists of 85 measures and the Grosses 

Konzertsolo of 67.  

The following charts detail some of the major differences between the Concerto 

pathétique and the Grosses Konzertsolo. Arnold (2002) presents a structural analysis of 

the earlier work based on motives, key centers, dynamics and movement and tempo 

indications. 
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Table 1  

Liszt. Grosses Konzertsolo 

 Measures Motives Key Dynamics Movements/Tem
po indications 

Intro. 1 Mot. w, x Unstable f 1st Movement/ 
Allegro energico 

Exposition[30-144] 

1st Theme Area 30 Th.1 E minor p Patetico, 
accentuato, assai 
il canto 

Transition 46 Mot. Y  f molto rinforz. Ed 
appassionato 

E 
 

74 Mot. w, x  f molto energico e 
marcato 

2nd Theme Area 129 Th. 1a’  pp marcato ed 
espressivo assai 
il canto 

Development[145-234]  2nd Movement 

 145 Th. 2 D@ major p Andante 
sostenuto 

 161 Mot. Y  (p) Dolcissimo 
 170 Th. 2 D@ major (p) molto espressivo 
 189 Mot. Y  p dolce ma 

marcato 
 200 Th. 2 D@ major ff a tempo con 

maesta 
Retransition 217 Mot. Y  (f) Allegro agitato 

assai 

Recapitulation[235-350] 3rd Movement 

1st Theme Area 235 Th. 1’  G major p a tempo, piu 
moderato 

Transition 252 Mot. z    Piu mosso—
agitato 

 266 Mot. w, x   molto energico e 
marcato 

 320 Mot. Y  f Pesante 
2nd Theme Area 328 Th. 1’  E minor P Andante, quasi 

Marcia funebre 

Coda[351-418] 

 351 Th. 2 E major p Sempre cantabile 
 371 Th. 1a, Mot. y E major  ff Tempo giusto, 

moderato 
 388 Th. 1° E major ff Allegro con 

bravura   
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The following analysis of the two piano arrangement parallels his criteria.  

Table 2  

Analysis: Concerto pathétique 

 Measures Motives Key Dynamics Movements/ Tempo 
indications 

Intro. 1 w, x unstable f 1st Movement/ 
Allegro energico 

Exposition[28-142]     

1st Theme Area 
 

28 Th.1 E minor p Patetico, accentuato, 
assai il canto 
Transition 

 44 Y  f molto rinforz. Ed 
appassionato 

 72 w, x  f molto energico e 
marcato 

2nd Theme Area 127 Th. 1a’  pp marcato ed 
espressivo assai il 
canto 

Development[143-23tjy1] 2nd Movement 

 143 Th.2 D@ major p Andante sostenuto 

 159 Y   Dolcissimo 
 168 Th.2 D@ major  molto espressivo 
 187 Y  Dim p dolce ma marcato 
 197 Th. 2 D@ major ff a tempo con maesta 
Retransition 213 Y  (f) Allegro agitato assai 

Recapitulation[232-347] 3rd Movement 

1st Theme area 232 Th. 1’ G major f Piu moderato 
Transition 249 Z   Piu mosso—agitato 
 263 w, x   molto energico e 

marcato 
 317 Y  f Pesante 
2nd Theme Area 325 Th. 1’ E minor p Andante, quasi 

Marcia funebre 

Coda[348-423] 

 348 Th. 2 E major p Sempre cantabile 
 372 Th. 1a, Mot. y   E major ff Tempo giusto, 

moderato 
 393 Th. 1a E major fff Allegro trionfante 
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Some differences are immediately noticeable: The recitative-like passage of the 

Grosses Konzertsolo (mm. 27-28) is changed into the improvisatory passage in the 

Concerto pathétique (m. 27). 

 

Example 3.1a: Grosses Konzertsolo, mm. 27-28 

 

Example 3.1b : Concerto pathétique, m. 27 

 

 

Also, rhythms are slightly altered in some places but the main theme remains the 

same as the solo work. The changes Liszt makes might fall into the following 

classifications.  
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B: Interlocking Octaves for Reinforcement of Sonority and Added Brilliance 

  In the Grosses Konzertsolo, the unison 16th notes in mm. 6-9 create a 

monotonous and thin texture.  

Example 3.2a: Grosses Konzertsolo, mm. 6-9 

 

 

In the Concerto pathétique, the 16th notes are altered to interlocking octaves 

which create a rich sonority and power. 
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Example 3.2b : Concerto pathétique, mm. 6-9    

 

 

  The molto energico e marcato section of the Grosses Konzertsolo (mm. 75-76) 

has a thin texture in the left hand, making it difficult to produce a powerful marcato and 

energetic sound. 

Example 3.3a: Grosses Konzertsolo mm. 75-76 
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On the other hand, the same section of the Concerto pathétique (mm. 73-74) has 

interlocking octaves which makes it easy to produce a powerful sound with articulation. 

 

Example 3.3b : Concerto pathétique, mm. 73-74 

                                  

C. Simplification of difficult passages 

By dividing difficult passages between four hands on two pianos, mm. 187-196, 

and mm. 325-340, for example, these passages become more technically accessible.  

The quasi trillo section of the Grosses Konzertsolo(mm. 189-193) contains long trills in 

3rds, which are challenging to play. 
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Example 3.4a: Grosses Konzertsolo, mm. 189-193 

 

The same section of the Concerto pathétique (mm. 187-196) is changed from a 

one-hand trill to two-hand interlocking trills with added notes which solve the technical 

problem. 

Example 3.4b: Concerto pathétique, mm. 187-196 
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The Andante, quasi Marcia funèbre section of the Grosses Konzertsolo (mm. 328-

343) presents pedaling issues. It would have been almost impossible without the yet-to-be 

invented sostenuto pedal. But here is the dilemma. Using sostenuto pedal may be helpful 

to play this four-stave passage with more clarity but slightly uncontrolled pedaling might 

cause disastrous results such as missing notes or added dissonance. Without using the 

sostenuto pedal it is relatively easy to control pedaling but it may be difficult to control 

the sound between the upper and lower two staves which can easily becomes jumbled. A 

quietly growling sound is necessary in the lower two staves. 
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Example 3.5a: Grosses Konzertsolo, mm. 328-333 
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 The same section of the Concerto pathétique (mm. 325-340) is shared between 

four hands and makes it much easier to perform. 

 

Example 3.5b: Concerto pathétique, mm. 325-328 

 

 

D: Reinforcement of Melodic Ideas with Counterpoint and/or Added Accompaniment 

  The Allegro agitato assai section of the Grosses Konzertsolo (mm. 217-234) is 

dramatic and passionate but the overall texture is thin. 

Example 3.6a: Grosses Konzertsolo, mm. 217-225 
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        In the same section of the Concerto pathétique (mm. 213-230), Liszt doubles 

the melody in the top octave and adds the arpeggio-passage accompaniment which results 

in a much louder and richer sound. 

 

Example 3.6b: Concerto pathétique, mm. 213-217 
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The Allegro con bravura section of the Grosses Konzertsolo (mm. 388-418) is 

big, orchestral and brilliant. 

 

Example 3.7a: Grosses Konzertsolo, mm. 388-390 

 

But in the same section of the Concerto pathétique (mm. 393-423) the marking is 

changed to Allegro trionfante and an octave passage is added with stronger dynamic 

markings (from “ff” to “fff”), which gives it an even more powerful sound. 
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Example 3.7b: Concerto pathétique, mm. 393-394 

 

These modifications show Liszt’s ear for pianistic sonority as well as his thorough 

understanding of piano technique. 
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CHAPTER FOUR: HANS VON BÜLOW AND THE CONCERTO PATHETIQUE 
 

A: Brief Sketch of Hans von Bülow’s Life and his Educational Background 

Among the different versions of Liszt’s Grosses Konzertsolo, Von Bülow’s 

rearrangement of Liszt’s own version for two pianos, also entitled Concerto pathétique, is 

of special interest. A former piano student of Liszt, Von Bülow was born in Dresden in 

1830 and died in Cairo in 1894. He was a pianist, composer and conductor. He had his 

first piano lesson at the age of nine with Friedrich Wieck. His further study continued in 

Dresden with Max Eberwein and also in Leipzig with Plaidy and Hauptmann. 

Von Bülow became Liszt’s pupil in Weimar in 1851, Liszt believing him talented 

enough to become a great pianist. Von Bülow’s recognition as a pianist began to grow 

when he became a Hofkapellmeister in Munich. He married Liszt’s daughter Cosima in 

1857, but the marriage was not successful, Cosima leaving him in 1869. He then married 

the actress Marie Schanzer in 1882 and she became his biographer and the editor of his 

letters.  

In the 1880s, Von Bülow proved himself an intellectual and physically robust 

pianist by playing Beethoven’s last five sonatas in one recital. In 1889, he performed 22 

sonatas in 11 days in New York. According to Richard Strauss, Von Bülow had small 

hands which could barely reach an octave, but without a doubt, he was an accomplished 

pianist. As a composer, he was associated with the New German School but never wrote 

an opera. Von Bülow’s piano works are technically very difficult to play and his 

compositional style reflects Liszt’s bravura style and incorporates some of the techniques 

of thematic transformation. Von Bülow championed Tchaikovsky and Tchaikovsky’s 
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first piano concerto was dedicated to him.  

By the 1890s, Von Bülow had become mentally insecure and he went into a 

private institution in 1893. The following year, he went to Egypt in order to live in a 

warm and dry climate. He passed away in Cairo in 1894. 

B: Alterations to the Original Concerto pathétique 

Von Bülow’s rearrangement of the Concerto pathétique preserves Liszt’s scoring 

for two pianos/four hands. Von Bülow’s version, completed in 1884, was dedicated to 

Mrs. Ingeborg v. Bronsart, who was a pianist. Her first piano teachers were Constantine 

Decker and Nicolaus v. Martinoff. After a while, she continued her study with Adolf 

Henselt and Franz Liszt himself.22  

Both the Concerto pathétique by Liszt and the Concerto pathétique by Von 

Bülow share the same first 363 measures. But Von Bülow inserted a section, including 

new material as well as material from Theme Two, Theme One, and Motive ‘Y’ into his 

version of the Concerto pathétique. This section runs from m. 364 to m. 403. The 

resulting passage flows smoothly, whereas Liszt’s version contains very few notes by 

comparison for several measures, bringing the momentum to a pause before starting into 

his Tempo giusto Moderato section at m. 372, characterized by tremolos.  

       At m. 364, which is 16 measures into the Coda in the Liszt version, Von 

Bülow’s added material effectively transforms this passage into a more passionate 

moment. Again, in mm. 364-371 of Liszt’s Concerto pathétique the sound nearly 

vanishes, whereas Von Bülow’s Concerto pathétique builds the sound with a crescendo. 

                                                
22 Ehrlich, A. Celebrated Pianists of the Past and Present. (Philadelphia: Theodore Presser, 1894), 47-48. 
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Liszt’s version avoids both pianos playing at the same time by having them alternate in 

mm. 364-371. Von Bülow’s version has both pianos playing simultaneously, with 

different melodies and rhythms aligned vertically, thus creating complexity and density.  

The most important difference between these versions in this section might be that 

of function. Liszt’s version establishes a quiet atmosphere but also an ominous effect by 

silence, pauses, and use of tritone sonorities. His student’s work is relatively full of 

continuous lines with crescendos and decrescendos, which keep lively figures flowing. 

Von Bülow’s contribution also incorporates gorgeous melodic lines along with lush 

harmony without eliminating Liszt’s original elements. The overall emotional and 

aesthetic effect is quite different.  



 86 

Example 4.1a: Concerto pathétique by Liszt, mm. 364-375 
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Example 4.1b: Concerto pathétique by Von Bülow, mm. 364-371 

 

  

         Von Bülow transforms mm. 372-379 into an interesting combination of 

materials, using Liszt’s Theme Two in the first piano with added improvisatory fast 

running notes, and Motive ‘Y’ of the Grosses Konzertsolo (mm. 46-47), shown below in 

the second piano for two bars followed by Von Bülow’s own creative ideas. Perhaps the 

intention of Von Bülow’s rearrangement here (mm. 372-379) is to produce maximum 

beauty through brilliant piano technique. It is somewhat overloaded and unnecessarily 

complicated, but perhaps it is his purpose to craft an extreme makeover of Liszt’s (mm. 
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372-384) version, which is filled with pp tremolos and the Motive ‘Y’ in a thin, single 

note texture. In Von Bülow’s version, the combination of theme Two and the Motive ‘Y’ 

of the Grosses Konzertsolo create dramatic tension which compliments the overall effect. 

The trills alternate between the first piano and second piano from mm. 376-379 adding 

brilliance. 
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Example 4.2a: Concerto pathétique by Von Bülow, mm. 372-379 
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Example 4.2b: Concerto pathétique by Franz Liszt, mm. 372-375 

 

 

Measures 380-383 of Von Bülow’s rearrangement contain florid work for both 

pianos. These measures are not fully derived from Liszt’s Grosses Konzertsolo Themes 

but from Motive ‘Y’ with rhythmic diminution. Von Bülow’s creative two-measure 

phrases are played alternately by the first piano and the second piano. In m. 380 the first 

piano moves in unison octaves; the following measure merely features D major octave 

chords. In mm. 380-381 the second piano plays the Liszt Grosses Konzertsolo’s Motive 

‘Y’, disguised by the use of a different rhythm (rhythmic diminution). In contrast to this 

treatment, Liszt’s Concerto pathétique in mm. 380-383 presents figures punctuated by 

emphasized chords with tremolos in the second piano and ascending thirty-second note 

arpeggios followed by eighth note chords in the first piano, the chord being identical.  
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Example 4.3a: Concerto pathétique by Hans von Bülow, mm. 380-383  

 

 

Example 4.3b: Concerto pathétique by Franz Liszt, mm. 380-383 

 

 

Measures 384-403 of the Von Bülow Concerto pathétique present Liszt’s Theme 

One in the first piano and derivations of Motive ‘Y’ of the Grosses Konzertsolo in the 
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second piano. In the first piano, Theme One appears in C# major with a new 

accompaniment pattern in the left hand. M. 387, m. 391, mm. 394-395, and mm. 398-403 

features new figuration in which neither Motives nor Themes from the Grosses 

Konzertsolo appear. In m. 384, the tonal center is C# major. In mm. 384-400, the second 

piano presents new melodic ideas as well as the derivation of Motive ‘Y’ of the Grosses 

Konzertsolo. In mm. 401-403, the second piano is almost identical to that of Liszt’s 

Concerto pathétique of mm. 390-392. In Von Bülow’s Concerto pathétique, the last 

chord of m. 392 in the right hand presents the missing note ‘E’. 

In mm. 384-392 of the Liszt Concerto pathétique, the first piano plays only 

tremolos and the second piano presents Motive ‘Y’ of the Grosses Konzertsolo in 

addition to ascending octaves, octave triplets and chords; the overall effect is very 

operatic and dramatic. 

In Von Bülow’s version there is a puzzle at m. 391. The first piano G# minor 

triads include B$ s, as does the figuration in the right hand of the second piano, but the 

left hand of the second piano features a prominent B#. It is not clear whether Von Bülow 

intended this or made an error, or whether the discrepancy is due to the printer. The same 

puzzle appears at m. 403 in Von Bülow’s version. Here the right hand of the second 

piano features A# octave but the left hand of the second piano shows A without a 

sharp(#). 
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Example 4.4a:  Concerto pathétique by Von Bülow, mm. 384-399 
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Example 4.4b: Concerto pathétique by Franz Liszt, mm. 384-392 

 
 
 

Von Bülow’s decision to make his own arrangement of Liszt’s Concerto 

pathétique may have been due to his perception of sectional weaknesses resulting in the 

kinds of changes described above. Von Bülow, as a student of Liszt, used his knowledge 

and ideas to make these sections more expressive, at least to his taste; thus the entire 

Concerto pathétique was reborn anew. We do not know whether Liszt approved of Von 
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Bülow’s arrangement but presumably, as a proud teacher and former father-in-law, Liszt 

would have taken some pride in Von Bülow’s attention and innovative ideas.  
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SUMMARY AND CONCLUSION 

The original Grosses Konzertsolo and the two versions of the Concerto 

Pathetique discussed herein have not been played as often as Liszt’s best-known works.  

This may be in part due to their technical demands. However, their musical content 

arguably makes these works an important part of the repertoire and deserving of a wider 

audience. 

Derek Watson, in his book on Liszt describes Grosses Konzertsolo as one of 

Liszt’s most important new keyboard works on large scale. 

“It repays study as in both melody and form it anticipates the B minor sonata. 
Indeed a close examination of Liszt’s different procedures in all the one-
movement structures of the early Weimar years is rewarding and revealing. These 
integrated forms had a profound effect on the course of musical history.”23 

 
 

That the piece exists in so many versions may in it be significant, and that Liszt 

was responsible for two of them, the original Grosses Konzertsolo and his Concerto 

pathétique arrangement for two pianos and certainly sanctioned two more. There seems 

to be no record of his disapproval or opposition to the later Von Bülow transcription and 

he actually added bars to the Reuss orchestral arrangements. After tracing the history of 

the original in the context of Liszt’s Weimar years ( between 1848 and 1861), I believe 

that Liszt considered the Grosses Konzertsolo to be as important as his other large scale 

piano works such as his Sonata in B minor, the Dante Sonata, the Scherzo and March and 

the Two Ballades. Certainly as his first large scale solo piano work, the experimental 

nature of the piece is significant, as it foreshadows other large scale works as an extended 

                                                
23 Watson, Derek. The Master Musicians: LISZT. (Oxford University Press, 2000), 106. 



 98 

sonata form in one movement and demonstrates Liszt’s often cited unifying device of 

thematic transformation. Beyond these formal and compositional techniques, the pianistic 

writing in the Grosses Konzertsolo anticipates the Sonata in B minor, as well. 

The Sonata in B minor is universally regarded as a masterwork which has never 

ceased to appeal to audiences. Alan Walker summarizes various interpretations that have 

been proposed as to the program that might be underlying the Sonata in B minor –a Faust 

program, a Paradise Lost program, the Garden of Eden, for example. All deal with an 

issue that was of great concern to many people during the romantic era in the arts: the 

struggle that man has between his higher and lower nature, or between succumbing to 

evil or aspiring to the divine. Lizst’s own life might be taken as an example. Not only 

was this of great concern to the romantics, it is also an issue for humanity at all times. 

And therefore, the tension that the piece suggests between these two sides of human 

nature speaks to everyone.24 

Watson maintains that 

 “Part of the greatness of this seminal work is thus seen in the challenge it 
presents to interpreters—players, scholars and listeners. But greater still is Liszt’s 
art in unfolding such epoch-making sounds from the simplicity of his five basic 
cellular ideas. They have launched an unending quest for an understanding of the 
creative miracle. Without the B minor sonata many subsequent works of music 
might never have come to fruition.”25 (What Watson calls cellular ideas I have 
called Themes herein.) 
 
Cannot the same be said of the Grosses Konzertsolo? In general, both works 

provide the listener with a good deal of aesthetic stimulation. It is possible that an 

                                                
24 Walker, Alan. Franz Liszt The Weimar Years. 1848-1861.Vols.2. (Ithaca, New York: Cornell University 
Press, 1987), 150. 
25 Watson, Derek. The Master Musicians: LISZT. (Oxford University Press, 2000), 242. 
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audience could find the Grosses Konzertsolo more taxing to hear than the Sonata in B 

minor. One reason is that while both pieces feature much showy technical brilliance, the 

contrasting themes in the Grosses Konzertsolo tend to be less lyrical and more 

homophonic, rhythmically halting and broken up with rests. Moreover, there are only two 

themes, compared with the Sonata in B minor’s five themes, which implies a less 

intriguing plot. On the other hand, the Grosses Konzertsolo may be more suitable for the 

attention span of today’s audience, which is arguably shorter than the audience of Liszt’s 

time.  

While no one has proposed a programmatic idea for the Grosses Konzertsolo, 

after extensive study and analysis, I believe that one will soon becomes attracted by its 

brilliant passages, lyrical sections, and operatic moments, just as by Liszt’s more famous 

works. Although the Grosses Konzertsolo is technically demanding for the performer, of 

course most of Liszt’s works are demanding. While the Grosses Konzertsolo does fall 

among the more difficult of these, it is shorter than the Sonata in B minor, and provides a 

number of its aesthetic rewards. My curiosity led me to attempt the Grosses Konzertsolo, 

and after reading through it, I realized that it is possible to play, and began to be fond of it 

more and more. I hope other players will find my suggestions for handling more difficult 

passages to be useful. Perhaps this study will encourage pianists and audiences alike to 

experience the beauty of this significant yet unfamiliar work and in doing so, witness the 

rebirth of a refreshing and worthwhile addition to the repertoire for Liszt’s beloved piano. 
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