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Abstract

This exegesis investigates the pianism of Itai@mman pianist, composeeducator,
scholar, ancconductorFerruccio Busoni (1866924), and how it can reveal insightful and new
LA YAAGAO AYGSNIINBGFGA2ya @GAF | addzRe 2F | aSt Sc
his contemporaries and students, articles onrgolaying by Busoni, an analysis of three works
played by Busoni and an examination of my own performances of those three pieces. Five
O2YLI2aSNAR FSIF{idzZNBR AAIYAFAOLyGf&@ Ay . dza2yAQa Kdz=
and Liszt. His pléyg style and interpretation of works by three of these composers will be analysed
GKNRdzAK Ol asS aiddzRASa 2F / K2LIAY QA t NBf dzRSEAX hLId H
. dza 2y A Qa [ riinorOlg gagh®f thiesé case studies, | draw links Bevy . dzA 2 Y A Q&
performances and my execution of the same works, and how his musical aesthetics informed my
overarching interpretation of the pieces. Finally, the exegesis proposes future avenues of research,
ddzOK & | addzRé 27F ( Kdsarids)ahdyvays tiat rdodlern.pidzas® yah Qa 02 y i S

exploredifferent interpretationsin their own recitals.
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Part B: Exegesis
Chapter 1. Introduction

1.1. Context

Busoni achieved worldwide fame as a concert pianist and was regarded by many of his
contemporaries as the leading exponent of works by Bach and Liszt. His immense fame as a pianist
overshadowed his other musical pursuits, namely his significance as a composer (Beaumont, 1985).
Audiences were amazed by his faultless memory, impeccable technique, and al@litpkiEa sense
of Gothic architecturevithin hisplaying. Additionallythe brillianceof his tone, thewide spectrum
of colours that he could extract from the piano, his ordike richness of sound, and iratad
intellectwerewidelyacclaimedLeichtentritt,1916).Onereviewerin the MusicalCourierexclaimed:

It is practically impossible to speak.ofdzd 2 y A Q&4 &G dzLlJSYyR2dza LIALFYyAayY A

limited terms of ordinary musical phraseology, aradthe veryessencef hisart isso

musicalthat to drift into superlativecomparisonutsideof the strict realmof tone wereto

give the reader a wrong impression of the astonishing man and the marvellous things he

R 2 S@\bon,1911,p. 30)

This is corroborated by critic Alexander BiénY' A G KQ& F NI A Of ST 6 KA OK LINE
was blessed with a robust physique, a commanding presence and a perfect techniqgueSBitnt
1934, p. 113). Another anonymous review in etroit Tribunén 191 n NB @S| £ SR G KS | dzi |
F2N) . dza2yAQa NBUGSYUABS YSY2NER OF LI oAHowr G AS& | YR K
concert, the reviewer wrote that he did not hear a single wrong note (Anon, 1904). In 1906, Lazarae
Ponenelle, the Berlin correspondeiorr the Courier Musicdl RS Of I NBR . dza2yA (2 o6S
O2YLX SGS YFHadSNI 2F (GKS LIALYy2¢és sAGK KAa AyO2YLI N
which were not normally thought possible (Ponenelle, 1906, p. 262). Additionally, Hungarian violinist
CNI CfSadOKQa YSY2ANER NBOSHt GKEG . dza2yA RSEALAASF

GAKFLISR KA& AYOGSNLIINBGFGA2ya | OO2NNRAAES dite2 yKMGI {Fi28\



(Flesch1957/1978 p. 155).

A more detailed review is provided Byench musicologist and critic Jean Chantavoine, who
wrote after hearing one of dza 2rgckaf3 given on 3DJanuary 1909 at the Salle Erard in Paris that
.dzA2yAQa LXFeAy3d gl a a2 tfSASYRIFENE GKFG AG NBRSTA
Busoni had the uncanny ability to transform the piano into a musical palette of iridescent richness.
This was further augmented with his polyphonic touch, which gave him suppleness and power
(Chantavoine, 1909, p. 127). Chantavoine further comments thatyBis@ & G LINRP oA Y 3¢ Ay (S
reflects new discoveries that may even disconcert audiences, but which mostly plunge them in a
flash of light into a new truth at the heart of the work (Chantavoine, 1909, p. 127). Such comments
foreshadow the awarenessthatlBa 2 Yy A Qa LA YAAGA O | LILINRF OK NBOSA @GS
Ly GdzNYyz GKA& dzf GAYFGSte& O2yGNAROGdziSR (2 . dza2y A Q3
presentday.

OnemajorNB | &2y F2NJ . dzZa2y A Qa O2 YL} Nindirdisultloy 2y & YA (
accept his departures from tharinted score. Common words that described iterpretative
FNESR2Ya FTNRBY G(G(KS GSEG 6SNB aglesgl NREZT aSOOSy i NA
form of rhythmic, notational, structural, an@xtural changes. Stuckenschmidt (1970) asserts that
.dza2yAQa LIXlFeéeAy3d RAR fAGGES G2 Ay GKS agsyLl dKe
Fo2@S GKSY 0L cTO0® . dza2yAQa SO2y2YAOLIE Y2@SYSy
to display a more passionate visual engagement with musical works. Although it contributed to his
FIYSR GSOKYyAOIft | OOdzNY Oex . dza2yAQ&a @Aadz € | LILISE N
Gdzy SY2GA2y Lt éd hy GKI G o0l ade®achn@enbnidfvacyal NA Sa & dzC
Paderewski were more critically successful than Busoni in entertaining audiences through their
visualinteractionwith their works (Stuckenschmidt, 1970, §x).

A more serious accusation from critics was levelled at a purpdaigdof emotion and

O2f 2dzNJ Ay . dza Zpedifically LI dz2A WA a2yWBS NLINB G GA2y 2F /
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lack of grace, charm, and singing melody that audiences were accustomed to hearing in
LISNF2NXYI yOSa 2F / K2 L9\ yYFa . WoaRyodmal ORB/@SNG 42 T y2 ya A
admiration for the intellectual qualities of his playing but declared that Busoni failed to emotionally
GY20S¢ GKS ONRGAO 6!'y2ys mMydpps LI 1To0d ¢KA& O2YY
Eva2 i@naz Friedman: Romantic Master Piar§209), in which former Busoni pupil Ignaz
Friedmart himself an internationally renowned interpreter of Chopiaa i I G SR G KIF G . dza 2 y A
touch not only lacked emotion in his playing, but also imposed these quatitienis students with
adverseeffects(p. 60).

A less glowing review by Gaetano Cesari accused Busoni of an emotionless, cerebral, and
sterile musicality. While acknowledging his firate pianistic technique, Cesari found it eclectically
saturated withideas too far removed from conventional interpretations and described his plajing o
BS S (i K 2 HaByfetkiaviesonataascoldandunmoving(Cesari1920,ascited in Couling 2005).Dr
hidd2 bSAGT St Qa OFdziAz2dzat e 2 LI DieBraatvah@1NBodd So 2y
GSNE ¢Sttt KIOS 0SSy NBEFSNNAYy3I (2 . dA2AEASY SNRREY A 3
cultural intellect and not to their feelings. Busoni preferred this interesting uglinesswasenth and
beauty insound,andib SA (T St Qa4 @A Sé6> O2yaiA éxgiriSgfurther &8 1LJS 2 7F
(Neitzel, 1912). These criticisms of Busoni as a pianist who appealed more to the itheltetd the
emotions of the listener persisted throughout his career. However, EngistposerBernard van
Dieren offered an insightful counterargument in his b@dwn Amongst the Deaden:

When he [Busoni] gave his personal, intellectually unfettered interpretation of the old

masterworks, he cleansed them of the layers of grease and wh#th a thousand

GNI RAGAZ2YIfAEZGAQ KIYyRa KIR fST4 2y GKSY® | S

varnishhidingthe freshnesof the originalcolours.Whenthe colour of anold canvass

freed from this disguise, it does not at once pleasewdis. It appears lurid to many people

whose sensibilities have become too tender with protracted gazing on deliquescent shades.
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For their dissolving perceptions all stark forms are reduced to the chaotic sliminess of a snalil

Ay 0 NRYSX. dza 2cif dentitnémrwallBnlerk With Bshpredisgzdelineations of the

music of Bach, Mozart, and Chopin. He reconstructed it in pristine freshness. They had

f SENYSR 2 OFff GKS | OOSLIWGSR AYUSNIINBUFGA2Y A

in fact, all te restrained, simply because ovefined players find themselves so much more

at easein halftints. (Van Dierenl1935,pp. 87-88)

It is unfortunate that Busoni passed away before the electrical age of sound recording.
Nonetheless, he left behind a smhllt significantecordedf S3 Oé ® . dzZ&A2y A Qa SEGH yi
primarily consist of piano rolls and 13 acoustic recordings made in 1922. It is fair to say that these
NEO2ZNRAY3I& RNBG YAESR NBaLlRyasSa TNRY KAausO2yidaSylL
LdzLJA f a2 932y t SGNAZT SEOfIFAYSR (KIG GKS NBO2NRAY S
p. 329)! Gunnar Johansen, a pupil of Petri who heard Busoni on several occasions, remarked that
theFeuxFolletg & G KS 2yf& O2y@AyOAy3d NBO2NRAYy3IP hy (GKS
Chopin were especially misaligned (Johansen, 1979, pp7%6n contrast, an anonymous self
proclaimed pupil of Busoni wrote in the Player Piano Supplement of the FeldBadyissue oThe
Gramophongl K| i GKS NRffta 6SNB | OOdzNI §S NBLINRRdAzOGA2Y &
G§SOKYAljdzS 61 a a2 LISNFSOG GKIFIG 2yS R2Sa y2i4 S@Sy
favourite Prelude No. 24 by Chopin, amd Beethovenian interpretation of it, with its rugged
AN} YRSdAzNJ YR AGNBYy3IiGKed IS O2yOf dzZRSa-1 a8t BNEY AN Be A
here, but great music from start to finish (Anon, 1924).

LG Aa S@OARSY (G (K kylprovokizd 2nyixiue af reldBon MENSR own S 3 |

pupils could not reach a consensus on whether the recordings were a faithful representation of their

1 According to Larry Sitsky, who was a student of Egon Petri, these comments refer to the early
1950s recreation of thepiano rolls. Petri was primarily concerned about balance and clarity of melodic

line.
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GSFOKSNRA LIl e@Ay3dId ¢KAAY O2dzlf SR gA0GK KAA ARAZ2AE
pallid colours (not to be confused with a lack of emotion as critics often declared), would have
factoredA y (i 2 . sdmée@hatdiridishingegacyoverthe courseof the twentieth century.

| 26 SOSNE G(GKNRdAzZAK |y SEI YAVl (A 2nys, thisfexehesia St SO0
will reveal thattheseinterpretationsgive rise to fresh, innovative insights that will greatly benefit
pianists andnusiciansn their daily practiceand performances.
1.2. Literature Review

This review is divided into three sections. Tingt section evaluates the current state of
ly26ft SRIS sAGKAY (KS RA2O2dNBS 2y . dza2yAQa LAL YA

AAED ¢KS 2802yR &¢

(s}

primaryresearchj dzZS& A2y F2NJ 6KAa SESA3
pianism in droader context, citing emergent themes in the discourse of reflexive research. The
third sectionreflectson the extantdiscussionabout creativepracticeasresearchasawhole,
RNI gAy3 fAyla 0SGsSSy . dza2yAQa InéniviewrsdzBs (2 6+ NRa
contemporaryresearchers.
121 . dza2yAQa tAlFyAaAY

L'y S@Fftdzd GA2y 2F GKS fAGSNY GdzNBE F RRNBaaiAy3a .
body of research. Numerous biographies on Busoni were written throughout the twentieth century.
Ofthese, 9 Rg I NR 5SyiQa mdpoo | O02dzyidt A& | NBHdzZ 6fe GKS v
enjoyeda long and fruitful personal relationship with Busoni, and could draw from his own
experiences to enrich the biography. However, the portrayal of Busonidrbtiok may be

YA aNB

—

INBaSyiSRE a Al ¢6la gNRGGSY dzy RSNJ GKS g GG

(s}

gAAKSR (2 LINBaSyd | alyAdArAaSR OSNEAZ2Y 2F KSNJ RSC
offersseveralcommentsabout. dza 2pjanigma
Those who heard Busoni play will remember vividly how his hands under the most

complicated passages of Beethoven or Liszt seemed transformed into washes of pure colour,
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although one could not fail to be aware that every single note was accurately phayked

nothingsmudged oblurred. (Dent,1933,p. 145)

The appendix alsimcludesa list of the repertoire that Busoni performed throughdus
lifetime.

hiGKSNJ 6A23INFLIKASACSNRHzOBE2 5 S 6izA 2 y A(DOEHBMy @ @a A O f
Ded dz& Y I Réyuc@Busonid Mmcpn b0 I | & | dFerfuicirBis@iy Ghomcie bfR (G Q a
Europear(1970), and Gisella Seldén2 (i Refduccio Busoni: Un Prof{th964)? All of these
LJdzo f AOIF GA2y & GNI OSNES aAYACf | NIBusbriidked leraiird, 5 Sy (i Qa
GKNBS g2N] a 27FSN NBB6 aRdithe Oidea: T e Wrks, the WWNMNgs, afidh G & 1 & ¢
the Recording$1986) ErinnY y & Re@u&cidBusoniand HisLegacy(2017a), andNealPeresda
/ 2 a Off tedRecord: Perforing Practices in Romantic PianoPlagng nmH 0O ® { A (a1 &Qa o2
excellent supplementary material through a detailed catalogue of all the known recordings of
Busoni. Moreover, the author expands the discourse on the methodological validity ofrpiéim
academic research. He states that with access toiests grand pianos and care in working on the
machines and perfecting the replay, surprising results may be achieved (Sitsky, 1986, p. 336). In
{AdGaleqQa SeSas gKATfNRPGKE AQSLIINBAAYOE &2 dks ORINRY 2 7
unfounded, it lacks consideration of the quality of the reproducing pianos that played the rolls in the
first place.

CKAA LISNELISOGAGS A& Ol dziPerbodning Musidinghdgi2dlli SR Ay
Recording2004). In chapter two, PhilimentionsBusoni in his account of the history of early
recordings (namelypre-electronicrecordings)andthe reproducingpiano:

The undoubted value of piano rolls is to increase our knowledge of piartistslid not

survive into the period of electrical gramophone recordings. Busoni is perhaps the most

2 It is notable that SeldeGoth herself was a distinguished piano pupil of Busoni.
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AYLERNIIFyG SEFYLE SXGKS LI FOS 2F LAlLYy2 NRffa O;
important, but limited, historical documents, and what they contain dodhot contain
needs to be considered carefully if they are to be evaluated progesity LJallk iy 2
particularly have a way of provoking blind (or rather deaf) faith from the enthusiasts,
answered by a dismissive snort from the sceptical camp. The isuttuch more compix
than these responses suggest, and can be arrived at only by careful listening and accurate
gatheringof evidence. (Phili2004,p. 34)
The considered stances presented by Sitsky and Philip lend credence to the underlying
methodologies of this exegesisexploring piano rolls as a rigorous source of academic research. This
A& TFdzNI KSNJ SELX 20HHe Recard: PeSdxing Prictices inPR@manti@ Biano
Playing(2012) whichexaminespianoperformanceoverthe turn of the twentieth century. Several
of. dza ZrgtardirmsarelistedasexamplesPeresdaCostanotes. dza 2uyicori@dousendencyto
arpeggiate chordand dislocate his hands during key harmonic moments in a piece (Peres da Costa,
2012, p. 50}
OthernotableO2 Y i NRA 6 dzi A 2 y & A y O BuhhSBusoyfi the Gotnpoge8sb)dzY 2 y (i Q:
andFerruccio Busoni: Selected Lettgr887). The former book, as the title suggests, is a study of
.dza2yAQa O2YLRaAdGAZ2ya | yR GKS Saatseftieth-tebtuntdr NI . dzi

YdzZAA O 6. Sl dzy2y iz mohpypZ LI Mmoo ! f iK2dzZ3K GKA& (2YS

(p))

pianoLJt @Ay 3T . Sldzy2yd NRARIKGfe&e adaA3asSada GKIG O02yiN
fantastical writing of numerous pupils adévotees confused more than educated (Beaumont,
1985, p. 306). This statement is in keeping with the large number of reviews fervently admiring

.dza2yAQa LA I @AYy3AT &dzOK GKFG AG 0502YSa RATFTTFAOMZA

S¢KAA A& a42YSHKIG ANRBYAOs 3AAQGSY . dzdhewdlQad osNAGAY3IE Ay
Tempered Clavier Book | (1894), which warn against the dangers of arpeggiation and its subsequent

undermining of the harmony.
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writer. Ferruccio Busoni: Selected Lettét887) is a careful selection and translation of over 400
f SGGSNR oNAGGHISY o6& .dza2yAd ¢KS aStSOiAz2y 2F 02NN
from his beginnings in Trieste to his last years in Berlin. Therearasional pieces of information
GKFG FNB GFry3aSyaalrtte NBtFGSR G2 . dzA2yAQa LAl YAS
t SGNR 2y M@ppGK Wdz & mpnd FyYyR cliK CSoNHzZ NBE mMpmMmO
and an idea of howusoni constructed his recital programs (Beaumont, 1987). Many of these letters
Ffa2 NBOSIE GKS FdziK2NRa SNHzZRAGS ({y2¢6f SR3IS 2F N
Busoni considered a holistic education to be essential to the success dfieatartist.

.dzA2yAQa addRRSYyid w2alY2yR [Sé 2FFSNE |y AYLRI
OGN yatlradAzy 2F  O02ftSOGA2y 2F . dakkyels®aist SG3G§SN&
Wife (1938). The translated letters portray a stigpand everlasting love between Busoni and Gerda
0[] S mMpoyOod {SHSNIE 2F .dza2yArAQa tSGGSNR RSAONRG
LINEINFYd 2F KAa GKSy dzJO2 Y AeFEssedCeMRiNMhdOD&a & [ S& ¢
Paperdd MmcppT O A& | GNIF yat !l GA 2splayihdand pizdoanyisiccHere @y 6 NA
RA&O20SN) . dza2yAQa YIFEAYa 2y GKS ySOS&aal NB LINBNSBJ

LIN} OGAOS KlIoAGad 2KAES y2i adklsQhemfordationf & RA & Odza & A

Qx¢

nonetheless helps reinfordbe view that Busoni was a highly conscientious and analytical pianist.

¢tKS 2yfe 06221 GKIG &2t Steé& T20dza SBusotigs . dza2 y A Q:
Pianist(1964), which was translated amehnotated by Svetlana Belsky in 2010. The volume is
divided into chapters that address his pianistic activities in regions (for example, Finland and
Moscow, 18881894) or specific parts of his technique (one instance is chapterdza 2 y A Qa
interpretations.Textural libertied ® ¢ KS G2YS AGNAR@Sa (2 SyOF LAdzZ | S
of articles, journals, and newspapers are derived primarily from his concerts in Russia. This covers a
YIENNRG aLISOGNYzY 27F . dza 2 Yy A Qae yedkslwgllbefore hd rgachiedkh® S+ NI &

zenith. It is unfortunate that Kogan does not draw upon a wider range of sources to give a more
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O2YLX SGS LAOGAINGE 2F . dza2yAQa LI F&@Ay3d CdzNI KSNY2 N
terminologyt perhaps a necesspcompromise to ensure itsldzo f A OF GA2y ® ¢ KS OF asS &
interpretation ofRigoletto Paraphrase Y R A 1a O2Y LI NRA2Y GAGK ! yyl 9aa
aFYS LIASOS Aa KAIKEE AYF2NXNIOGAODSIT 0 doachtodhdldzLIit & 3
first few pages oRigoletto Paraphrasevith the remaining pages left to conjecture. Despite these
O2y OSSNy asz Y23FyQa ¢2N)] Aa FAEESR gAGK Ylye dzaSTd
composers, as well as certain aspects of his tephai

hiGKSNJ 62214 GKFEG O2y il A-playikgfrEl@dalMar&hdr® y 2y . dzi 2
w2 0 S N&8d@ia Busoni: A BRibliography(1991), which includes eight pages of reviews on
. dza 2 Y A QHarddf DK 2 y dife KGR Rianist4987) contains asuccinct but important
OKI LJGSN) RA&a0OdzaaAy3a . dza2yAQa LAFYAAYD | 26SABSNE A
FLIJSEFNB G2 0SS az2tSteée olaSR 2y . dzA2yAQa mMdpHH NBEO?2
NELINBaSyGlr A2y 2TASdd2YNAENBRIGKNVATRG K OKEY 0 SNB
playinglacks tempo fluctuationéSchonbergl987,p. 367).1 wonderif Schonberdistenedto
. dza 2y A OANBRZNRAY I 2F / K2 Ldngt,Qvhere.shidéieh buRRtS of bpeettan A Y D
rubato are immediately evident in the opening phrases. Lastly, it is a shame that Schonberg does not
FdzZf £ &8 dzy RSNEGI YR . dza2y A Qa NI (A2 yhhjddS ¢FK2SNJI  NBILASS NEKRay
decision to repeat this prelude is a simple but cleasthation of his emphasis on form, and he
would unhesitatinglyalter the structure of anywork if he felt there wasneedto correctit.

After the Golden Age: Romantic Pianism and Piano Perforn{a@06&) by Kenneth Hamilton
is a wellresearched book on thperformative style of pianists in the late nineteenth and early
G6SYUGASGK OSYyGdaNASad ! ONARST OKFLIGISNI 2y . dza2yA C
L F@Ay3ad | y2G3KSNI y2iGSg2 Rarkdaeio BaSR:il M&olrig®087) t A SNE  wl (
which lists concert programs of numerous Busoni performances in the Italian provinces. | also

200G AYSR AYTF2NNIGA2Y 2y . dza2yAQa LXlF&Aay3 o6& SEIY
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.dzA2yAQa addzRRSyda Iy R MFINGAaRYTRENGO MidizOKO 3 &' daT dazRi I /€2
My Years with Busobi m pr p 0 = WI O 2 la Mémloriaria BeNd¢dioyBys@i®25), Philip
WI NY/ IF&I0KIQBUSOG M po H U = . S NI/ DoMERANDBItg yhe BeRdSMEEOFE] Bimitri
a A U NP Lihterbiedvedth BaroldSchonbergd M dop M0 = h@rRigivwithQfredh Q &
YIFIYsAaOKSNI O mpe S NNHZ00 A Weé HF¥iha Da %N DRz BBEME WR KB y 3
the Pianist In Perspectivé m T b0 =  h (TeDdypssezSof/ah KXnk@cin composer: The
autobiography of Otto Luening m oy 1 0 = { T&y@blickiedo dpS ¥ DQA YR 2 At ALY wd
Priest of Music: The Life of Dimitri Mitropou{@895). Other memoirs and biographies, such as
Y I A1 2 NA Naoudd Misi§D932) andi Contra Fa: The Imoralisings of a Machiavellian
Musiciand Mmpn T 0 = [ 2\ezksk: R Laokidglss Bi@@ 972), andurt Weill: An lllustrated
Life(Schebara, 1980/1995), shed light more on Busoni as a composer, philosopher, and mentor than
on hisattributes asa pianist.

Contemporaries of Busoni have provided small pieces of information that contribute to the
2OSNF tf LIAOGAINE 2F KAA& LAlIYyAaYd BUsBraund st Of dzZRS 6 N
Interpretation(1909),Markl | Y 0 2 dgNdEP@Aoto Forte:Thousandand OneNotes(1931) Henry
2 2 2 MR Bifeof Musid Mmcpnc 0 X | IHSBdoB m thbh §z8 X ATheNdemolstoBadl O K Q a
Flesco Mpp TKMPTY 0 BrieffERCSUntdt with FefrudEicFBRstiH70) and John A NR Q &
Percy Graingefl976).] | Yo 2 dzZNH Q& YdzaAy3da 2y . dzi 2 ¢gedcribesN®e LI NJIi A «
fradSNDa G(SOKYyAIldzS GKNRdzZAK (KS f SpianistM@notish & 26y &
that Busoni:

XKIR @SNE YyINNRBg KIFIyRa T2N | todieveyyxayiokeep y R {0 K

them in condition was extraordinagspeciallyas he had not an easy method of playing. It

was amazing that he was able to attain such consummate execution on the piano when he

hadso muchto contendwith. (Hambourg1931,p. 136)

H Y6O2dzZNB f&d2 2FFSNB |y AffdzYAYFdGAYI-Fyli2YAC
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playing that he played from his shoulders rather than the wrists, to create weighty but somewhat
angularsoundeffects(Hambourg,1931,p. 137).

GermanJewish composer Bertd Goldschmidt wrote a brief but insightful article about his
encounter with Busongommenting2 y KA & Ay (0 SNLINB (| GrE#aymapNo.a 2 1 | NI Q3
22,K482. HANB Yl NJ a GKIF G . dza2yAQa NBYRAGAZY dda 020K |
playingwa®©2 YLX SGSt & FNBES 6AGK | OOSt SNIgihao Ay GKS | dzA
(Goldschmidtm pH N K MppPME LId TO D ¢KS | dziK2NJ Ff a2 NBYINJ &
1Ay R @ty ehHIbwedhim to shifteffortlesslyaccordingo the requirementsof the
composition. dzA 2y A Qa KIFyRa ¢2dZ R 0SS Ay GKS alryYS LRaAxdA
him to achieve powerful sonorities without a trace of exertion. He concludes by stating that Busoni
was amemorable fanistic spectacle of power, grace, precision, and elegance (Goldschmidt,
1920/1991, p7).

Noteworthy mentions in other material by prominent contemporaries include references in
The Letters of Arturo Toscan{8002), edited and translated by Harvey Saand Xavier
{ OK I NI SoyntdrandMy Life:Reminiscenceasf a Musician(2007).

Having examined eonsiderabled 2 R& 2F f AGSNJ (0 dzNB LISNIIFAyAy3 i
turn our attention towards the research surrounding reflexivity. On first inspacthis may seem
like a tangential topic that takes focus away from studying Busoni recordings. However, this exegesis
includes a significant reflexive component that documents my creative thought processes in the
selected works played in the PhD recitalad discusses how niyterpretative choices were
informedo @ . dza2y A Q& LALFYAAYD 2A0K2dzi ye@ RSGFIAE SR SE
between theresearch and practice would be tenuous. Thus, the following section will cover the
dearth ofliterature related to reflexivity.
1.2.2 Reflexivity

In chapters 2.3, 3.3, and 4.3ntorporateelements of reflexivity where | investigate my own
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practice andnterpretativedecisions. In chapter five, | describe the ways in which my experiences of
performingthese selected works offer new perspectives in music interpretation. This aspect of
gualitative methodology involves reflexivity; Askeland and Fook (cited in Fiona et al., 2006) define
NEBFt SEAGAGE & &l y | 0A ftandéhe idfilencel® quesBgahaidult@ralzNI 2 6 v
O2y(iSEG& 2y NBAaSINOK:z (GKS (eSS 2F 1yzzeéf SRIAS 4S5 ¢
exegesis incorporates my experience as a pianist within the research itself. Thompson and Pascal
(2012) describe a reflex@vypractice as one that looks back on itseffiuch like a mirrar and self
analyses to ensure that the professional knowledge base is being used to its maximum potential and
that our actions are consistent with the professional value base (p. 319). Thighdadistinction
from reflective practice, which is the form of practice that actively engages our analytical skills and
knowledge base to ensure that our learning does not become mechanical or habitual (Argyris &
Schén, 1974). Reflexivity and reflegtit @ | NB Ay GS3aINI € O02YLRySyida (2 Y
pianismand myown playingn chapters2, 3,4, and 5.

Literature related to autoethnography was also traversed in this review, due to its
incorporation of reflective and reflexiyaractice Arthur Bochner and Carolyn Ellis (2000) define
autoethnographyasd | dzii 2 0 A 2hAtNdiftdisaidbisiexplorethe interplayof the introspective,
personally engaged self with cultural descriptions mediated through langhésjery, and
ethnographicexplanat2 y ¢ o0 LJP TnHO O

51 @A R {\WakgsoRthie ®land: A Rewritten Acco(t®78/2013) offers an early example
of an autoethnographic approach within music research, due to itsefiéfctive perspective. In this
work, Sudnowconcentrated exclusively on his own experience with the piano from the perspective

of a jazz pianist. Although my own pianistic background is classically oriented, | can relate to

O

{dzRy26Qa AYAUGALFf &0dNHA3If Sa (2 pohddssidnsandhB ol 4A 04 2
attempts to codify the various jazounding patterns that his teacher played. In the second chapter,

Sudnow achieves a level of technical proficiency that allows him to aim for particular sounds, or
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gKIFEG KS OFrffta a¥staRHARYRFUSYiDAZgKHNMOT LIP nov® ¢ K
experiences of pianism. | recall many instances during my piano lessons where my interpretation of
a certain piece was primarily focused on notational accuracy and score fidelity. The simple
explanation for this phenomenon is a lackfamiliarity and technical mastery of that work. Over
time and continual practice, however, | felt | was increasingly able to divert my cognitive resources
towards the musicality and the melodic intentionality refaoed by Sudnow. The success of
{dzRy26Qa FoAfAGE G2 S@21S NBO23AyAlGA2Y 2F LI NI € f S
appeal to a wide readership, is derived from his economical andeftdttive style of writing. Such
a practice became knowas emotional/narrative autoethnographic writing (Ellis, 2004). Mine
5 2 € | yDéck 012) eloquently highlights that one of the advantages of this emotional/narrative
I dzG 2 SGKY 23N LIK& a | NBaSkNOK GSOKyYA ljagiectsholik G KI G
the experiences to be conveyed as part of the knowledge itself; this proves to be a desired
methodological feature in researching a highly emotional activity such as live music performance
FNRY G(GKS AyaiARSé¢ 6L nnovo
This notion is further exparedl inCarolyn9 f f ThedE€hAographic I: A Methodological Novel
about Autoethnography2004), and Brydi¢ SA 3K . | NI f SSiMudicy R / I NRPf &y 9f f
AutoethnographiesMaking Autoethnographysing/MakingMusicPersona(2009).Thelatter work is
of particularinterest, as Bartleet and Ellis draw strong connections between the fields of
autoethnography, reflexivity, and music. They recognise the surge afefiekivity that is
invigorating the music industry (Bartleet & Ellis, 2009, p. 6) and the increasinigans of musicians
wishing to convey the personal stories behind their creative experiences (Bartleet & Ellis, 2009, p. 7).
Such a reflexive approach, they argue, is a compelling model for musicians to communicate the
dynamic and highly subjective exparas (Bartleet & Ellis, 2009, p. 9) in their playing. They further
KAIKEAIKEG GKS O2yySOGA2y 0S06SSY YdzZaAO | yR I dzi 2 S

communicate engaging and personal tales through the music and words, which inspire audiences to
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react, reflect, and,jn manycasesNBS O A LINsPataimduStéBartleet& Ellis,2009,p. 8).

lY2y3d GKS y2iFl0fS OKFLWGSNBR Ay . FNIftSSG FyR 9f
Spring in Winter: Some personal reflectianmsNB G dzZNy Ay 3 G2 { OKdzo SNI Qa Oeé Of ¢
the symbioticandharmoniousrelationshipof reflexivityand musicperformanceresearch.

Emmerson provides an insightful discussion of the interpretative issues arising within the first four

0l NA NK¥ AFANIG NI dzY ¢ Wint@ridiBeYnte{sgeiSatran Bidldhapir are comments

about theWerktreuephilosophy (Emmerson, 2009, pp. 109, 111 & 112) and advocacy-for re

evaluating the role of the performer in creative performance. This links effégtivehe broader

discourse on creative performance practice, which is covered in the next section. More important,

K26 SOSNE A& 9YYSNRB2YQa gAffAaydySaa G2 SELX 2NB Yl
which is effectively conveyed through elant, conversational writing. This has the effect of making

his experience relevant and direct. Through the vulnerability and expressiveness of such writing,
Emmerson observes that a conventional, technically robust performance is much less likely to be
sciutinisedthan onethat takesartisticrisksin searchingor new meaning(Emmerson2009,p. 111).

Another reflexive project that raises stimulating interpretational questions is Stephen
9YYSNAE2Y | YR ! y AGunhda RondzNBeBindiha Pefarnsa(@@06). This
O2YLINBKSYyaArAdS LINRP2SOG R20dzySyda RAFFSNBY (G LISNF 2N
the waysin whichthe interactionwith differentinstruments (forexample,a modernpiano
compared to an eighenth-OSy (1 dzNE F2 NI SLIA I y20 OlFy OKFy3dS 2ySQa
course of thepreparationof several performances, and supported by numerous recorded musical
examples, Emmerson experiments with various textural and rhythmic elements inrtde,ravhile
Ay OSNIIFAY AyadlyOSa flo2d2NAy3 20SN) YAONRAO2LIAO
craft and attention to detail is admirable, but more importantly, his engagement with the work is
suggestive of a musical approach that is notiry scorecentred. This approach has similarities to

.dza2yAQa 2¢y FGGAGdzZRS (G2 GKS LINAYGSR a02NB o
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After a critical appraisal dhe discourse on two central components of this exegesis
. dza2YyAQa LIAIFYAAY | YR LX I Olthedhetisdctin develSds theése g A G KA Y Y
conversations in the overarching literature of creative practice as research. The discussion will
SEIFYAYS FNBdzySyida lo2dzi GKS aK26é | yR aoKeég 2F 3
and the propagation of his techniquesrireaningful and insightful ways of approaching pianistic
repertoire.
1.2.3. Creative Practice as Research

The past decade has witnessed a growing body of music literature tieataleiates the
importance of performance in music analysis, and its validityg methodological tool to contribute
new knowledge to the wider literature relating to creative practice as research. Musicologists such
Fda bAOK2fl a / 22| -Baekf20k?,2015)aDayeSLedikidory(Z016y2020),
and John Rink (2012017) raise concerns about how the academic narrative surrounding
performance stifles musical creativity and thinkingBiyond the Score: Music As Performance
(2013) Cook referstothelong G I Y RA Yy 3 & f A (i Sside fralliioir ¢he idadd NRe2 N | y O S
LISNF2NYSN) FIEAGKTFdzAE @ FRKSNAY3I G2 G4KS LINAYyiGESR &aoz
arguesforar@2 y OSLIGA 2y 2F a02NBa (2 0SS Y2NB fA1S aiGKSI
musicology has traditionally understood (orig RS NBE 12 2 R0 G KSYéE¢ 0/ 221X HAM
necessitates a revaluation of the discipline (Cook, 2013, p. 10). In fact, this view of performance
moving beyond the reproduction of the score has its origins in the éadptieth century. In 1922,

German citic Paul Bekker lambasted the idea of:

(7))
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XGKS Y2y aidNRdza LINB A dzy LIG dz2 dza y
note¥ I A GKFdzf NBLINRRAZOGA2YXUGKAAE aKFEY 262S8S00GA0A0
values of personality in favour ohamaginary ideal of objectivity, the mechanisation of the

methods and goals of performing art, the subversion of concepts of quality, the

advancement of mediocrity, the insinuation of artistic immorality and a suspicion of the
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extraordinary .(ascitedin Cook,2005,p. 20)

A more specific but equally effective remark was made by Charles Rosen (200Bianhis
Notes: The World of the Piani®osen humours the reader by joking that pianists will not receive a
jail sentence by playing@eceat the incarect tempo. He aims a thinly veiled barb at a particular
a0K22f 2F | SAGKSGAO0A 6L nov GKIG O2yaARSNAB Al A
countering that we have all heard performances at inauthentic tempos, which turn out to reveal
novel, insightful,or evenbrilliant ways ofplayinga particulampiece(Rosen2002,p. 43).

Moreover, in higMusical Thoughts and Afterthough$991), Austrian pianist Alfred Brendel
asserts thatWerktreueis the philosophy responsible for theseorecentred approaches, and that it
espouses a slavish, rigitsicali KAy 1 Ay 3 6. NBY RSt I ThejQ@hestfor Vdike: Hc 0 & [ ¢
Music, Politics, and the Limits of Philosofit§98) andAn Imaginary Museum of Work2007)
explain her stance orcere-centred approaches and/erktreue.In the former tome, Goehr
acknowledges the dichotomy in the idea of the performance itself, in that adherence to the printed
score is not necessarily the only source of guidance for performers. She presents ahdtiesal t
seemingly in opposition witkVerktreue the emphasis of the performance itself as a social
phenomenon, which rises above the need for realising the notated score (Goehr, 2007, 4332
In An Imaginary Museum of Work&oehr raises further doubtabout scorecentred interpretations
as an akencompassing, monolithic construct that performers should dutifully obey, by opining that
notationalanalysisannotcapturethe ontologicalnature of musicalpieces(Goehr,2007,p. 57). This
assertioniscga A a0 Syid sAGK . dzAa2yAQa @OAS¢e (GKIFIG GKS O2yO0S
and that pianists must look beyond the printed score to consider the abstract elements of a
composition.

The perception oWerktreue as an imperialistic, hegemonic ideal proved to be too

O2y&GNI AYAY3 F2NJ . dA2yA D | A& DA STaacHing NeSvt 2 |j dz2Sy G f &
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I £ aaA0FtAd8Y CSNNHzOOA 2 (1698)2llyess@rice, Buschitefedtad/ f | a4 Ay
historical peformance practice, and showed particular dislike for pianists who followed this ideal,
ddzOK |a NBY26yYSR KINLIAAOK2NRAAGD ~PSYRIE FdlYRR2EAJ[F S

1996, p. 214}.In his writings, Busoni labelled people who follo&grktreueasa f | 6 AA GSNE € 6 K 2

N>

GASHSR GKS a02NB Ia Iy dzyFft GSNFo6fS YANNRBN 2F (K
perspective viewed the printed notation as important records of musical thought, but flawed in
capturing the finer musical details insidé¢ 8 02 YLI2ZAaSNRA YAYR® ¢KAA YSydlf
deviate from the scores quite readily, in an attempt to capture the thoughts that simply failed to be
realised on the printed score.

| 26 SOSNE | a S OKarficetio Bugoni@miihy @ntoddgiteivsical Work:
Permutations and Possibiliti€2010) this thinking was not necessarily a licence for creative freedom
for the sake of freedom, or at the expense of what he believed was the structural integrity of the
work (p. 236)Levitzrightlysta S& GKIF G . dza2yAQa |t GSNYI GAGBS GArarz
importance of the performer to the same level as the composer; the performer was essential in
portrayingthe rhythmicfluidity andthe abstractfreedomin music(Levitz,1996,pp. 277-278).
Although Busoni faced hostility for espousing this type of thinking, his ideal presents a considered
balance between performative and scecentred approaches.

.dzZA 2y A Q& | LIWNERI OK (2 DalaicSidhinddd Stefdn OgeysioS a2 y I G S
discussedn their Musicalexpressiorirom conceptiorto reception(2017).Theypositthat the
expression of music can be considered from a different angle to the established line of the
Werktreu& | YR OA (i S Psychbldgy df MUs{@RS MB QP f A Yy S Mudict YSNID &
Performancg1997) as supporting evidence. Seashore (1938) defines expression in music as the

z 1%

GF NI A&GA RSOALFGA2Y FNRBY G(GKS FAESR | yR NBIdzZ I N¥

G2ySs FyR LIS NF SOGA X I NFERSNIES odBM HaoidK t | f YSNDA 6w

2 1 y1S YSkya 606dza¢ Ay DSNXYEyo
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emphasising structural content is a form of interpretation (p. 119). This particular expression
delineates aspects such as phrase lengths, melodic shape, and rhythmic and metric organisation
(Crispn & Ostersjo, 2017, p. 296). Finally, Palmer (1997) concludes by describing this type of
communicatiorasa conceptualanalysiof the work (p.119).

In addition, as my exegesis involves the analysis of music recordings, it thus stipulates the
need to investigate some of théditeratured dzZNNR2 dzy RAy 3 (G KS NBO2NRAY3I YSRAcC
Performing Music in the Age of Record{@#§04) ranks among the more wéthown works in this
field. Philip (2004) makes an astute observation in highlighting the differtitgdits adopted by
performers in the prerecorded era, which may have arisen as a result of the relative inaccessibility
worksto audiences:

[1ln the days when music was not accessible on CD and audiences had fewer opportunities
to hear a work, the most important task for the musician was to put the music andrio make
Ot SINJ gKIFIG ¢l a KFLWSYAYy3I Ay GKS LA SvaS8uishi o a Iy
would make sense to the audience at a single hearing. It wagritoarily anexercisan givinga
perfect renderingpf the score.(p. 12)

Philip then contrasts thperceivedattitude of prerecording era musicians with
instrumentalists in modern times. He acknowledges that good modern performers can render the
narrative clearly as well, but when compared to pianists of the late nineteenth century, modern
LA YAAGEAQ LI eAy3d GSyRa G2 0SS Y2NB dzyAT2NXY Ay (8§
accessibility for audiences to listen to a certain work hasthadgubtle effect of reducing the sense
of occasiorin performancesthe & y 201y S @ éhbldeefor audiencedo understandthe essenceof
a musical work (Philip, 2004, p. 12). While there is scant evidence to suggest that Busoni was

S 2F | dZRASYOS&aQ fAYAI

Q)¢

delineating the musida Yy I NNI 6§ A @S 06S Ol dz
t KAtALIQE 6NRAGAYI y2ySGiKStSaa LINBaSyda Iy AyidSNBa

An examination of the extant literature on Busoni and the broader discussions of reflexive
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practice and artistic practice research reveals sanagor gaps in the field. The first gap in the
Busoni literature is the lack of information on his pianism. There are works on theEaanY I y Q &
life, his compositions, editions, and philosophies, bt i K G KS f 2y S SEOSLIiAzYy 2F
Busoni as Piani§1964/2010)Y dzOK NBYlI Ay & G2 o06S oNRGOGSY | 0o2dzi . dz
emerges in the practice research discourse. While many notable scholars are sympathetic towards
less scorecentric gproaches a mentality that Busoni readily adoptedhere remains a gap in
knowledge pertaining to how this unconventional musical thinking eventuates into an actual
LISNF2NXY I yOSHOFP 28 gdhyipv LINRP2SO0G KFa LMEnksSYydAl 3 6
between her thinking and resultant interpretation. | confess that, having listened to her creative
output, as fine a performance as it is, she has yet to convince me that her renditions venture beyond
the interpretational norm of those pieces. Thukistexegesis will specifically address these two
gaps.
1.3. Aims of the Research
1.3.1. Research Problem

Perusal of the literature on Busoni reveals sporadic information about his {pikaying from

(0p))

Bl NR 2dza a2 dzNDOSad (BaFsoniak Bris$1D64R040) @b theYolyabbok hat

QX
(V)]
~h

RSP2G84 Al T G2 .dA2YAQE LAFYAAGAO G(SOKYAIldSo

(s

a2dz2NDOSa OAGSR o6& Y23ly GKFG LINRPOARS AYyTF2NXIOAZY
whichthet G G SN& LIAFYyAAY 6Fa& SEFYAYSR O6F LIWINREAYIF (St @
compromises that the author made to ensure publication. It is a shame that Kogan analysed only

2yS 2F . dza2yAQa NBO2NRAYIAS y2 Thisgive¥@eftieA 2y G KI
AYLINB&aaA2Yy GKIFIG GKS gNRGSNI dzZAaSR NBGASga 2F . dzazy
FYR GKS o0oNAST I yWwdliteéMighcn re€ofiding ofl iiedgglatt® Baraphdasispthus

relegated to a subordinate role. Theoeé, my exegesis first seeks to contribute to the discourse by

7 P

NEYSReAYI a2YS$S 27 (KS akK2NIO2YAy3da Ay Y23FyQa o2
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source for investigation, with reviews being used as supplementary material. | seek to take

advangge of the technological advances that make the procurement of a greater diversity of

zZ
&

GASsa FTNRY RAFFSNBY(G NBIA2yAE 2y . dzZA2YAQA LAl yA
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OGAy3a NBOASGA FNRBY RATTSNESftieaddrsilChv@ a Ay . dza 2
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f
Oft SI NBNJ ARSI 2F . dza2yAQa LAIFIYAAYD Ly |y FGGSYLIU
KSF @eé¢ | LILINRI OK G2 Ay T2 N¥lagng REGINBalyseyhRa&BUSONi2 T . dza 2
recordings of key works performed durih@ career. However, my exegesis does not intend to be a
comprehensive study of his pianism, as such. This monumental task lies beyond the scope of this
dissertation, yet it offers future avenues for research. This leads to my second contribution to the
artistic research discourse, which is my observation that stronger links between the research and the
creative output are required. Literature that shows how this less scergred mentality can be
applied to the interpretation of other works is yet to Ipeblished. Thus, this exegesis will establish
Of SI NJ O2NNBf A2y 06SGsSSy Yé SEIFYAYILGAZ2Y 2F . dzA?
these elements underpin an interpretation that is novel, insightful, and meaningful. In chapter five, |
addressalglL) Ay Odz2NNByild 1y2¢6fSR3IS o6& RAaOdzaaiAy3d (GKS Y
philosophy can be applied to the study of other musical works.
1.3.2. Primary and Secondary Research Questions

The centrafuestiondzy RS NLIA Y YAy 3 (i KA&® HLINRERROE 2T Y. dxd 281 R
2FFSNI FNBaAK YR YSIYyAy3ITFdAg AYGSNLINBGFGA2ya 2F &€
first half of the question situates the research question in a broader context. It draws links between
. dza 2 YA Q& Aayidihis NhdhEB aghinstit fomogenous and standardised pianistic
interpretationsthat still permeatethe concertstagetoday. Thesecondhalf of the questionfocuses

on the interpretation of key works that Busoni played throughout his career, whilghasising the

uniqueness of his pianistic style.

(aN
A
(s}

¢tKS FANRG 27 G2 L dzEATAINE ljdzSaiArz2ya Aay
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Thisquestionconsiders the agency of the performer in the research, and positions this dissertation
asatwo-wayflow of information between creative practicandtheoreticresearch.

¢tKS &S02yR FdzEAf Al NB |j dz8S & (i A-Blagingican¥fadidthey ¢ K+ G 4 |
LINAYGSR aO0O2NBKE ¢KAA [[dzSNE GFNBSGa GKS ARA2adyON
diversion from the score is one of the main reasons why his playing is misunderstood by critics and
audienceslike,but thisis byno means ainferior mode of interpretation.

1.4. Research Design and Methodology
1.4.1. Overall Approach

¢CKS LINP2SOGQa ljdzrt Al GAGS YSUiK2R2t 238 SYLX 28
the investigation of selected Busoni recordings of works by Chopin, Liszt,<an8ath. The
recordings come in two forms: acoustic recordings and pratidecordings. | recognise that
numerous entries of recordings by Busoni have yet to be located; one missing roll is his performance
of Sonata Op. 111 by Beethoven. The ongoinggxss to find these rolls is happening beyond the
confines of this project; such an artefact, when found, will be immensely valuable as it would offer
NEASEFNOKSNE | GNBFadz2NE GGNBGOS 2% Ol BN ISBAIXKER Sy .
my own practice, | employ reflexivity to critically analyse the thought processesrring while
L F@Ay3a F LI NGAOdz I NJ LASOS® L faz2z O2yaAiARSNI K2g
gStt d K2g Y& dzy RSNR Gl yRA yadesut &f my eimjuRisf andad LIA | Yy A & Y
practice.

Theparametersof this project limit this exegesis to investigating a small selection of pieces
NEO2NRSR o0& . dza2yA® LG AR&rruccdd BUSdi: A/BROJrap@3) 0 K G 9 Rg I
attemptsto listallthe piecesandthe yearof . dza 2fiysfp&fdrmanceof the pieces Howeverthe
pathways to further research are numerous, given that Busoni boasted an incredible breadth and

depth of piano repertoire throughout his lifetime, and that there are a compartismall number
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. OK® ¢ KNRdAzZIK2 dzi . dza 2 y A Qq922)]dzbopik rémalnksl ld Btapdi Ris/ 3 OF NE
repertoire and he continued to play diffeméworks by Chopin from 1878 to 1912. However, his
bold, heroic, and cerebral interpretation of Chopin irked critics and audiences alike. Evidence of this
LISNE LISOUGA GBS O2YSa TDhakvAmors té DeddRV&aDB5), wherk tBeNaBtyor &
recallst O2y @SNEIFGA2Y 6AGK .dza2yA Fo2dz2i GKS f1 d6SNDA

particularly the smallescale works. Furthermore, an unpublished essay by Busoni, dated 1908 and

(e

A

(et

f SR &/ K2LIAYY 9AYyS | yaaA Opoiate lmdBeNdorfekie/ = ¢ NB JSI f a
AYOSNIINBGF A2y 2F [/ K2LIAyYyQa YdzaAO G2 O02dzyiSNI OG 0
SELINB&EESR AY [/ K2LAYQa YdzaAO 6Yyeidz uanmtood . Sig8
LISNF2NXYI yOSa 2F [efpithtiond drewendakidivarsal agclRim Kdmaaudienteé

YR ONARGAO&a:E & 6Stf & FTNRY [A&T GQ& LizZLIAft &P CAYy
. OKQa ¢g2NjJa Oy ©6S GNIX OSR FNRBY wmMytp (2 mMbdmobdd {d
bdzi KA & GNI YAONARLIGIAZ2Yy A LINRP@21 SR O2y iNROSNEHE la Yy
/ KILJGSNJ (62 IindrptetatirfohChopitzana gioselystudies his recordings of
GKS t NBfdzRSa hLld Hyod [/ KFILIGEGN (KRB EORY ASAF AT ¥ RE ¢
NEBO2NRAY3IE 2F GKS 1 dzyIFINARFY wKILA2Reé b2 mod / KI
Bach and his recording of the Chaconne imibor, while chapter five draws threads between
. dzZA 2y A Q& LI Yy A & Yand eyamines dowzhis Wpe lofpilngsi yaB Simulate the
learningof otherworksin the piano repertoire.
1.4.2. ThkecitalPrograms
Through case studies, this dissertatdnawst A y{ & 0S06SSy . dza2yAQa LA
recitals forming the performatie component. Each recital focuses on a composer that featured

prolificallyin. dza 2pgrfotativecareer:ChopinLisztandJ.S.Bachltisclearfrom hiswritings

that Busoni held an ambivalent attitude towards Chopin, his distaste furthered bynigeaumerous
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Gf FIRE t SNE AYUSNLINBGF GA2y A 2 FerrickiGBusod ahd®es SNRA LA S
Gl fFySaae 27T yENB RINAG 0/0K 2 LNEYdzSa GKF G . dza2y A aNB
sentimental style of interpretation associatédA G K 'y WSTFSYAYIF 1SQ [/ K2LIAYE
2LAYSa GKFG .dza2yiA alg I Y2NBE KSNBAO FyR Y2ydzySy
CKA& YI& 0SS 2yS NBlFaz2y ¢gKeé .dza2yAQa LIXle&Ay3da 2F /
inaccessiblandbewildering.

The second recital concentrates on works by L&#isscomposer Hans Huber ranks Busoni
among the foremost of Liszt interpreters in his time, citing his aesthetic and cultural understanding
of[ A &work€@d hisunmatchedpianotechnique(Huber,1917, citedn Knyt,2019,p.2).

Furthermore, AmericamusicologisDaniel Raessler is quoted as stating that it would be
difficult tofind any twentiethO Sy (1 dzNB &aGdzRé 2F [A&T G GKIFG R2S8a y2i
nd.,p.3132).Busoh Q& 2¢y 2LIAYA2Y 2F [Aald OFy oS o0Said ad:
misunderstoodat first, then ladoredhim, andthen quietlyadmiredK A YBiisoni, 1938, p.211).

The third recital revolves around J. S. Bach, and thedBardoni transcriptions. Is clear
that Busoni held Bactiosestto his heart, in light of all of his editorial work, transcriptions,
contrapuntal compositions, and writings. He displayed his gratitude to his father, Ferdinando Busoni,
in the epilogueof the BackgBusoniCollectededition(1920):

XFYyR GKFG Ay I O2dzyiNE AYy 6KAOK (GKS YIadSN w.

ae TFTFrOKSNI gl a I AAYLX S GANLd2azXKS gtka + Yry

and a cultivator of thdel cantoHow did suchamaniiA a | YOAGA2Y F2NJ KA & &

come to hit upon the very thinthat was right? | can only compare it to a mysterious

(s}

NEGStlIGA2y® LYy (GKA& ¢l & KS SRdzOFGSR YS (2 o
that | never entirely deserted, although at tkame time | never cast off the Latin qualities
givenme bynature. (Busonil920,ascitedin Dent,1933,pp. 17-18)

.dza2yAQa RS@2GA2y (2 GKS Ydzai O 2Thica { o . I OK
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Journal The reviewcorroboratesthe widely held entiment that Busoni was the greatest Bach
LI F @SNJ 2F KAaa GAYSE fFHdzRAY3I GKS F2NN¥SNIxa FSNII2 dzh
.dzA2yAQa ¢200FGFT ' RFAA2 YR Cdz3dzS® a2NB2@SNE (K
thestarsonad NA A K yXNDKGE oO! y2y =3
1.4.3. Case Studies

Busoni made two separate recordings of the Preludes Op. 28 (1908 and 1920), which form
the case study in chapter 2; comparisons of the two recordings reveal some interesting changes in
the intervening 13/ears. The first recording, made in 1908 (Chopin, 1839/2014) is notable in
offering a selection of preludes (11, 12, 14, 17, 18, 21), compared to the second recording, made in
1920 (Chopin, 1839/2017), which contains the entire set of twdoty Preludeslt is important to
note that Busoni may have been the first pianist to conceive of the Preludes Op. 28 as one cohesive
whole; he performed this opus in its entirety in 1896 (Sel@e® 1§ KX mMdpcnv X (K2dz3K 58y
(1933) lists the first performance Zurich, 1905. The HungariBmapsody No. 13 is a case study for
chapter three because there are two separate recordinga acoustic version, made in 1922 (Liszt,
1851/2002) and a piano roll version, recorded in 1913 (Liszt, 1851/2019). Both reveal highly
idiosyncratic interpretations and make stimulating comparisons with each other. Finally, the
ChaconneinnA y 2 NJ A & . dzikBofwi @ritributich doiihe m@&lérr piano repertoire and
thus warrants further investigation as a case study in chafater.
1.5. Significanceand Contribution

The significancef thisresearcF A NE (G f @ f A S& Ay Saihodtpalititak y3 . dza 2
constrictions and with a greater access to revieassd recordings in comparison to the only book
g KAOK SEOf dzAA @St e 7ToRAHzA S KAEBRIS6R astREMHOBAPAI0)LIA I YA &Y S
Secondly, this study demystifies the seemirgglgentric interpretations of Ferruccio Busdyi an
investigation ofprimary and secondary sourgesombined with aletailed musical analysaf a

selection of his recordings. Thirdly, this exegesis contributes to the discourse by creating robust links
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gA UK . dza 2y A iBability © prgphdaty fReshlagdinsightiaterpretations.Busoni
possessed aanflagging pursuit of a musical idesproclvity to highlight important structural
momentsandS & LJ12 dzA SR y 2 @3St @A Sga 2 yof &k’ Thityp©df LIG dzNB
thinking allowedBusonito operate beyonl the parametersof the printed scorethus openinga rich
kaleidoscope ofmusicalpossibilitesMy three concertsi  { S AYALIA NI GA2Y FNRY
constitute an important stepping stone for young artists as myself to find way®w to leave their
personal stamp on canonical repertoire steeped in the roots of tradition.

Tertiarylevel music students and professional musicilaaking for alternative

interpretations to canonical repertoire will find this dissertation beneficiatsmdvocacy of a less
scae-centric approachThey mayconsiderincorporatingaspectsof. dza iyfexpfetationsinto
their own performances or feel emboldened to experiment with new musical ideas that contradict
the printed score.
1.6. Limitations

ThefNE G 2 F { KAlénitaRohslies B M fact thaptlyedaority of source material

F2N) . dzA2yAQa NBO2NRAY3IE OLIALY2 NRffao NBIldzaANBa C

NEEEf& Yie y2i FIHAGKTAL {8l WBLINBBSY¥O KAVOLBAGYAAY &

document pedallin§ii 2 dzOK ' yR ReylI YA0&aé¢ oYYye&iX wnmnx LI®
important rolls by Busoni have yet to be found, and may not be located within the time frame of this

project, or may ne&r be found. Third, due to the confines of this dissertation, only three Busoni

5 Duringmy research, | hope to acquire a recording of all Busoni piano rolls lispéahio roll catalogues. There

are several listed piano roll recordings of Busoni and Michael von Zadora playing duets by the relatively unknown

Hpn

O2YLI2aSN) ! R2fF WSyaSys a ¢Sttt Fa NBO2NRAY3IEA 2FQd I NESNJ LA L

Ballade No. 4 in F minor. The significance of acquiring these-hefae-heard rolls would be grountreaking for
researchers, and for musicians seeking to learn more about the art of late nineteenthiry and early twentiettcentury
piano-playing.

6 Dennis Hall argues that the Busoni rolls of the Chopin preludes needed scrupulous editingdyafahec
coding and the sustaining pedal. However, Busoni did not involve himself in the recording prutést poorReginald
Reynoldgo rememberthe fory’ S NaRsisticeccentricitiegHall, 1998,p. 34).
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recordings are analysed in this project. While | believe that these three recordings broadly
SyOl LladzZ S . dza2yAQa LXF&Ay3 adet SisncanodyB I RSNJ |y
obtained by analysing more recordings. Having established the premise of this dissertation, | now

turn my attention towardschapter2, whichfocuseson. dza 2pyayin@ai the musicof Chopin.
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Chapte2.. dza Zirfekptetationof/ K 2 LMugicQ a

2.1.. dza 2 Bayirg afRepertoire by Chopin

An examination of thextantf A § SNI G dzNBE 2y . dza2yAQa LI Fe&Ay3a 2
RAGAAAZ2Y AY 2LIAYA2Yy®d® | NBOBASHSNI Yyl YSR aCd | & DdE
concerton March9, 1904in ChicagdMusicHall:

This was followed by a reading of the twelve Chopin études, opus 25, which left an indelible

impression on all who heard them. In these études he displayed his tremendous technique

andversatilityto greatadvantage At one momenthe dealtin the heroicsof pianoplaying

at another his touch was wonderfully light and swift. The study in thirds deserves mention as

an example of smooth, rapid legato playing which would be almost impossible to surpass. In

someof the numbers he took liberties, such as indulging in repetitions where none was

indicated, but it was all done with an artistic object. In the closing etude, in C minor, the ear

caught some smashing chords where only two notes are indicated in the ¢Eoié. G.,

1904,ascitedin Couling2005,p. 185)

F. H. G. continues, in more general remarks, noting that Busoni was always an interesting
pianist, whether he adhered to the score or not, and that his touch and pedalling were praiseworthy.
As a resulbf his rapidpedalling 6 KA OK aSSYSR (2 G4KS ONRGAO & AF
a0 NIfAy3a Of SINYySaa FyR dzydzadzZ f OF NNBEAY 3 LI26SNI A
2005,p. 185).

Another review of the same concert dedicd R I LJ NI} INJ LK (2 . dzAaA2yAQa
/| K2LIAY SidzRSad ¢KS ly2yeyvyz2dza ONARGAO 61 & | 6SR 08
Op. 25 No. 6 and No. 9. The No. 10 was played at such spe@gidedtionthat it made one gasp,
and the No. 11 was pyad with such grandeur that the audience was briefly stunned by the finale
scala the original of which he doubled (Anon, 1904, as cited in Couling, 2005, p. 187). The critic

thennotes. dza 2fghdn@sdfor the softand dampeipedals before concluding:
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His pianissimos are like distant singing voices. His fortissimos are like the roll of thunder, the
crashing of great seas, the rush of the wind through a fardxg), big. He is a painter on
great canvases. He uses the flat of the brush, but with suchynibat the result is perfect in
effect. (Anon,1904,ascitedin Couling2005,p. 187).
Italian composer and pianist Alfrediaselldound much to agree with. He claimed that

z ~

y2yS 2F (K 2y 0SYLRZ2 NI NE Ay(dSNLINEG g a2WE AW R dzK2

O
GKSNRAO QlratySaae UGKIG ¢la SOARSYyd Ay .dza2yArQa L

4

| 26 SOSNE ONARGAO& F2dzyR YdzOK (2 RA&lFINBS 6A0GK
O2YYSYyGSR GKIFG . dza2yAQa ¥l y Otheflag linds R R Chapthy & | YR F
Etudes, while another complained thBtisonimarred the Chopinesque aroma by turning the études

into mere exercises for finger velocity (Kogan, 1964/2010, p. 31)-phéderved information about

. dza2yAQa UNBRBRGIYEZAO2DINVKBOAFQdzyR AY 9RgGIFNR 5Syic
.dza2yA KSEfR fAGGHES AyGiSNBadG F2N/ K2LAYQa &Yl ftSN
andPréludegi KS f 1 G§GSNJ 2F 6KAOK KS NBTSNNBHRpinkezer & GKS
O02YLRR2aSR 05SyizX mMpooX LI manyod IS fFGSNIFRRa G(KLI

terrifyingly grandiose; passages which most pianists play dreamily and tenderly he would bring out

with a solidity and dignity which seemed ruthlesdlfs 3SNBX ¢ 05Sy (X mppoI LId mny

T¢KS dza S 2 F  GSKASY 20N 3 YESYER yHEYRR A (0 &%, tddesfribdNdBwaydqhlaviiiga A 1S A F S YA
music runs the serious risk of an essentialist and reductionist perspective. Furthermore, itéxgitefmation into the
bourgeoning discourse of gendered meaning and music. Such rich discussionsosioteythe parameters of this
exegesis, but SusanO/ { IFéENAEENIng2002) deserves at leastcarsory mention. The premise of her book
NEZ2f 3Sa | NBdzy R (GKS & 7FS YAy Asyustdres bfyhusic drd dedlericodd’l. TiezelisS & G KI G G KS
certainly some truth behind her assertions faut, thereceptionof/ K 2 Ldhafa@térand compositionswere & @ Srivdh
rootedinnotionsof ISY RKWE nmMT 06X LJP HnoO® . dzA2YyAQa 26y @GASsa (261 NRa ¢
Gerda, dated 18 September1908 (Ley, 1938). Although he f@®@s their delicacy, Busoni perceives them as intellectual
inferiors. Myrationale for including this gendered terminology and its suggestive meanings (dated as they are) to describe
LAFYAEZGAO aLSOGa FNB AyildSyRSRR .id2 20y Qa0 kNS gpagipedtis inGh A diAd2NAaEY :
time capsule and holding them to modern times, we learn more about ourselvesamave haveevolved fronthis deep

seatedtraditional thinking.
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providesvaluableinsights to. dza 2pyayir@ai the third andfourth movementsof/ K 2 LBogafaa
No. 2 inB-flat minor, Op. 35 citing that he interpreted thélarche funébren a similar vein to Anton
wdzo A Yy aid SAy QMardhsSflingbrey HsinterFretafick Sregroundedthe finalpage of the
movement at &ortissimqg before gradually receding topanissimo This rendition conjured
imagery of a funeral procession mhneg closer and closer to the listener, only to slowly march
gl & Aya2 GKS RAAGIYOS® 2A0K (GKS flrad Y2@0SySydids
2P0SNJ GKS 3INI @S¢ YR AYy¥FdzaSR | Y@&aldSNAR2dza -1AYyR 27
MAO® Ly O2yOfdzaAz2ys 5Syid St2ldSydte adzyyYlF NAaSa
with the conventional Chopin of romance, Parisianised Pole and draM@@ ¥ O2 y a dzY LJG A @S ¢
1933, p. 208), and that he would play with all the firmnetaity and masculinity that one could
muster.

I ONRST odzi fSaa FEFrGOGSNARY3I | O02dzy i 2-F . dza2y
' YSNAOIY LIAFYyAad ! NIdzNJ wdzoAyaidSAysS 6K2 2LAYSR (K
technically faultlessut lacked warmth and tendernegslorowitz, 1982, p. 8 Another
illuminating paragraph comdsom French pianist Isidor Philipp, who was also a close friend of
Busoni. The two were discussing which piece the latter would perform as an encore for a Paris
concert in 1922. Busoni sat down at the piano and played the Scherzshiar@minor Op. 39 No. 3
as he last remembered it from thirfjve years earlier. Although it lacked the famous precision that
Busoni was renowned for, it was an impression, likeascription of the work and how Busoni felt
at the time. However, before the concert, Busoniprs8tR A G ' yR GKS YIF3IAO 2F (K
gone, instead replaced with that cerebral aintkllectualisingapproach that many audiences found
difficult to accept (Dent, 1993, p. 267). Interestingly, Romanian pianist and writer Cella Delavrancea

attendedthat very concerton 15" March1922andwasleft speechlesafter he playedthe Scherzan

8¢KAa O2y (NI ata ¢A0GK wgsyiRgoila Samgaeia, Bhickhg dakiyhade ¥ . dza 2
F2NJ I GOoNBIGKGI1Ay3a SELISNASYOS: o601 2NRAGI T mMdbyHs LI
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GaKIFNLI YAY2NI hLJd od b 25 lo & {ljKISA CBENREYF I YUSNG AGEK | 20F KB
(Delavrancea, 1923, 136).
. dza2yAQa gNRARGAYy3Ia 2y voldn@inalisas Risitexté dadhe @usic of K 2 dz3 K
Bach, Mozart, and Liszt, nonetheless display a clear connection with his idiosymteagicetations
of the compositions in performance. It is apparent that Busoni held an ambivalent attitude towards
GKS t2fAaK O02YLRASNXY Ly {KWBelldnmpetd OfierBakBsana S RA (A
NEO23yAaSa / K2 LIty ddharvideic ngightf amiblsy & BredifeRadtt sentimentall,
melodic phrasewriting, and virtuosic creations existing for the sake of thrilling audiences (Bach,
1722/1894). These thoughts are echoed by his program notes for a concert in Zurich in héde, w
KS 3rAy |01y2e¢fSR3ISa / K2LIAYQa YdzaAOlIfAGE | yR Kt
RSOSE 2LIAY3A AGLIz2NE LAFYAEAYE oO0.dzA2YAI mMdpmcXI Fa OAGS
On the other hand, Busofelt i K G / K2 LJA Yy Q& ¢ 2 NJ & nedSthNdurafi dzLIJS NJF A
LINPOf SYa o . SNIdwNRnodplithg Dend MERIS5) @cbunts a brief but illuminating
exchangeof ideasbetweenhim and Busoni:
.dzA2yAY aXodzi é6KIFG L 6yl G2 1y26 A& 6KSGKSNI
Balladespeyondtheir surface charm, theiromanticl LILIS | f ® ¢
VanDieren:& &mafraidl seenothingbutg | £ 41 S& ®¢
.dzZA2yAY G¢KIG A& SEFOGfe 6KI(G adsFAPRS ¥®DaSE T
+y 5ASNBYY 4L R2y Qi O Kalwaysthé sameéiwalkzés. Itikiss & 2 NE& (0 «
have struck you that Chopin invariably repeats his expositions. His only idea of form is a
further repetition on a largerscaleof what he hasalreadysaidl 6 A OS @ ¢
.dza2yAY a¢KFEG A& 2y S 2 TisnidicayetT damtzbt briagimydelf td NB G 2
believe in it. There remains something one cannot explain. | mean what for short we call
/ K2 L3383 A(Yah Digrein 03B Q.677)

' y23iKSNI FldzZ 6 OdNA2dzate Sy2dzaKs NBFSNE (G2 /
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his simultaneous attraction angpulsion2 ¥ / K2 LAy Qa YdzaA O OFYS R2gy G2
AY [ K2LAY |a | aYlyeée o6. dza 2y A Iurtherelabonatadimam &ssayJd® H Ty U
GAGE SR G/ K2 LA Y Yé°@ shdrE Busoyii desdilies hisktdnfBdidg relitibnship with
/| K2LIAYQa YdzaAO yR dzyFl @2dz2Ny ofé& FaaSaasSa GKS I
those ofBeethoven, lszt, and Mozart. He deduces that one can understand Chopin better by
dlddzReAYy3d KAa aKFIEFySaaeéod LYy .dzZA2YyAQa 2LIAYAZ2YI (K
FYR FSYAYAYS GNIAGEA Ay [/ K2LAY QA LISOARYE { /AK2IIA W EA
STFFSYAYIGS 0SKIGA2dzNI | YR LISNOSAGSR &aSEdzk £ LI dzOA
KA&d LINBtdzZRSa YR SGdzRSasx . dza2yAQad ONRGAOFT | LILING
pieces (such as ballades and sonatas) iadah O® 1S ARSY(GATFTASE [/ K2LIAyQa |
RSOSt 2L ARSIa&BWRORZ2NIVY P aAKKAMAlL A Y2NB 2F + LIRS
opinion. At the end of the essay, Busoni states that only three or four nocturnes represent the
& Sy (iChowil gndimpliesthe needto resolvethe & K I f FinCSapig(Busoni1908/2017 p.
279).

The key finding from this essay, for the purposes of this research, is the justification of
. dza2yAQa Y2NB YIaldzZ AyS AyidSNENSESH KBy aK¥F { /Fr SRy
AYYSRAFGSt& S@OARSY(l Ay .dza2yAQa NBO2NRAy3Iad | Aa
No. 1. would scandalise many listeners with his treatment of the opening phrase. Audiences
accustomed to a warm, luscious salwould instead be shocked by his sculptured individual notes
andstilted emphasi®n the C noteChopin, 1835/2012).

Another strikingexampleA & . dza 2 Y A Q& ™M pHRHF I/ &K2dza iy Akor NeKI QZRNER M vy

Op. 25 No. 8%Busoni's choice of tempo is slow and purposeful for the first section. Crisp

9 This unpublished essay by Busoni was translated to English by Erinn Knyt, and pubttshegpendixof her
I NI A Of S Busahidrn Mk ¢ B #HRF@dérid K 2 LE0Y7H).
0 tAadS8SySR G2 Ittt 2F . dzA2yA Q& wMdHH ¢l9%2p(2084) feléasddd O2 NRA y 3

by Naxos Records.
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articulation anddry pedallingare staplefeaturesin BusonirecordingsWe hearthe odd notational
adjustment,emphasis on inner lines and abrupt speed fluctuations before ingmbitadential
moments.In the middle conventionally sentimental, section, Busoni plays with unnerving bravado
and clarity. Atimes, it feels like the right hand (RH) holds an equally important emphasis with the
left hand (LH)nelody. The final section terns to the same ponderous tempo choice as the first
section. Theending is notable for its detached and grand endimgp doubt Busoni was trying to
make astatementto bring thepiece to arelevating conclusion.

Moreover, Busoni di not hesitateto make significant structural and notational changes to
LINRYdzt 3+ S GKAA YIaodZ AyS aARS 2F / K2LAyQa O2YLR
and 1922 acoustic recording of the Nocturne ighHarpmajor, Op. 15No. 2(see Figure 2.00) exhibit
subtle differences froneach other but nonetheless convey the same overall atmosphere. We hear a
thoughtfully constructed and deliberate opening tempo, imbued with expressive phrasing and
shaping. The articulation is crisp andyktly detached during most of the figurative passages. At the
end of measure 13, Busoni made structural alterations in reprising measg¢@dagiead of

proceedingo measuresl4¢16. Perhapsntroducing thisnewrepeatwould aidin audience

comprehension.
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A FERDINAND HILLER.

Nocturne.

F. CHOPIN. Op. 15, No 2.

Larghetto. (s:a0.) e

Irggiers.
34 3 134 4 2

. A

Figure2.00./ K 2 LKogiuen@in Fsharpmajor, Op.15, No. 2 measured 19, editedby CarlMikuli

(1894).Structuralalterationsin the openingpage.
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However, what separates these recordings from other contemporary recordings is the lack
of pauses at the beginning and end of phrases and ornaments. Busoni also rushes through all of the
faster figurations and thus denies listeners of many opportunitiesr@ttontemporary pianists
might choose to linger for sentimental and musical effect. A clear example t®thforzepassage
2y YSIadz2NB pH® . dzA2yAQa ALINJfAYy3IS GANLd2aAO GNE

gAUK t I RSNB g A rdcdding mvtbavenve insieaddzdai ael€yant,graceful

acceleration andiecelerationof tempo (see Figure 2.01).

con forsa.
[ A ‘.‘ kY
. pff?p2
Rotls,
.3 #, \

Figure2.01./ K 2 LMogturiin Fsharpmajor, Op.15, No. 2 measure$0¢53. Editedby Mikuli

(1894b).

. dza 2 y A ignoh §idnair8ll of the Polonaise inflat majoris certainly unique. The
scarce use of pedal, tauter dotted rhythms, and the frequent doubling of octaves are hallmarks of a
Busoni performance. Two notable changes have been made: Bugentdexhe Bb minor scale at
measure 76 for a scintillating rush to the Bb octave (see Figure 2.02; Sitsky, 1986, p. 275), and
recomposes a particular section to allow for the continuation of the LH octaves (Hamilton, 2007, pp.
220-221). Compared to the aginal, the latter passage produces a grander, more thunderous effect,

whichsupportsthe ideaof the gallopingPolishcavalry(see Figur®.03and2.04).

1 From the CD Paderewski: His earliest recordings (2008), released by Appian Pobl&&iecordings.



42

Figure 2.02/ K2 LIA y Q& t-fatimajof,|0p. 835 meksyires 788, edited by Busorimage

fromLarry{ A (i Bysén@ré ThePiano:TheWorks, TheWritings,andthe Recording$1986)

_ql
I‘ —

Figure2.03./ K 2 LPolgnaigen A-flat major, Op.53, measured01¢105 editedby Mikuli (1894a).
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Figure 2.04/ K2 LJA y Qa t-fatimajof,IOp.38 Snedsyfes @105, edited by Busoni. Image

fromKenneth | Y A f Afté tfie&ldenAge:RomantidPianismand ModernPerformanceg2007).

Pertinent to the upcoming section 2.2yill examine Busoni's 1922 Colurabicording of
| K2LA Y Q& t NBngjazhd hiskEgide int@at lajor Op. 10 No. 5. An analysis of the
Prelude No. 7 is found in section 2.2. The recording of tflat@ajor étude possesses similar
characteristics as heard in previous Bugeabrdings: glistening clarity and expressive phrasing,
without the sentimental prolongation of the beginning and ending of slurs, and notational revisions
(most notably doubling the rhythmic value of measure 48, which is essentially adding another
measure Busoni's amendment places more emphasis on the cadentiahnd makes the structure
more aurally cleato the listener).

¢tKS RSTAYAY3 FSIGdzZNBE A& .dzaz2zyAaQa O2yySOiAy3
facilitates a seamless transition froome piece to the other. It adumbrates his use of linking material
Ay GUKS [/ K2LAY t NBftdzZRSa hLd HyIZ o0dzi AG | faz2 NBTFS
added improvisatory passages between works, or before the start of a piece. As Hamiah (20
recognises, the latter was a pragmatic move to either quieten an audience before the main piece
commenced (as many performances occurred in salons, there would be frequent conversations and

mingling between guests) or to buy time for the pianist toliacatise to the piano (p. 207).
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Musically speaking, it could involve either the introduction of a salient motif ifidhawing work,
or it couldsimplyexistasa short, musicalappetiserbeforethe maincourse.

Before delving into the analysis of Bussninterpretation of the preludes, it must be
acknowledged that these joining passages fulfilled two different functions: for the Prelude No. 7 and
the Etude Op. 15 No.5, the connecting section existed to make the prelude fulfil its original function,
thatis, as an introductory piece preceding a more substantial work. Busoni's use of linking material
between some of the preludes, on the other hand, establishes a musical thread that states his clear
intentionsthat he wants theaudience taconceiveall 24preludes asne piece.

2.2. First Case Study: Preludes Opt 28hopin

Busoni left us several recordings of his interpretation of the Chopin Preludes Op.28. He first
attended a recording session wiktupfeldon a Phonola in Leipzig on 30 May 1908. Hupfetd
released Preludes Nos. 11, 12, 13, 17, 18, and 21. It has yet to be determined whether this selection
of preludes was carefully chosen by Busoni or not (Peres da Costa, 2012). Furthermore, in 1920,

Busoni recorded the entire 24 preludes for the AanlCompany on a Duért piano in London. We
are also fortunate that Busoni made an acoustic recording of Prelude No. 7 for Columbia Studios,
London,on 27 Februaryl 922, whereit functionsas ad LINB ftodzFK & 4 Btugdle®. 10 No.5.

Despite the uncertaity that surrounds theianoNB £ f 4 Q | OOdzNJodgnalA y R 2 Odzy:
tempos, dynamics, touch, and pedalliogy Y@ 6 X HamTl 0X 5SyAda 11ttt omddy
FOldzl £t te o0SOGSNI GKIY @ESB34)RTh&Sis acanipélyig atouBty ad NS RA G 7
unnamedpupil of Busoniin the Novemberl924issueof TheGramophonanagazineTheycomment
that the Busoni DudArt piano rolls of the Chopin Preludes were not merely reproductions, but were

Busonihimself(Anon.,1924).

2C2NJ adzLILX SYSy G NBE NBIFRAY3I 2y LAIFYy2 NRBf{ #ArtRolSRTheNB LINE R dzO
Reproducing Piano: what can it really do? (2001), Piano Tone and Voicing for PlaRepesdlicind?ianog2012a) and
PianoRollSpeedg2012b).
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This analysis seeks timcoverthe rationale of the various musical decisions that Busoni
made in his playing of the preludes. This includes identifying and explaining any pitch, rhythmic, and
structural or architectural decisions that were madehe recordings (which often contradict the
notation). The Condon Collectidfol. 23 (Chopin, 1839/2017) was selected as the source for
aldzReAy3a . dza2yAQa NBO2NRAYy3I 2F (KS / K2LAY t NBf dzF
Duo-Art reproducing @no was in superb condition and over the years, he had personally inspected
I 2 Y R ojfeiainof over 7200pianorollsin Sydney(Sitsky personalcommunication 2020).

Finally, the analysis will closely refer to the fBseitkopf & Hartekdition of the Chopin
Preludes, published in 183Chopin, 1839).

No.1.

The opening @hajorbroken chordsre played with a healthy, robust sound. The melody is
typically perceived to be the uppermost notes of the arpeggiated textures, performed by the fifth
fingerof the RH. Busoni instead perceives the melody to be embedded within the arpeggiated
texture, and brings out the RH thumb. Busoni repeats from the coda in measurprgdumably
deciding that a repeat would satisfactorily add gravity to the piece. Thendsug arpeggios in each
bar are played in a fragmented, abrupt manner. Measure®21n the first iteration include brief
pauses at the end of each bar, highlighting the climax. Measure282are a quiet echo of measures

25¢26 (see Figure.05).
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F. CHOPIN. 0Op. 28,
e Bt B R

N 1
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7 Pd.? @ Pd. © R, 4 Pal. © P, O P, R:)

T T e v

Figue2.05./ K 2 LBvefu@=llo.1, measured¢34. Thereddiagonallinesindicatebrief pauses.
No.2.

This prelude isbnormallyfast for alento marking. Curiously, Busoni employs an expressive
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GSOKYAIljdzS GKIG w20SNI t KA fdigldchtienmofdngledy froMB FSNE (G2 | 3
FOO2YLI YAYSY(Gé 0L nTOd ¢CKAA |adyOKNRYAAlIGAZY 27
at the turn of thetwentieth century, but as Peres da Costa (2012) notes, Busoni was the only pianist
inBerlinthenwhoannulled KS | N1JS33A2 FyR o6laa FYyGdAOALI GA2Yy 2
2y GQLYGSNIINBGFGA2YE AY Ly | 002 YWdHiedgendECladiatr,f dzY'S 2

SAONAO6Sa NLIS3IIA2a (2 0S8 ax2FT OSdoiéverR2 dzo G F dz

(¥p])
pufi

K

(0p))

E S NI A DassedackiBehecessang S A JBachd722/1894 p. 181).

Despite his own negative views towards arpeggiation and dislocation, Busoni nonetheless
dislocates the B ithe RH from the G octaves in the LH in measure 3: he continubss fashion by
dislocating the melody from the accompaniment in measures 5, 8, 11, and 15. There are brief pauses
at measures 7, 12, and 16. The F is sustained across the measure §brm Tke Bs in the third and
fourth beats of measure 21 amnitted. Measures 223 are played with great freedom of tempo

andmeasure 23sunarpeggiated (seBigure2.06).
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Figure2.06./ K 2 L8vefu@ello.2, measuresl¢23.
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No.3.

CKAA AYUGSNLIINBGFGAZ2Y Aada O 6fBopi®d Kdamde uin®edhu@ G A O
inhisownwords:& . NXZnksiull andfirm, andrather hardthantoo (i S y RE&idahi1722/1894 p.
181). The LH running semiquavers are typically played quietly (as peiatheandleggieramente
indications), but Busoni reinterprets this passage as one filled with bravura and viadigionally,
Busoni makes slight alterations to the structure of this prelude: measure 2 is repeated again to
provide a total of three measures of the LH before RH enters. Busoni returns to the beginning
after playing measure 27. Measure 33 is played as a chord, not an arpeggiation. Busoni frequently
displaces the melody against the running semiquavers, evidenced in measures 7, 21, 22, and 24. The
F# and E in nesure 7 are noticeably accentuated to create interplay with the melody (see Figure

2.07).

2 E
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Figure 2.07/ K2 LA Y Q& t NBf dzRR. TheyenanarkingsSderbtdzit& ationsion the
secondteration.

Busoni couldhot resist but make his own version of Prelude No. 3, inverting the rapid
semiquaver passages for the Bhtienriching the LH melody with additional notes. This is found in
Book VIII of th&lavieriibun@™ edition (Busoni, 1925), which is an assortmehpianistic

exercisespriginalcompositionsfranscriptionsof piecesandpracticepieces(seeFigure2.08).
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No.4.

Busoni takes great liberties with timaythm to highlight structural features in this prelude.
CKAA O0SKF@A2dz2NI Aa O2yaraitsSyd gAdK KA&d 26y RSaONA
SOSNE FFNIAAGAO LISNF2NXIYyOSe 0. dzA2YAI MTHHKMY gn 3
of the piece. The rhythmic value of the second B in the anacrusis is extended to a crotchet. This
conveys an air of solemnity and dignity. Additionally, the quaver triplets in measure 12 are
lengthened considerably (a fallentandg to simultaneouslyndicate the conclusion of this 12
measure phrase and the return of the main theme in measure 13. In measure 17, the B octave in the
LH is arpeggiated to highlight the structural climax. It is important to realise that Busoni identifies
the recurring E ithe LH as a key motif and emphasises this note alongside the RH melody in

measurel, andon itsre-entry in measurel3 (seeFigure2.09).

Largo.
— ———1, T 22 ?F ?‘ ;r'
NO 4 D} j. 1 1 J ' | | | 1 |
A . i — e
S A fuliss i
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Figure2.09./ K 2 L#vefu@=llo.4, measuresl¢26.

No. 5
The first two notes in the RH are montarily delayed before the tempo surges at an

exhilarating pace. The key notes that Busoni identifies in this prelude are the B, Bb, and A, which are
embedded throughout this prelude. Busoni plays these key notes at such a speed that they almost
sound likeacciaccaturasThe resultant effect is reminiscent of sounds of horses galloping across the
fields. The final measure concludes with the LH chord being arpeggiated downvwamtsnmon

habit found in many Busoni recordings. Perhaps in harmonicallyial sections, a descending
arpeggiowould be preferredoverthe standardascendingrpeggiq asthe formerwould retain more

weightdueto the lingeringsoundof the bassnote (seeFigure2.10).
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No.6.
Addition of a D on the third beat of measure 1 helps emphasise the dissonabtiCthe
LH. There is a general abstinence from the phrase lengths marked in the score, with Busoni opting
F2N) AaK2NI X O2 YLI Ol japifediieatnieat of the€ rRpeated Band Ddzé the/RHQ a
conjures imagery of an artist sculpting their work. Tlggs2DcE LH notes in measure 17 anen
legato, contrary to the notation on the text, as is the second F in measures 25 and 26. This

idiosyncraticarticulationaccentuateghe tragiccharacterof this prelude(seeFigure2.11).
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Figure2.11./ K 2 L#vefu@ello.6, measuresl¢26.
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No.7.

There are two recordings of Busoni playing this prelude. The first is a 1928rDpiano roll
recording which wasadein London. The secondas acoustigecordingmade on27 February
1922 in Columbia Studios, London. While there are subtle differences between the two recordings, it
is nonetheless apparent that both recordings were made by #mespianist (Kynt, 2017b). Both
recordings project a sprightly, wallike character, enhanced by the doukdetting of the dotted
guavers. Both recordings also reprise the entire prelude at its conclusion and emphasise the lower
parts (alto line) of the R during the second iteratianthough the delineation of the alto line is
clearer in the acoustic version. Finally, both recordings emphasise the climax at measure 12 by
arpeggiating the chord (measure 12 is playeeizzo piandhe first time andforte the sescond time).
Two pitchchanges are present at measure 14: in the 1920 recording, Busoni replaces the F# in the
RH chord of the second beat with a G#. This creates an augmented 4th with the D in the LH
RA&Z&2Y Yyl AYyGSNIDIt 6 A dokingSBusoniplaysithelBor® Sdtade higher (i K S

thanwritten (seeFigure 2.122.13,2.14,and2.15).
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Figure2.12/ K 2 LE#velu@llo.7, measuresl¢l?7.1920recording Firstiteration.
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Figure2.13./ K 2 LBvefutello.7, measuresl¢l7.1920recording.Secondteration.
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Figure2.14./ K 2 L#vefufedo.7, measuresl¢l7.1922recording Firstiteration.
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Figure2.15./ K 2 LIvefu@=8o.7, measuresl¢l?7.1922recording.Secondteration.
No.8.
Busoni consistentlgiccentuates the thumbs in both hands: the dotted quaver + semiquaver
rhythmic patterns in the RH, and the first note of every semiquaver triplet in the LH. A rapid and
steady tempo is maintainetthroughoutthe piece, with subtle variation in dynamics anggal use
ofthesostenutoLJS R f @ . dza2y A Qa LINBFSNBYyOS F2NJ I NAR GSEGd
The final two measures reveal slight departures from the notation: the concluding harmonic
progressions in measure 33 are playegianissino with crescend@nd Busoni adds an additional
F# to the bass in the LH, finishingha¢zzo pianalynamic. The enriched conclusion makes an

effectivebridgeto the nextprelude,whichis similarin sonority (sed-igure2.16).
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No.9.

This is played at a relatively fast speedl&go. The third beat of measure 4 contains a
slightly different embellishment than in thariginal score. Instead of the G&&# embellishment,
Busoni instead embellishes withdE# Elasticity of the tempo in measures8erovide impetus to
the climax at measure 8. Typical Busonian reinforcements occur: at the end of the second beat of
measure8, the RH Db is padded with a Gb and a Bb, and at measure 12, there is argBgira E

chordin the LHat the endof the secondbeat (see Figur.17).
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Figure2.17./ K 2 LEvefu@=8o.9, measureslql?2.
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No.10.

Interpretations of thigrelude typically conjure an ethereal, vaporous sound, but Busoni
elects for a virtuosic rendition with remarkable clarity of the RH and sparing use of pedal. Each beat
Ay GKS RSAaOSYyRAYy3I wl ljdZAyddzLd Sia Aa 19300.88).0dz2 G SR
It is anunsurprisingchoice for Busoni to unarpeggiate the LH chords to provide a greater volume of
sound to the bass. The reappearances of the primary motif in measures 5, 9, and 13 are all played
forte. The final two measures, 17 and 18 a@oubled in length; perhaps Busoni thought this was an
appropriate section to provide a brief musical respite from the preceding passagework (see Figure

2.18).
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Figure2.18./ K 2 L#vefufedo.10, measureslcl?.

No.11.

1908 version: Busoni elevates the role of #Heziaccaturagrom an ornament to an
important feature in this prelude. Thecciaccaturadirst appear in measures 3 andRallentandos
occur in measures 10 and 14 at the end of the musical phrases. Couftea woderately fast,

4

FE26Ay3a GSYLRI .dzaz2yAQa LXFeAy3a fSIF@Sa YS gA0GK 0
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the shoreline.Thereisa quiet strengthabouthis playingin this softer interpretation, but without
devolving into excessive sentimelitg. Measure 18 is given some elasticity in tempo to emphasise
the riseandfall nature of the melodic contour. The final measure finishes resolutely with mezzo
forte.

1920version:Thisis playedat a leisurelyspeedwith economicaliseof the sostenutopedal.

In contrast to the emphasis of thecciaccaturasn the 1908 version, the alto lines now become a
prominentfeature in this interpretation. Examples include the repeated emphasis of the Es in the RH
duringstructurally importantmeasures, suchsmeasures3, 7,and 15.TheBs inthe RHat measure
6 and 18 were also delineatedl JSNK | LJa (2 | ddGdzyS (GKS tAaidiSySNRa
firm establishment of the Bhajor chord. Interestingly, the tenor lineq@cB at measure 10 is
highlightedto assist the ¥l transition to Gsharp minor. Near identicahllentandoswere used in
measures 10 and 14, with a fair dose of rhythmic freedom. There is also an absence of sound

between measure 21 and measure 22, which effectively contrasts the precsttiezam of quavers

andmarksthe coda(see Figur.19).
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Figure2.19./ K 2 LBvefufello.11, measuredlc27.1920version.

No.12.
1908 version: Performed at breakneck speed (crotchet MM = 218). This recording follows
the notated score faithfully without anyajor pitch or rhythmic deviations. Measures @D and
31¢32 display tastefuhpplicationof rubato, which enhances the unstable, chaotic nature of this
prelude.Ritardandosvere sensiblyappliedat the outsetof sections,suchas measure20,40,and
65. Interestingly, the LH chords from measureg®3are arpeggiated aggressively; a logical decision
G2 SyKIyOS (4KS LINBfdZRSQad AYyKSNByYyild OKI2GA0 vy I (dzNF
echoof measurer6.

1920 version: This version is played at a similar tempo to the 1908 version, but with added
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emphasido the sopranoandalto lines. Thetreatment of the alto linesis particularlyprominentin
measures 1816. Measures 1&0 briefly decrease in dynaniievel fromforte to mezzo pianp
before resuming intensity in measure 21. The first quaver of the RH in each of measures 21 and 22 is
instead extended to the rhythmic value of a dotted quaver. A brief pause at the end of measure 28 is
then followed by fletuatingaccelerandosindritardandosin measures 2€32. Measures 339
continue without any variation to tempo until a brigtardandosignifies the return of the initial
theme. As in the 1908 version, the LH chords from measures7/sdre arpeggiatednimeasures
61¢64, Busoni signifies the end of this section by tasteful diminution of dynamics. The first chord in
measure 73 is played like a dotted minim, and an abrupt silence occurs in measures 75 and 77 as the
D# in the RH is not sustained. Finallg B¥ in the RH in measure 80 is omitted, possibly to deny the
listener the anticipated and consonant D#.

These creative decisions to condense the long, overarching phrases intoran®-bar
phrases (for example, the eighar musical phrase from measwsréc8 is broken down into four
two-bar phrases or possibly eight ohar phrases), coupled with conscious fluctuations in tempo
and slight rhythmic and pitch alterations, enhance the anarchic character of this prelude (see Figure

2.20).
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Figure2.20./ K 2 LBvefu@ello.12, measuresl¢79.1920version.

No.13.

The prelude continues the level of dynamics conveyed in the conclusion of Prelude No. 12 by

commencingat a strongmezzdorte, beforequicklyrecedingto pianoby the fourth beatof measure
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MO ¢KS aks¥sS (&a SNPRYSOG 2y GKS FANRG yR F2dz2NIK 0SS
again, the starting speed is extremely fast fdeato piece of musics S& LA GS . dza2yAQa ST¥F
expunge dislocatiofrom his playing, one can still hear it occurring as early as measure 4. The E on
the RH on the fourth beat of measure 13 is omitted. For amplification and structural punctuation, an
additional E# in measure 20 is performed an octave lower than the wrEtein the LH. Similarly,
measure 21 also possess an additional D#, played an octave below the notated D#. Other anomalies
of the score include the swelling of dynamics of the inner voices of the RH in measure 26, and in
measure 27, the treatment of the#3n the upper voice as an embellishment, rather than melodic. It
is interesting to note that the LH EB# FH#A#C# pattern in measure 28 is treated as a conjunction
betweenmeasure21¢28and 29¢38. Frommeasure29, the reprise ofthe maintheme continuesin
a similar vein to measureg;20. One alteration to pitch was noted in this section: the E# in measure
34 on the LH is replaced with amB&tural. The conclusion of measure 35/beginning of measure 36
YEN]l & 2yS 2F . dzAa2yAQad YseoeBn SRite bf th®¢riticiSm he kdtdNa&dl OK Sa
GKNRdzZAK2dzi KA& fAFS 2F KAA aO2ft R aUGSNRES LI I&Ay
the keyboard(especiallyin hisinterpretation of Chopin) Busoniwasclearlyquite capableof playing

delicatelywhenhefelt the situationcalledfor it (seeFigure2.21and2.22)
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Figure2.22./ K 2 LEvefu@=Bo.13, measure1¢40.
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No.14.

1908 version: Theempo is measured and considered before gradually picking up speed in
measure2. Busoniemphasiseshe RHthumbsandthe LHfifth fingerswith pesanteto sculptthe
line. A thin layer of pedal is used; sufficient to carry the sound but dry enougieserve the clarity.
A smallritardandoat measurel0 marksthe return of the initial motif. Anotherritardandoappears
at measuresl7¢18,andmeasurel9 concludes witralongsemibreve.

1920version:Interestingly, TheCondonCollectiorivol. 23 appearsto be missingPreludeNo.
14. This analysis will use the recording from Nimbus Records Limited, released in 1997 (Busoni,
1997). The whirlwind of notes and the overall atmosphere is consistent with critic reviews of
.dza2yAQa LXFeAy3d 2F GKS T 2NeNInBflayndindrS0p.3%4TheT N2 Y
delineation of the RH and LH thumbs are still featured but less prominent, compared with the 1908
recording. Instead, the emphasis on the first notes of th&t ind second beats projects the 2/2
metre feeling and a strong rhythmical backbone. At measured8,8Busoni accentuates the inner
voices of this unison texture. There is no reprieve in the speed until the final three measures, with a

sensibleritardando anddecrescendto concludethis brief prelude(see Figur®.23).

/

K 2

Brardale adza3saida LAYET CNASRYFYQEa moHy NBEZNRVWNA o6/ K2 L

SonataNo. 2in Bflat minor, Op.35 gives an idea of how Busoni approached this.
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No.15.
.dzZA2yAQa LX FeAy3d 2F (GKAA LI NIAOdz | NioneINBf dzRS ¢
angular approach, and stilted fluctuations in tempo. The LH Ab, typically played softly in the
0l O13INRdzy R AyaidSIR FTSIF{ida2NBa aA3IyAFTAOIydGte Ay (K
neuroticismandto underpin the dominant pedal harmonyhere is a slight arpeggiation on the
fourth beat of measure 9. Interestingly, Busoni plays the D in the RH before the fourth beat in

measure23 (sed-igure2.24).
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Figure2.24./ K 2 L#velu@llo. 15, measuresl27.
In the second sectiomeginningat measure 28, the RH Gs take the foreground. The LH
chords from measures 28 to 35 almost sound detached due to the minimal use of pedal. The D# LH

chordin measure42isplayedan octavelower thanwritten, andthe RHG#saredoubledin measure
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43. Thereprise of the main theme of the second section has numerous pitch alterations as well:
measures 4452 double the top notes of the LH chords, and the RH G#s are doubled again. These
changes evoke imagery of dark thunderclouds looming over the horizomgugfteashing their rain
and fury at the climax at measure 56. Busoni also pads the LH chords with added thirds at measures
56¢57. Similar to measure 42, the second beat of the LH chord in measure 58 is played an octave
lower than written.

At measure 60,Here is a briefespitefrom the thunderclouds as Busoni allows the once
viscous and heaviaden chords to recede. Personalised adjustments in arpeggiating the firstathord
measure 63, doubling the middiemice G#s at measures&B, arpeggiating therft chord of
measure 70, and displacing the hands at measure 71, are notable. Unexpectedly, Busoni drops the
dynamics to a whisper in the second half of measure 71. Another arpeggiation of the first chord
occurs at measure 72, before a gradutdrdandoushers the listener into the next section (see

Figure2.25).
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At the recapitulation at measure 76, we returnttee relatively benign mood and tempo
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expressedt the beginning Contraryto the smorzandandicationat measure79, Busonirushes
through the RH figurative passage. This is unsurprising, considering his treatment of similar passages
in the Chopin recording# brief lull at the end of measure 81 marks the entry of the RH in measure
82, atmezzo pianoBusoni adds an additional C in the RH at measure 83, which functions as an
acciaccaturaCuriously, measure 84 omits half a beat. Whether or not that was BQsboni RSt A 0 SNJI ( ¢
intention will remain a mystery, but the effect is certainly startling. The final two measures contain
additional pitches: there is an added Ab in the first and third beats of measure 88, and the LH Db is
doubledin measures9.

Busoni was ndoubt sick and tired athe enduring sentimental and elegant way of
F LILINBF OKAY3 / K2LIAY QA YdzAAO® ¢KAA LI NIAOdzZ I NJ NBYF
repetition of the AlgG# throughout the piece. It espouses so many significant pitch and téxtura
Ff GSNIGA2ya IYyR YSE2RAO NBO2yaARSNI GA2ya GKIFG A

(seeFigure 2.26)



83

) [ tehd , . £ 2o
- = S===——=xcco=Ct—rt=:
oipelc - | - - - B

Bl i D

P, O Pd. © Ped, ©  d & P

LULE N

Figure 2.26/ K2 LJAy Qa t NBf dzZREy p® ¢ P >a St @adzNBIEANJcAny 3 NB LIN

notesplayedoneoctaveabovethe written G#s.
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No.16.

In this electrifying prelude, Busoni gives us the calm before the storm by performing the
opening six chords with ominous deliberation and foreshadowing. Economical use of pedal is heard
throughout thepresto con fuocpand only employed when building up to a climax. An example is
F2dzy R 2y GUKS FANRG YR GKANR o0SlFdGa 2F YSI adz2NB
the end of measure 9 signifies the end and beginning of the next sectiomstkhading sequence in
measures 1§11 and 1213 is performed as two mifghrases; the first iteration is boldly struck with
emphasis on the first beat {Aatural), and the second iteration is performed at a softer dynamic
with atouch ofpedal throughout.

Interestingly, the last two RH notes of measure 17 are detached and significantly slowed
down in tempo. Measures 84 proceed without any significant deviation in tempo, dynamics
(mezzo fortg, or pedalling, except on the first and third beats of meas@f&29. Brief pauses are

found at the end of measures 35 and 39. The final chord in the penultimate measure is arpeggiated,

andthe Bbin the final measureis performedafter the chordon the first beat (sed-igure2.27)
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Figure2.27./ K 2 L8vefu@ello.16, measureslc46.
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No.17.

Themajority of the accompanying harmonies in this prelude appear to be arpeggiated,
giving it a hargike feel. MeasuresqR begin aimezzo fortewith tasteful acceleration and
deceleration of tempo to vary the repeated chords. While the melody in the RH clearly projects over
the accompaniment, | still feel that there is an unusual degree of emphasis placed on the inner
voices of the chials. In measure 19, there is a dramatic increase in tempo to foreshadow the
unexpected modulation to Ehajor. Busoni displaces his hands at the beginning of measure 24 for
expressivity and incorporatesrdenuto at measure 26 to conclude this small seot{gee Figure

2.28).
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Figure2.28./ K 2 L#vefu@ello.17, measuresl27.
Measures 233 return to the tempo of measure 19, beforeitardandoat the pivot chord
in the second beat of measure 33 (the speed is halved at measure 34) establishes the modulation to

the new key of Dimajorat measure 35. Some minor pitch alterations are found in measures 35,
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where the Db is omitted in the RH, and #4here there is an additional Ab to the second beat of the
LH (see Figure 2.29).

Another sudden increase in temponmeasure43 marks the modulation to EBajor. Measure
47 omits the embellishment before the second beat of the RH. A succession of displasarhthe
hands occurs at the start of each beat from measures 51 to 53, which enhances the tension in the
descendinghromaticsequence. One begins to notice a pattern in which Busoni manipulates tempo
to delineate sections within this particular preleidDisplacement of hands is also found at measure
61,andthe accompanimenpartis particularlystrikingin that it is playedwith alot of force. Contrary
to the markings on the score, the remainder of the prelude is played at a consisézztiorte with

aslightretardationof tempoin the final measuregseeFigure2.29and2.30)
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Figure2.29./ K 2 L8vefudello.17, measure8¢53.
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No.18.

& 5 NI YandioAL@zy O G dauld be vy wordsthat summarisethis performance Busoni
highlights structure by briefly stopping at pivotal moments in phrases. Examples include the
prolonged Dt measure 4 the highest note of that melodic contour, the Bbmeasure 5, and the
Eb at measure 8. At the end of measure 8, Busoni retards the tempo significantly and individually
punctuates the last three notes for dramatic effect. Other idiosyncrasies in this interpretation
include the quaver triplets in measule, which are doubled in speed (perhaps to anticipate the
semiquaver Cs in measure 14), the omission of the arpeggiated chord in the LH in measure 17, and

the bottom LHnote inmeasurel9 (see Figure 2.31).
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No.19.

This is played capriciously. Busearieshis use of thesostenutopedalling to create two
different textures throughout this prelude: a wispy and ethereal layer, contrasting with a bubbly and
energdic atmosphere. The dynamics remain largely homogenous until the concluding measures. The
first beat of measure 47 contains a pronounced displacement of hands, effectively bringing out the
Abinthe LH.. dza 2aftem@tsito expungethe & & I O O khabNshfyrBeggiationand
displacement of hands from his playing have still yet to fully succeed. Timajgbchord is
arpeggiated in the penultimate measure with lambent clarity before quietly finishing (see Figure

2.32)
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No.20.

This prelude holds a distinctiygaceas the theme of anajorpiano work that 18yearold
Busoni composed in 1884, titledl NA | G A2y a I YR Cdz3 dzBinodBV2IB)KMLIA Y Q& t |
1922, appearing in the first edition of thdavieribungit was reworked to include an introductory
fugato and reduced from 18 variations to 10. For the posthumous second edition of the
Klavieribung1925),it was further compressed to nine variations, which is the version most
frequentlyperformedtoday.

One immediately feels thmonumentalg SA IKG 2F . dza2yAQa AyidStt SOi
prelude, due to the carefully graduated dynamics and the viscoudpread LH chords from
measures 1 to 4. Busoni sensibly allows time to elapse at the end of eaebdiophrase (measures
4, 8, and 12). The third beat in each of measue®is arpeggiated slightly for dramatic purposes.
The Eb found in the RH in the ftlubeat at measure 3 is altered to amB&tural. An unwritten
diminuendain measure 4 anticipates the more subdued passage in measg&svhich voice the
uppermost line in the RH. The second iteration at measucé8 @mphasisethe middle lines in the

RH before thetempo grindgto a haltin the finalmeasure(seeFigure2.33).

B . +é &0 Y RYerz@icAi&oND . dzadyAPE KA & (&8 2ESY A4 dani§ml 42 ARSY (A3

compositions.
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No 20.

Figure2.33./ K 2 L#vefu@ello.20, measureslql3.

No.21.

1908version: Several pitch alterations are present. Busoni inserts an upbeat with a single F
in the RH. There is an additional Eb in the RH embellishment at measure 6. The LH in measure 17
contains an extra Gb to signify the unexpected modulation ter@fwr. Measure 24 contains a RH
BbcDbeBb chord to fill the silence. The last chord in the LEhe&sure 32 is altered to a B and an
additional F in the RH acts as an upbeat to the next measure (identical to the upbeat to measure 1).
Measure 54s omitted entirely,andthe final two measuregerformthe LHchords asinglebeat
later, making theV-I resolutionmore succinct.

The numerous fluctuations in tempo are also worth noting. Busoni constantly accelerates
(from the first beat to the third beat) andecelerateqafter the third beat and leading to the first
beatin the followingmeasure)n tempo throughout. Measuresl¢16 and 33¢38 areexamples.

Busoni interprets the Gimajor passagdrom measures 1332 to be one of grandeur, and
increases thespeed with an appropriatéorte. Similarly, measures 444 are played briskly at a
strongdynamicuntil cogentlyslowingdown at the third beatof measure 44.

1920 version: Noticeably slowspeedand softer dynamics are evident in this later

recording, closer to theantabilemarking indicated on the score. Examples include measure 17,
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wherethe previowslytriumphantannouncemenbdf the Gbmajor passageén the 1908recordingis
now replaced by a reticent and delicate tomagzzo piang)with an additional Gb and a thin veil of
una cordapedalling. The stark contrast in dynamics between measure 17drd 2 Y A Q& wMdpny
recordings do not pose any contradiction. Both approaches are equally effective in highlighting this

important modulation (sed-igure2.34).

Cantabile.
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Figure2.34./ K 2 LBvefufedo.21, measuredl¢21.1920version

That being said, seval habits still persist despite the 4/2ar difference between the 1908
and 1920 recordings. The choices to omit measure 54 entiuradyplay the LH chords a beat later in
the final two measures are still extant. Compared to the 1920 recording, theethfiow effect of

the tempo is not as pronounced in the 1908 recording but there are still traces in the corresponding

pufd
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measures (416 and380 y 0 @ . dza2y A Q& KAIKfE & SEIFIIASNIGSR YIYyAL
clearthat measure39is the climaxfor both recordings Frommeasure39to 58, it isa protracted
decrescenddo the end. Curiously, the LH octaves of the final two measureb@7are played on

the second beatasopposedto the first beat (see Figur2 35).
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No.22.

This prelude is played vigorously with clear partitioning of sound between the LH octaves.
The entire prelude is reprised at measure 34, with the second half of measure 34 (omitting the RH)
acting as the upbeat to measure 1. Slighingego the timbre in the reprise are evident: there is
noticeably more pedal applied to measures 17 and 25, and the Db octave in measure 25 is played an
octave lower than written, to amplify the sonority. Thisatment is also applied to the D octave in
measure29.

Other interesting nuances include the dotting of the first LH octave in measures 13 and 14 to
convey the frenetic, haphazard quality of tipielude In the reprise, measures 13 and 14 are played
aswritten in the printed score. Measure 34 deserves mention as Busoni abruptly drops the dynamics
to a whisper before building it up to a fiery conclusion. This effect is achieved by shifting the RH an
octave higher in measures &9 and inserting a longerpise between the LH and RH chords in
measure 39. The final measure includes a few embellishments to the LH: an additional D between

the two Gsin thefirst beat,andafinal Gafter the arpeggio(seeFigure2.36).
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Figure 2.36/ K 2 LEvefufedNo. 22, measureg4R. The green markings signify the second
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No.23.
. dza 2 y Afidgered tbushSsipn full display in this recording, whiohtrasts with the

softer and slower interpretations heard in current practice. The reflective, amorphous playing acts as
a suitable interlude between Prelude No. 22 and Prelude No. 25. There is eloquence and thoughtful
attention to the melodiacontours but without vapidity. The intricate founote semiquaver groups
throughout the RH are played with sparkling brightness, and at the same time, Busoni keeps enough
resonance with the pedal to support the arpeggiated LH chords at measures 5 and 9. Measures 13
16 are played with a wonderful sense of delicacy. The LH chord at measure 16 is arpeggiated to
softenthe cadentialV’ to Fmajorat measurel7. After the Ebaccentin the LHat measure21,

Busoniwinds downto a closeand playsthe LHFone octavelower at measure22 (seeFigure2.37).
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No.24.

This performance deals with the onset of a kind of maniacal madnasssintegration of
personality and an utterly devastatimgjmaxto the cycle of preludes. This is achieved by bringing
the LH QF¢AcDCA motif to the foreground, aided with light pedalling to sustain the sound. There
are minor pitch variations that depart from the Urtext edition: the final note of measure 5 is a Bb
ingead of an A, and the final note of measure 23 is an F instead of an E. Busoni judiciously prepares
the mini-climaxat measuresl4¢15 by droppinghis dynamido mezzagpianoat measure7. Moreover,
the permissive displacement of hands gives an improvisdémiyto his interpretation. Atneasure

15, Busoninsertstwo Csat the fourth andsixthpulsesof the RH(seeFigure2.38).
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Figure2.38./ K 2 L#vefu@ello.24, measuredl¢l7.

Measuresl8¢33 continuein the sameswashbucklingnannerasthe first page.In
accordance with his preference for brodéided, spontaneous playing, Busoni adopts a few liberties:
the B in the RH of measure 25 has its rhythmic value halved, and the beginning of the ascending
passageén the RHisanticipated halfa beatearlier,beginningat the end of measure31. At the end of

measure33, Busoninsertstwo Gson the fourth andsixth pulses(seeFigure2.39).
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Figure2.39./ K 2 LEvefu@=Blo.24, measured8¢33.



110
Thefigurativepassagesat measures35¢36 are playedwith rapidity andbrilliance.
Continually displacing the LH from the RH, Busoni allows a brief lull in intensity at measure 40. A
ritenuto at measure 42 marks the modulation to Btajorat measure 43. BusoNBE @S NI a (2 & I NI
playing when the LH motif returns at measure 51, and builds dynamics to the cascading climax of the

work at measureb5 (see Figurg.40).



111

0N

Figure2.40./ K 2 L#vefu@o.24, measures84¢55.
After the dazzling chromatic thirdg measure 56, Busoni allows for another brief respite

before rising in dynamics to measure 66. The third and sixth pulses of measure 64 contain dramatic
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pauseshpefore crashingdownon the D at measure65. In the final descendindigurativepassage,
Busori prevents the listener from bracing for the last passage by rushing measure 73. The concluding

Dsring with doom-ladensonority (seeFigure2.41).
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Figure2.41./ K 2 LEvefu@=Bo.24, measure$6¢77.



114

I @Ay 3 |yl firkedp@tRiion ofitde £iopiRreludes, the next section brings me
into the research as jractitioner. | describe the thought processes occurring during my recital and
RSY2YyaGNIGS (GKS Ay Tt dzSyOS 2F . dza2y A Qarelydiohed Ay 3 2y
way flow of information from Busoni to me. The process of psaiand performing the Preludes
Op.28 (andthe HungariarRhapsodyo. 13. byLiszt andhe Chaconnen D minor by J.S.Bach in
the secondandthird PhD recital, respectivelgave rise to new meanings and understandings of
. dza Zrgallifysof selected pianisticepertoire.
23.a& tflFeAy3a 2F [/ K2LAyYyQa t NBfdzZRSa hLId Hy

The recital took place in the Larry Sitsky Recital Room (LSRR) in the Australian National
University School of Mkic, on 2November2018. | began the evening with a-binute speech,
FAYSR G4 RAALIStEEAYy3I ye Affdzarzya Y& fAaGSYSNE VY
typically elegant and sentimental manner that the audience may be familiar witdy. @dtlining
.dza2yAQa | OKAS@SYSyida | a I+ LRI yplaying, FdisdRssédK S | dzR A S
.dza2yAQa O2yOSLIiA2Yy 2F GKS t NBf dzRSa] AnfLOGS NEy | & |
interpretations prevalent during his lifetime anidK S Yy SSR F2NJ aYl yf &8¢ NBOAGI €
various notational modifications. These changes were made in service of structural symmetry and
O2KSarAz2yd 2A0K (KS&aS (K2dAKda FANXfE AYLIEIYGSR A
Buso/ ASd@atinasecondd ¢ KA & aASNWSR GKNBS LlzN1L}RasSay G2 Oly
interpretation of the Chopin Preludes, to promulgate the idea of the Preludes Op. 28 as the main
LIASOSs T2ttt 26Ay3 (i BdatidalsitdhfadmRiGyévens/seditbnddaladjud 82 Y
the piano andthe acoustics.

At 9:49, | connect th&onatina secondaith the Prelude No. 1 by a descending whtilae

scalefrom the RHBbat measure5 to the Bb belowmiddle C(see Figur®.42).
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Figure2.42. dza 2y A Qa {2yl GAy Il amdhealstierts toff&ilitdtedtéS p O MPMH U
GNFyaaldAz2y (2 / K2LAYQa t NBf dzZRS b2d mdtoheNE KA IKE A
scale continues for one more octave to the Bb, before rising toaual, then resolving to C/entry

of/f K2 LJA Y QBo.1t NBf dzR S

No.1.

CKSNBE INB Ylyeé aAYAfINARGASA o0SG6SSy .dzaz2yAQa
coarse and angular, deliberately carving out the RH lower melody. | try to use only my wrists and
FAYISNRE ty@ewi@eNS ISFS SIOq@O0s) | lift offithepedal after the second beat to
isolate the RH phis (see Figure 2.43). The repeat softens the attack by using more of the arms
and shoulders and pedal to achieve a warmer, richendoifhe act of reprising preludes (and other
subsequent preludes) broadens their scope and perspective, but it also offers an opportunity for me
to mix things up. At 10:5111:03, | play extended f@ajorand A minor arpeggios to set up the

cadential ¢V’ (B¢D#cG chord to BDcF#), which then finishes on an added E in the RH, and the

beginningof Prelude No2.
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Figure2.43./ K 2 L#vefu@=lo.1, measure$Hgo.

No.2.

Akin to the tempdrom Prelude No. 1, | play unusually fast to eresarsmooth transition
between No. 1 and No. 2, and vary the tempo in the opening bars for contrast. | bring out the
YSAdINPGAO OKI NI} OGSNI 2F (KA& LINBf dzRS o0& RSEtAYySIGAY
This involves playing only with thediers and wrist. | displace the hands variously throughout:
examples include 11:13, 11:17, and 11:22 (see Figure 2.44). The rationale was that | did not wish for
the psychopathiqyualitiesto soundartificial or forced,sothe improvisatorylike RHwould help
makethis interpretationsoundmore organic11:4911:52 isa good demonstratiomf the hard
touch | referred to earlier. To bring out the narrative aspects of this work, | take great lengths of time
between the notes at 12:282:42. Finally, | linkd 2 to No. 3. with a firm, {dominant seventh

chord,whichwasconsistentin sonority untilthe end ofNo. 2.
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Figure2.44./ K 2 L#vefu@=lo.2, measuredc8.
No.3.

I recall my fingers still adjusting to the weight of the Steink@ays in the LSRR. As such, |
was a little cautious with the starting tempo. Nonetheless, the plan was to create two disparate
tempos and characters in the first and second iteration of this prelude. The first would be gentle and
flowing, and the second vitent and passionate. Displacing the hands softens the attack on the
harmony,but hereit wasallittle too frequent. 13:16,13:20,13:35,and 13:44areexamples.

At 13:57, | signify the repeat with a faster tempo. Between 1414723 | adopt a direct and
firm touch withdouble-dotting of the dotted quavers. This presented a great opportunity for me to
immediatelydrop the dynamicgo awhisperat 14:25(see Figur®.45).

At the conclusion, link Prelude No. 3. to Prelude No. 4. with an arpeggiated dominant B
VF'4 chord. This makes for a smooth continuation from the concludingaer arpeggiations in

PreludeNo. 4.
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Figure2.45./ K 2 LBvefufello.3, measure®9¢l6.Secondepeat.

No.4.

My approach brings out the LH chords as a key feature instead of an accompanying figure. It
adds that manic quality to the otherwise slow and dignified funeral dirge. The tricky part was playing
the LH so it does not appear to be a misjudgetria balance between the RH and LH. Thus, | input a
lot of dynamicvariation within the LH and accentuate the gestural aspects of the LH, making it more
important. Examples include linking No. 4. to No. 5 with a slow, ascending passBgaAcA#),
which slidesto the startingnote (B) ofPreludeNo. 5.

No.5.

This piece needs careful attention to pedal and a measured speed to conserve clarity. | focus
on the incessant BfA motif in the RH, placing more emphasis on the Bb. From ¢¥7236, | target
the F#s in the RH, and 17:ZB30 mark the BOQACGcF# motif, also in the RH. The concluding bars
(17:3%¢17:33 and 17:34) contrast each other in articulation (see Figure 2.46). The sustained finish at

17:34 leads to No. 6 effectively, with an extrade#ninantchord in the same style. Overall, the

playingis dry andunhurried.
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Figure2.46./ K 2 L#vefu@=llo.5, measures32¢39.

No.6.

So far, my approach was ppomulgatethe idea of the preludes as a single work with an
emphasis on th@eurotic qualities found within. Moreover, the structural and tempo revisions were
all made to tie the work together. As such, | kept the tempo relatively uniform in comparison to
Prelude No. 5. An exception is 18:52, where I like to highlight importalentel moments by

suddenlydropping thedynamicqseeFigure2.47).

.

It o T

Figure2.47./ K 2 LBvefufedo.6, measure$9cl?2.
However, | felt that Preludes No. 6 and No. 7 were so opposing in character that |
consciously omitted adding a connectipgssageThe prolonged silence between the end of No. 6
YR GKS 0S3IAYYAYy3 2F b2d 1 ¢g2NJ SR ¢Sttt (G2 arayart
28.
No.7.
My interpretationinitially retainsthose Chopinesqu&haracteristicsn the first playthrough.

It issweetanddelicateplaying | consciouslyaper off the phrasesanddepresshe keysslowlyfor
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maximum control. In the second iteration, my playing becomes more spirited and livelier. In
hindsight, | could have brought these qualities out even farthly using less pedal, so the repeated
chords are kept short and dry. | do this at 20:32 (see Figure 2.48). At 20:28, | felt compelled to vary
the climax by arpeggiating it. In the final measures, | allow the volume to swell before diving straight
into Prelude No 8.
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Figure2.48./ K 2 LBvefufedlo.7, measureslcl?.

No.8.

Here, there needed to be a clear segregation between the neurotic motif (the RH thumbs)
and the accompanying parts. During practice, | remember experimenting with various spebds
pedalling. There was the dry and fast approach that | was seriously considering for performance, but
then there would be the issue of sustaining those RH thumbs. Factoring le#weerweight of the
Steinway keys, | instead opt to play the line fiyrahd broadly. The inherent nature of No. 8 is
chaoticandrestive,so therewasno needto particularlyreinterpretthis prelude.

It is easy for the listener to lose track amidst the torrent of notes, so | pause at structurally
important momentssuchasH MY nc X HMYNHI YR HMYppX G2 Ffft2¢
From 21:14 21:32, | see an opportunity to exercise the LH thumbs, though this is only partially

successful as | do not moderate the dynamics in the RH well enoughg22:08 is more #ective

i K
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andalsoallowssomeinterplay betweenthe thumbsof the LHand RH(seeFigure2.49).At the finish

at22:42,1 employadescendind dominant 7" arpeggiatiorto usherthe beginningof PreludeNo.9.
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Figure 2.49/ K2 LJA y Qa t médstirdgR@@8. Bh2 @mplyadis on the repeated notes on the
thumbsof theLH andRHaccentuates that neurotic quality.
No.9.

This is a great chance to portray a strong, architectonic style of playing. There are two
neurotic features in this prelude: theipiets in the inner RH, and the dotted/doubtiotted quavers.
I make sure to bring these rhythmical patterns to the foreground (see Figure 2.50). Furthermore, |
decrease the dynamic levels tganoat 23:17, which allows me to gradually swell the volume
the climax at 23:36. At 23:46, | once again begin quietly before building to the conclusajerE
cadence at 24:14. Similar thematic material (identical to the first two beats of measure 1) in G#
minor is used at 24:19. This is connected by an asngr@iDc#G arpeggio, which thezoncludes

with a G#Atrill. We nowhavea seamlesdransition to PreludeéNo. 10.

Figure 250/ K2 LAY Qa t NBf dzRS b2d = YSI adzNB md ¢KS NBR




















































































































































































































































































































































































