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Abstract 

 
This exegesis investigates the pianism of Italian-German pianist, composer, educator, 

scholar, and conductor Ferruccio Busoni (1866ς1924), and how it can reveal insightful and new 

ǇƛŀƴƛǎǘƛŎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ Ǿƛŀ ŀ ǎǘǳŘȅ ƻŦ ŀ ǎŜƭŜŎǘƛƻƴ ƻŦ ǊŜǾƛŜǿǎ ƻƴ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎΣ ƳŜƳƻƛǊǎ ǿǊƛǘǘŜƴ ōȅ 

his contemporaries and students, articles on piano-playing by Busoni, an analysis of three works 

played by Busoni and an examination of my own performances of those three pieces. Five 

ŎƻƳǇƻǎŜǊǎ ŦŜŀǘǳǊŜŘ ǎƛƎƴƛŦƛŎŀƴǘƭȅ ƛƴ .ǳǎƻƴƛΩǎ ƘǳƎŜ ǊŜǇŜǊǘƻƛǊŜΥ WΦ {Φ .ŀŎƘΣ .ŜŜǘƘƻǾŜƴΣ /ƘƻǇƛƴΣ aƻȊŀǊǘΣ 

and Liszt. His playing style and interpretation of works by three of these composers will be analysed 

ǘƘǊƻǳƎƘ ŎŀǎŜ ǎǘǳŘƛŜǎ ƻŦ /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜǎΣ hǇΦ нуΣ [ƛǎȊǘΩǎ IǳƴƎŀǊƛŀƴ wƘŀǇǎƻŘȅ bƻΦ моΣ ŀƴŘ .ŀŎƘς

.ǳǎƻƴƛΩǎ /ƘŀŎƻƴƴŜ ƛƴ 5 minor. In each of these case studies, I draw links betwŜŜƴ .ǳǎƻƴƛΩǎ 

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, 

ǎǳŎƘ ŀǎ ŀ ǎǘǳŘȅ ƻŦ ǘƘŜ ǇƛŀƴƛǎƳ ƻŦ .ǳǎƻƴƛΩǎ ŎƻƴǘŜƳǇoraries, and ways that modern pianists can 

explore different interpretations in their own recitals. 
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Part A: List of Music Recordings 

Performed by Aaron Chew and referred to in exegesis (Part B) 

https://datacommons.anu.edu.au/DataCommons/rest/display/anudc:6171 

PhD Recital #1 ς 27 October 2018 

0:12 ς 8:46 Introduction 

9:03 ς 9:59 Excerpt from Sonatina seconda (BV 259) ς Busoni 

 

Preludes, Op. 28 ς Chopin 

9:59 ς 10:53 Prelude No. 1 

11:03 ς 12:59 Prelude No. 2  

13:05 ς 15:02 Prelude No. 3 

15:06 ς 16:51 Prelude No. 4 

16:54 ς 17:38 Prelude No. 5 

17:44 ς 19:32 Prelude No. 6 

19:34 ς 20:38 Prelude No. 7 

20:39 ς 22:39 Prelude No. 8 

22:45 ς 24:17 Prelude No. 9 

24:32 ς 25:10 Prelude No. 10 

25:12 ς 25:57 Prelude No. 11 

25:59 ς 27:30 Prelude No. 12 

27:39 ς 30:49 Prelude No. 13 

30:52 ς 31:33 Prelude No. 14 

31:38 ς 36:34 Prelude No. 15 

36:35 ς 37:51 Prelude No. 16 

37:55 ς 41:29 Prelude No. 17 

https://datacommons.anu.edu.au/DataCommons/rest/display/anudc:6171
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41:31 ς 42:44 Prelude No. 18 

42:48 ς 44:23 Prelude No. 19 

44:25 ς 46:27 Prelude No. 20 

46:31 ς 49:08 Prelude No. 21 

49:09 ς 50:08 Prelude No. 22 

50:14 ς 51:19 Prelude No. 23 

51:20 ς 53:54 Prelude No. 24 

 

55:36 ς 58:02 Encore: Ecossaise for Piano in E-flat major (WoO 86) ς Beethoven/Busoni  
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PhD Recital #2 ς 12 October 2019  

0:30 ς 9:31   Hungarian Rhapsody No. 5 in E minor (Héroïde-élégiaque) ς Liszt 

9:41 ς 13:45   Introduction 

14:01 ς 26:05   Valse à capriccio sur deux motifs du άLuciaέ et άParisinaέ ς Liszt 

26:23 ς 38:06   Polonaise No. 2 in E major ς Liszt/Busoni 

38:25 ς 48:33    Hungarian Rhapsody No. 13 in A minor ς Liszt 

49:13 ς 1:03:09  Mephisto Waltz No. 1 ς Liszt/Busoni 

1:03:34 ς 1:23:15 Réminiscences de Norma ς Liszt 

1:23:47 ς 1:29:19 Etude No. 3 in G-sharp minor (La Campanella) ς Liszt/Busoni 

 

1:32:11 ς 1:35:27 Encore: Sonata No. 4 (Sufi Path) (V: Journey Away from Forgetfulness (Safaz  

   ς li ς Allah) and the Knowez (Arif)) ς Sitsky 
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PhD Recital #3 ς 28 November 2020  

Part 1:  

0:24 ς 5:04 Introduction 

5:26 ς 6:32 Widmung (Dedication) ς Busoni 

6:42 ς 15:01 Prelude and Fugue in E minor (BWV 533) ς Bach/Busoni 

 

Organ Choral Preludes (BV B 27) ς Bach/Busoni: 

15:44 ς 18:36 1. Komm, Gott, Schöpfer! (Come, God, Creator!) 

18:44 ς 22:37 2. Wachet auf, ruft uns die Stimme (Awake, the voice commands) 

22:48 ς 27:33 3. bǳƴ ƪƻƳƳΩ ŘŜǊ IŜƛŘŜƴ IŜƛƭŀƴŘ (bƻǿ ŎƻƳŜǎ ǘƘŜ ƎŜƴǘƛƭŜǎΩ {ŀǾƛƻǳǊ) 

27:40 ς 29:54 4. Nun freut euch, lieben Christen ƎΩƳŜƛƴ (Rejoice, beloved Christmas) 

30:33 ς 33:49 5. LŎƘ ǊǳŦΩ Ȋǳ ŘƛǊΣ IŜǊǊ (I call on Thee, Lord) 

33:52 ς 36:23 6. IŜǊǊ DƻǘǘΣ ƴǳƴ ǎŎƘƭŜǳǎǎΩ ŘŜƴ IƛƳƳŜƭ ŀǳŦΗ ([ƻǊŘ DƻŘΣ IŜŀǾŜƴΩǎ ƎŀǘŜ ǳƴƭƻŎƪΗ) 

36:33 ς 42:35 7a & b. DurŎƘ !ŘŀƳΩǎ Cŀƭƭ ƛǎǘ ƎŀƴȊ ǾŜǊŘŜǊōǘ (Through Adam came our fall) 

42:45 ς 45:23 8. In dir ist Freude (In Thee is Gladness) 

45:29 ς 50:54 9. Jesus Christus, unser Heiland, der von uns den Zorn Gottes wandt (Jesus Christ, our  

  [ƻǊŘ ŀƴŘ ǎŀǾƛƻǳǊΣ ǿƘƻ ǘǳǊƴΩŘǎǘ ŦǊƻƳ ǳǎ ǘƘŜ ǿǊŀǘƘ ƻŦ DƻŘ) 

 

Part 2: 

0:21 ς 3:45 Introduction 

3:56 ς 18:04 Chromatic Fantasia and Fugue in D minor (BWV 9030) ς Bach/Busoni 

19:10 ς 34:43 Chaconne in D minor (BWV 1004) ς Bach/Busoni 

37:36 ς 52:42  Fantasia after J.S. Bach ς Busoni 

 

54:40 ς 57:01 Encore: Indianisches Erntelied (Indian Harvest Song) ς Busoni 
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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 ability to evoke a sense 

of Gothic architecture within his playing. Additionally, the brilliance of his tone, the wide spectrum 

of colours that he could extract from the piano, his organ-like richness of sound, and iron-clad 

intellect were widely acclaimed (Leichtentritt, 1916). One reviewer in the Musical Courier exclaimed: 

It is practically impossible to speak of .ǳǎƻƴƛΩǎ ǎǘǳǇŜƴŘƻǳǎ ǇƛŀƴƛǎƳ ƛƴ ǘƘŜ ƳŜŀǎǳǊŜŘ ŀƴŘ 

limited terms of ordinary musical phraseology, and yet the very essence of his art is so 

musical that to drift  into superlative comparisons outside of the strict realm of tone were to 

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

ŘƻŜǎΧ (Anon, 1911, p. 30) 

This is corroborated by critic Alexander Brent-{ƳƛǘƘΩǎ ŀǊǘƛŎƭŜΣ ǿƘƛŎƘ ǇǊƻŎƭŀƛƳǎ ǘƘŀǘ .ǳǎƻƴƛ 

was blessed with a robust physique, a commanding presence and a perfect technique (Brent-Smith, 

1934, p. 113). Another anonymous review in the Detroit Tribune in 19лп ǊŜǾŜŀƭŜŘ ǘƘŜ ŀǳǘƘƻǊΩǎ ŀǿŜ 

ŦƻǊ .ǳǎƻƴƛΩǎ ǊŜǘŜƴǘƛǾŜ ƳŜƳƻǊȅ ŎŀǇŀōƛƭƛǘƛŜǎ ŀƴŘ Ƙƛǎ ŀŎŎǳǊŀŎȅΦ ¢ƘǊƻǳƎƘƻǳǘ ǘƘŜ ŜƴǘƛǊŜ ǘǿƻ-hour 

concert, the reviewer wrote that he did not hear a single wrong note (Anon, 1904). In 1906, Lazarae 

Ponenelle, the Berlin correspondent for the Courier MusicalΣ ŘŜŎƭŀǊŜŘ .ǳǎƻƴƛ ǘƻ ōŜ ǘƘŜ άƳƻǎǘ 

ŎƻƳǇƭŜǘŜ ƳŀǎǘŜǊ ƻŦ ǘƘŜ ǇƛŀƴƻέΣ ǿƛǘƘ Ƙƛǎ ƛƴŎƻƳǇŀǊŀōƭŜ ǘŜŎƘƴƛǉǳŜ ŀƴŘ ǘƻǳŎƘ ǿƘƛŎƘ ŎǊŜŀǘŜŘ ǎƻǳƴŘǎ 

which were not normally thought possible (Ponenelle, 1906, p. 262). Additionally, Hungarian violinist 

CaǊƭ CƭŜǎŎƘΩǎ ƳŜƳƻƛǊǎ ǊŜǾŜŀƭ ǘƘŀǘ .ǳǎƻƴƛ ŘŜǎǇƛǎŜŘ άǎŜƴǎǳƻǳǎ ǎƻǳƴŘǎ ŀǎ ŀƴ ŜȄǇǊŜǎǎƛǾŜ ƳŜŘƛǳƳέ ŀƴŘ 

άǎƘŀǇŜŘ Ƙƛǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ŀŎŎƻǊŘƛƴƎ ǘƻ Ƙƛǎ ŦƻǊƳŀƭ ƴŜŜŘǎ ƛƴ ƳƛƎƘǘȅ ǇƭŀƴŜǎΣ ŀǊŎƘƛǘŜŎǘƻƴƛŎŀƭƭȅέ 
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(Flesch, 1957/1978, p. 155). 

A more detailed review is provided by French musicologist and critic Jean Chantavoine, who 

wrote after hearing one of .ǳǎƻƴƛΩǎ recitals given on 30th January 1909 at the Salle Érard in Paris that 

.ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ǿŀǎ ǎƻ ƭŜƎŜƴŘŀǊȅ ǘƘŀǘ ƛǘ ǊŜŘŜŦƛƴŜŘ ǘƘŜ ǘŜǊƳ άǾƛǊǘǳƻǎƻέΦ Lƴ /ƘŀƴǘŀǾƻƛƴŜϥǎ ǾƛŜǿΣ 

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 that BusoƴƛΩǎ άǇǊƻōƛƴƎέ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ 

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 awareness that BǳǎƻƴƛΩǎ ǇƛŀƴƛǎǘƛŎ ŀǇǇǊƻŀŎƘ ǊŜŎŜƛǾŜŘ ŦŀǊ ŦǊƻƳ ǳƴƛǾŜǊǎŀƭ ǾŜƴŜǊŀǘƛƻƴΦ 

Lƴ ǘǳǊƴΣ ǘƘƛǎ ǳƭǘƛƳŀǘŜƭȅ ŎƻƴǘǊƛōǳǘŜŘ ǘƻ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎǘƛŎ ƭŜƎŀŎȅ ŦŀƭƭƛƴƎ ƛƴǘƻ ǊŜƭŀǘƛǾŜ ƻōǎŎǳǊƛǘȅ ƛƴ ǘƘŜ 

present day. 

One major ǊŜŀǎƻƴ ŦƻǊ .ǳǎƻƴƛΩǎ ŎƻƳǇŀǊŀǘƛǾŜ ŀƴƻƴȅƳƛǘȅ ƛǎ ǘƘŀǘ ŀǳŘƛŜƴŎŜǎ Ŧound it difficult to 

accept his departures from the printed score. Common words that described his interpretative 

ŦǊŜŜŘƻƳǎ ŦǊƻƳ ǘƘŜ ǘŜȄǘ ǿŜǊŜ άǿŀȅǿŀǊŘέΣ άŜŎŎŜƴǘǊƛŎέΣ ŀƴŘ άǇŜŎǳƭƛŀǊέΦ ¢ƘŜǎŜ ŘŜǇŀǊǘǳǊŜǎ ŎŀƳŜ ƛƴ ǘƘŜ 

form of rhythmic, notational, structural, and textural changes. Stuckenschmidt (1970) asserts that 

.ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ŘƛŘ ƭƛǘǘƭŜ ǘƻ ǿƛƴ ǘƘŜ ǎȅƳǇŀǘƘȅ ƻŦ ǘƘŜ ŀǾŜǊŀƎŜ ƭƛǎǘŜƴŜǊΣ ŀǎ Ƙƛǎ ŀǊǘ ǿŀǎ ƛƴǘŜƭƭŜŎǘǳŀƭƭȅ 

ŀōƻǾŜ ǘƘŜƳ όǇΦ стύΦ .ǳǎƻƴƛΩǎ ŜŎƻƴƻƳƛŎŀƭ ƳƻǾŜƳŜƴǘǎ ŘƛŘ ƴƻǘ ŀǇǇŜŀƭ ǘƻ ŀǳŘƛŜƴŎŜǎ ǿƛǎƘƛƴƎ ŦƻǊ ŀǊǘƛǎǘǎ 

to display a more passionate visual engagement with musical works. Although it contributed to his 

ŦŀƳŜŘ ǘŜŎƘƴƛŎŀƭ ŀŎŎǳǊŀŎȅΣ .ǳǎƻƴƛΩǎ Ǿƛǎǳŀƭ ŀǇǇŜŀǊŀƴŎŜ ǿƘƛƭŜ ǇŜǊŦƻǊƳƛƴƎ ŎŀƳŜ ŀŎǊƻǎǎ ŀǎ άǎǘƛŦŦέ ŀƴŘ 

άǳƴŜƳƻǘƛƻƴŀƭέΦ hƴ ǘƘŀǘ ōŀǎƛǎΣ ŎƻƴǘŜƳǇƻǊŀǊƛŜǎ ǎǳŎƘ ŀǎ ±ƭŀŘƛƳƛǊ de Pachmann and Ignacy Jan 

Paderewski were more critically successful than Busoni in entertaining audiences through their 

visual interaction with their works (Stuckenschmidt, 1970, p. 67). 

A more serious accusation from critics was levelled at a purported lack of emotion and 

ŎƻƭƻǳǊ ƛƴ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎΦ aƻǊŜ specificallyΣ .ǳǎƻƴƛΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ /ƘƻǇƛƴ ŘǊŜǿ ŎǊƛǘƛŎƛǎƳ ŦƻǊ ƛǘǎ 



 
10 

 

 

lack of grace, charm, and singing melody that audiences were accustomed to hearing in 

ǇŜǊŦƻǊƳŀƴŎŜǎ ƻŦ /ƘƻǇƛƴΩǎ ƳǳǎƛŎΦ ! ǊŜǾƛŜǿ ƻŦ ƻƴŜ ƻŦ .ǳǎƻƴƛΩǎ ŎƻƴŎŜǊǘǎ ƛƴ aƛƭŀƴ ƛƴ муфр ŜȄǇǊŜǎǎŜŘ 

admiration for the intellectual qualities of his playing but declared that Busoni failed to emotionally 

άƳƻǾŜέ ǘƘŜ ŎǊƛǘƛŎ ό!ƴƻƴΣ муфрΣ ǇΦ тоύΦ ¢Ƙƛǎ ŎƻƳƳŜƴǘ ƛǎ ǎǳǇǇƻǊǘŜŘ ōȅ ǎŜƴǘƛƳŜƴǘǎ ŜȄǇǊŜǎǎŜŘ ƛƴ !ƭƭŀƴ 

EvanΩǎ Ignaz Friedman: Romantic Master Pianist (2009), in which former Busoni pupil Ignaz 

Friedmanτhimself an internationally renowned interpreter of ChopinτǎǘŀǘŜŘ ǘƘŀǘ .ǳǎƻƴƛΩǎ ŦƛǊƳ 

touch not only lacked emotion in his playing, but also imposed these qualities on his students with 

adverse effects (p. 60). 

A less glowing review by Gaetano Cesari accused Busoni of an emotionless, cerebral, and 

sterile musicality. While acknowledging his first-rate pianistic technique, Cesari found it eclectically 

saturated with ideas too far removed from conventional interpretations and described his playing of 

BŜŜǘƘƻǾŜƴΩǎ Hammerklavier sonata as cold and unmoving (Cesari, 1920, as cited in Couling, 2005). Dr 

hǘǘƻ bŜƛǘȊŜƭΩǎ Ŏŀǳǘƛƻǳǎƭȅ ƻǇǘƛƳƛǎǘƛŎ ǊŜǾƛŜǿ ƻƴ ǘƘŜ ǇǊŜƳƛŜǊŜ ƻŦ .ǳǎƻƴƛΩǎ Die Brautwahl (1912) could 

ǾŜǊȅ ǿŜƭƭ ƘŀǾŜ ōŜŜƴ ǊŜŦŜǊǊƛƴƎ ǘƻ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳΣ ƴƻǘƛƴƎ ǘƘŀǘ ǘƘŜ ƳǳǎƛŎ ŀǇǇŜŀƭǎ ǘƻ ǘƘŜ ƭƛǎǘŜƴŜǊΩǎ 

cultural intellect and not to their feelings. Busoni preferred this interesting ugliness over warmth and 

beauty in sound, and in bŜƛǘȊŜƭΩǎ ǾƛŜǿΣ ŎƻƴǎǘƛǘǳǘŜŘ ŀ ǘȅǇŜ ƻŦ ŜȄǇǊŜǎǎƛƻƴ ǿƻǊǘƘ exploring further 

(Neitzel, 1912). These criticisms of Busoni as a pianist who appealed more to the intellect than to the 

emotions of the listener persisted throughout his career. However, English composer Bernard van 

Dieren offered an insightful counterargument in his book Down Amongst the Dead Men: 

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

master-works, he cleansed them of the layers of grease and dust which a thousand 

ǘǊŀŘƛǘƛƻƴŀƭƛǎǘǎΩ ƘŀƴŘǎ ƘŀŘ ƭŜŦǘ ƻƴ ǘƘŜƳΦ IŜ ǿŀǎ ƴƻǘ ŘŜŎŜƛǾŜŘ ōȅ ǘƘŜ άƳŜƭƭƻǿŜŘ ǘƛƴǘǎέ ƻŦ ƻƭŘ 

varnish hiding the freshness of the original colours. When the colour of an old canvas is 

freed from this disguise, it does not at once please all eyes. 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 snail 

ƛƴ ōǊƛƴŜΧ.ǳǎƻƴƛ ǎŎŀƴŘŀƭƛǎŜŘ ǎǳch sentiment-wallowers with his precise delineations of the 

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

ƭŜŀǊƴŜŘ ǘƻ Ŏŀƭƭ ǘƘŜ ŀŎŎŜǇǘŜŘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ άǊŜǎǘǊŀƛƴŜŘέΦ ¢ƘŜȅ ŀŎŎŜǇǘŜŘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ŀǊŜΣ 

in fact, all too restrained, simply because over-refined players find themselves so much more 

at ease in half-tints. (Van Dieren, 1935, pp. 87-88) 

It is unfortunate that Busoni passed away before the electrical age of sound recording. 

Nonetheless, he left behind a small but significant recorded ƭŜƎŀŎȅΦ .ǳǎƻƴƛΩǎ ŜȄǘŀƴǘ ǊŜŎƻǊŘƛƴƎǎ 

primarily consist of piano rolls and 13 acoustic recordings made in 1922. It is fair to say that these 

ǊŜŎƻǊŘƛƴƎǎ ŘǊŜǿ ƳƛȄŜŘ ǊŜǎǇƻƴǎŜǎ ŦǊƻƳ Ƙƛǎ ŎƻƴǘŜƳǇƻǊŀǊƛŜǎ ŀƴŘ ǇǳǇƛƭǎΦ hƴŜ ƻŦ .ǳǎƻƴƛΩǎ Ƴƻǎǘ ŦŀƳƻus 

ǇǳǇƛƭǎΣ 9Ǝƻƴ tŜǘǊƛΣ ŜȄŎƭŀƛƳŜŘ ǘƘŀǘ ǘƘŜ ǊŜŎƻǊŘƛƴƎǎ ǿŜǊŜ ŀ άǘǊŀǾŜǎǘȅ ƻŦ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎέ ό{ƛǘǎƪȅΣ мфусΣ 

p. 329).1 Gunnar Johansen, a pupil of Petri who heard Busoni on several occasions, remarked that 

the Feux Follets ǿŀǎ ǘƘŜ ƻƴƭȅ ŎƻƴǾƛƴŎƛƴƎ ǊŜŎƻǊŘƛƴƎΦ hƴ ǘƘŜ ƻǘƘŜǊ ƘŀƴŘΣ ǘƘŜ ƭŀǘǘŜǊΩǎ ǊŜŎƻǊŘƛƴƎǎ ƻŦ 

Chopin were especially misaligned (Johansen, 1979, pp. 46-47). In contrast, an anonymous self- 

proclaimed pupil of Busoni wrote in the Player Piano Supplement of the February 1924 issue of The 

Gramophone ǘƘŀǘ ǘƘŜ Ǌƻƭƭǎ ǿŜǊŜ ŀŎŎǳǊŀǘŜ ǊŜǇǊƻŘǳŎǘƛƻƴǎ ƻŦ .ǳǎƻƴƛΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎΣ ŀƴŘ ǘƘŀǘ Ƙƛǎ 

ǘŜŎƘƴƛǉǳŜ ǿŀǎ ǎƻ ǇŜǊŦŜŎǘ ǘƘŀǘ ƻƴŜ ŘƻŜǎ ƴƻǘ ŜǾŜƴ ƴƻǘƛŎŜ ƛǘΦ IŜ ŀŘŘƛǘƛƻƴŀƭƭȅ ŎƛǘŜǎ .ǳǎƻƴƛΩǎ ŀǇǇŀǊŜƴǘƭȅ 

favourite Prelude No. 24 by Chopin, and his Beethovenian interpretation of it, with its rugged 

ƎǊŀƴŘŜǳǊ ŀƴŘ ǎǘǊŜƴƎǘƘΦ IŜ ŎƻƴŎƭǳŘŜǎ ōȅ ǿŀǊƴƛƴƎ ƭƛǎǘŜƴŜǊǎ ǘƘŀǘ ǘƘŜȅ ǿƛƭƭ ƴƻǘ ŦƛƴŘ άƭŀŘȅ-ƪƛƭƭŜǊέ ǇƭŀȅƛƴƎ 

here, but great music from start to finish (Anon, 1924). 

Lǘ ƛǎ ŜǾƛŘŜƴǘ ǘƘŀǘ .ǳǎƻƴƛΩǎ ǊŜŎƻǊŘŜŘ ƭŜƎŀcy provoked a mixture of reactions. Even his own 

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 re-creation of the piano rolls. Petri was primarily concerned about balance and clarity of melodic 

line. 



 
12 

 

 

ǘŜŀŎƘŜǊΩǎ ǇƭŀȅƛƴƎΦ ¢ƘƛǎΣ ŎƻǳǇƭŜŘ ǿƛǘƘ Ƙƛǎ ƛŘƛƻǎȅƴŎǊŀǘƛŎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ŀƴŘ Ƙƛǎ ǇǊŜŦŜǊŜƴŎŜ ŦƻǊ ŎƻƭŘŜǊΣ 

pallid colours (not to be confused with a lack of emotion as critics often declared), would have 

factored ƛƴǘƻ .ǳǎƻƴƛΩǎ somewhat diminishing legacy over the course of the twentieth century. 

IƻǿŜǾŜǊΣ ǘƘǊƻǳƎƘ ŀƴ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ ŀ ǎŜƭŜŎǘ ƴǳƳōŜǊ ƻŦ .ǳǎƻƴƛΩǎ ǊŜŎƻǊŘings, this exegesis 

will reveal that these interpretations give rise to fresh, innovative insights that will greatly benefit 

pianists and musicians in their daily practice and performances. 

1.2.  Literature Review 

This review is divided into three sections. The first section evaluates the current state of 

ƪƴƻǿƭŜŘƎŜ ǿƛǘƘƛƴ ǘƘŜ ŘƛǎŎƻǳǊǎŜ ƻƴ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ ŀƴŘ ƛŘŜƴǘƛŦƛŜǎ ŀ ƭŀŎǳƴŀ ǘƘŀǘ ǎŜǊǾŜǎ ŀǎ ǘƘŜ 

primary research ǉǳŜǎǘƛƻƴ ŦƻǊ ǘƘƛǎ ŜȄŜƎŜǎƛǎΦ ¢ƘŜ ǎŜŎƻƴŘ ǎŜŎǘƛƻƴ ŎƻƴǎƛŘŜǊǎ ǘƘŜ ƭƛǘŜǊŀǘǳǊŜ ƻƴ .ǳǎƻƴƛΩǎ 

pianism in a broader context, citing emergent themes in the discourse of reflexive research. The 

third section reflects on the extant discussions about creative practice as research as a whole, 

ŘǊŀǿƛƴƎ ƭƛƴƪǎ ōŜǘǿŜŜƴ .ǳǎƻƴƛΩǎ ŀǘǘƛǘǳŘŜ ǘƻǿŀǊŘǎ ǘƘŜ ǇǊƛƴǘŜŘ ǎŎƻǊŜ ŀƴŘ ǇǊƻƳƛnent views from 

contemporary researchers. 

1.2.1 .ǳǎƻƴƛΩǎ tƛŀƴƛǎƳ 

!ƴ ŜǾŀƭǳŀǘƛƻƴ ƻŦ ǘƘŜ ƭƛǘŜǊŀǘǳǊŜ ŀŘŘǊŜǎǎƛƴƎ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ ǎǳƎƎŜǎǘǎ ŀ ƳƻŘŜǊŀǘŜ ōǳǘ ƎǊƻǿƛƴƎ 

body of research. Numerous biographies on Busoni were written throughout the twentieth century. 

Of these, 9ŘǿŀǊŘ 5ŜƴǘΩǎ мфоо ŀŎŎƻǳƴǘ ƛǎ ŀǊƎǳŀōƭȅ ǘƘŜ Ƴƻǎǘ ǎƛƎƴƛŦƛŎŀƴǘΦ 5Ŝƴǘ ǿŀǎ ŦƻǊǘǳƴŀǘŜ ǘƻ ƘŀǾŜ 

enjoyed a long and fruitful personal relationship with Busoni, and could draw from his own 

experiences to enrich the biography. However, the portrayal of Busoni in this book may be 

ƳƛǎǊŜǇǊŜǎŜƴǘŜŘΣ ŀǎ ƛǘ ǿŀǎ ǿǊƛǘǘŜƴ ǳƴŘŜǊ ǘƘŜ ǿŀǘŎƘŦǳƭ ŜȅŜ ƻŦ .ǳǎƻƴƛΩǎ ǿƛŦŜΣ DŜǊŘŀΦ tŜǊƘŀǇǎ DŜǊŘŀ 

ǿƛǎƘŜŘ ǘƻ ǇǊŜǎŜƴǘ ŀ ǎŀƴƛǘƛǎŜŘ ǾŜǊǎƛƻƴ ƻŦ ƘŜǊ ŘŜŎŜŀǎŜŘ ƘǳǎōŀƴŘΩǎ ƭƛŦŜΦ bƻƴŜǘƘŜƭŜǎǎΣ 5ŜƴǘΩǎ ōƛƻƎǊŀǇƘȅ 

offers several comments about .ǳǎƻƴƛΩǎ pianism: 

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 played and 

nothing smudged or blurred. (Dent, 1933, p. 145) 

 

The appendix also includes a list of the repertoire that Busoni performed throughout his 

lifetime. 

hǘƘŜǊ ōƛƻƎǊŀǇƘƛŜǎ ƛƴŎƭǳŘŜ 5Ŝƭƭŀ /ƻǳƭƛƴƎΩǎ CŜǊǊǳŎŎƛƻ .ǳǎƻƴƛΥ ά! aǳǎƛŎŀƭ LǎƘƳŀŜƭέ (2005), Emil 

DeōǳǎƳŀƴƴΩǎ Ferruccio Busoni όмфпфύΣ IΦ IΦ {ǘǳŎƪŜƴǎŎƘƳƛŘǘΩǎ Ferruccio Busoni: Chronicle of a 

European (1970), and Gisella Selden-DƻǘƘΩǎ Ferruccio Busoni: Un Profilo (1964).2 All of these 

ǇǳōƭƛŎŀǘƛƻƴǎ ǘǊŀǾŜǊǎŜ ǎƛƳƛƭŀǊ ǘŜǊǊŀƛƴ ǘƻ 5ŜƴǘΩǎ ōƛƻƎǊŀǇƘȅΦ hŦ ǘƘŜ ōǊƻŀŘer Busoni-related literature, 

ǘƘǊŜŜ ǿƻǊƪǎ ƻŦŦŜǊ ǊƛŎƘ ŘƛǎŎǳǎǎƛƻƴΥ [ŀǊǊȅ {ƛǘǎƪȅΩǎ Busoni and the Piano: The Works, the Writings, and 

the Recordings (1986), Erinn YƴȅǘΩǎ Ferruccio Busoni and His Legacy (2017a), and Neal Peres da 

/ƻǎǘŀΩǎ Off the Record: Performing Practices in Romantic Piano Playing όнлмнύΦ {ƛǘǎƪȅΩǎ ōƻƻƪ ƻŦŦŜǊǎ 

excellent supplementary material through a detailed catalogue of all the known recordings of 

Busoni. Moreover, the author expands the discourse on the methodological validity of piano rolls in 

academic research. He states that with access to first-class grand pianos and care in working on the 

machines and perfecting the replay, surprising results may be achieved (Sitsky, 1986, p. 336). In 

{ƛǘǎƪȅΩǎ ŜȅŜǎΣ ǿƘƛƭŜ ǘƘŜ ǎŎŜǇǘƛŎƛǎƳ ŀōƻǳǘ Ǉƛŀƴƻ Ǌƻƭƭǎ ŀǎ ŀ ǊŜƭƛŀōƭŜ ǊŜŎƻǊŘ ƻŦ ŀ ǇƛŀƴƛǎǘΩǎ ǇƭŀȅƛƴƎ ƛǎ ƴƻǘ 

unfounded, it lacks consideration of the quality of the reproducing pianos that played the rolls in the 

first place. 

¢Ƙƛǎ ǇŜǊǎǇŜŎǘƛǾŜ ƛǎ Ŏŀǳǘƛƻǳǎƭȅ ǎǳǇǇƻǊǘŜŘ ƛƴ wƻōŜǊǘ tƘƛƭƛǇΩǎ Performing Music in the Age of 

Recording (2004). In chapter two, Philip mentions Busoni in his account of the history of early 

recordings (namely, pre-electronic recordings) and the reproducing piano: 

The undoubted value of piano rolls is to increase our knowledge of pianists who did not 

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

                                                             
 2 It is notable that Selden-Goth herself was a distinguished piano pupil of Busoni. 
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ƛƳǇƻǊǘŀƴǘ ŜȄŀƳǇƭŜΧǘƘŜ ǇƭŀŎŜ ƻŦ Ǉƛŀƴƻ Ǌƻƭƭǎ ŎƻǳƭŘ ōŜ ǎǳƳƳŜŘ ǳǇ ōȅ ǎŀȅƛƴƎ ǘƘŀǘ ǘƘŜȅ ŀǊŜ 

important, but limited, historical documents, and what they contain and do not contain 

needs to be considered carefully if they are to be evaluated properlyΧΦ Ǉƛŀƴƻ rolls in 

particularly have a way of provoking blind (or rather deaf) faith from the enthusiasts, 

answered by a dismissive snort from the sceptical camp. The truth is much more complex 

than these responses suggest, and can be arrived at only by careful listening and accurate 

gathering of evidence. (Philip, 2004, p. 34) 

The considered stances presented by Sitsky and Philip lend credence to the underlying 

methodologies of this exegesisτexploring piano rolls as a rigorous source of academic research. This 

ƛǎ ŦǳǊǘƘŜǊ ŜȄǇƭƻǊŜŘ ōȅ tŜǊŜǎ Řŀ /ƻǎǘŀΩǎ Off the Record: Performing Practices in Romantic Piano 

Playing (2012), which examines piano performance over the turn of the twentieth century. Several 

of .ǳǎƻƴƛΩǎ recordings are listed as examples. Peres da Costa notes .ǳǎƻƴƛΩǎ unconscious tendency to 

arpeggiate chords and dislocate his hands during key harmonic moments in a piece (Peres da Costa, 

2012, p. 50).3  

Other notable ŎƻƴǘǊƛōǳǘƛƻƴǎ ƛƴŎƭǳŘŜ !ƴǘƻƴȅ .ŜŀǳƳƻƴǘΩǎ Busoni: Busoni the Composer (1985) 

and Ferruccio Busoni: Selected Letters (1987). The former book, as the title suggests, is a study of 

.ǳǎƻƴƛΩǎ ŎƻƳǇƻǎƛǘƛƻƴǎ ŀƴŘ ǘƘŜ ŜǎǎŜƴǘƛŀƭ ǇŀǊǘ .ǳǎƻƴƛ ǇƭŀȅŜŘ ƛƴ ǘƘŜ ŀǎǎŜǎǎƳŜƴǘ ƻŦ twentieth-century 

ƳǳǎƛŎ ό.ŜŀǳƳƻƴǘΣ мфурΣ ǇΦ мύΦ !ƭǘƘƻǳƎƘ ǘƘƛǎ ǘƻƳŜ ŘƻŜǎ ƴƻǘ ǎǇŜŎƛŦƛŎŀƭƭȅ ŎƻƴŎŜǊƴ ƛǘǎŜƭŦ ǿƛǘƘ .ǳǎƻƴƛΩǎ 

piano-ǇƭŀȅƛƴƎΣ .ŜŀǳƳƻƴǘ ǊƛƎƘǘƭȅ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ŎƻƴǘǊŀŘƛŎǘƻǊȅ ǊŜǇƻǊǘǎ ƻŦ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ŀƴŘ ǘƘŜ 

fantastical writing of numerous pupils and devotees confused more than educated (Beaumont, 

1985, p. 306). This statement is in keeping with the large number of reviews fervently admiring 

.ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎΣ ǎǳŎƘ ǘƘŀǘ ƛǘ ōŜŎƻƳŜǎ ŘƛŦŦƛŎǳƭǘ ǘƻ ŀǎǎŜǎǎ ƛǘǎ ǾŀƭǳŜ ƻǊ ǘƘŜ ŎǊƛǘƛŎŀƭ ŦŀŎǳƭǘƛŜǎ ƻŦ ǘƘŜ 

                                                             
 3 ¢Ƙƛǎ ƛǎ ǎƻƳŜǿƘŀǘ ƛǊƻƴƛŎΣ ƎƛǾŜƴ .ǳǎƻƴƛΩǎ ǿǊƛǘƛƴƎǎ ƛƴ ǘƘŜ ǇǊŜŦŀŎŜ ƻŦ Ƙƛǎ ŜŘƛǘƛƻƴ ƻŦ the Well-

Tempered Clavier Book I (1894), which warn against the dangers of arpeggiation and its subsequent 

undermining of the harmony. 
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writer. Ferruccio Busoni: Selected Letters (1987) is a careful selection and translation of over 400 

ƭŜǘǘŜǊǎ ǿǊƛǘǘŜƴ ōȅ .ǳǎƻƴƛΦ ¢ƘŜ ǎŜƭŜŎǘƛƻƴ ƻŦ ŎƻǊǊŜǎǇƻƴŘŜƴŎŜ ōǊƻŀŘƭȅ ŜƴŎŀǇǎǳƭŀǘŜǎ .ǳǎƻƴƛΩǎ ŎŀǊŜŜǊ 

from his beginnings in Trieste to his last years in Berlin. There are occasional pieces of information 

ǘƘŀǘ ŀǊŜ ǘŀƴƎŜƴǘƛŀƭƭȅ ǊŜƭŀǘŜŘ ǘƻ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳΣ ǎǳŎƘ ŀǎ ƭŜǘǘŜǊǎ όŜȄŀƳǇƭŜǎ ƛƴŎƭǳŘŜ ƭŜǘǘŜǊǎ ǎŜƴǘ ǘƻ 

tŜǘǊƛ ƻƴ мфǘƘ Wǳƭȅ мфлф ŀƴŘ сǘƘ CŜōǊǳŀǊȅ мфммύ ǘƘŀǘ ǇǊƻǾƛŘŜ ǘƘŜ ŘŀǘŜ ƻŦ .ǳǎƻƴƛΩǎ ŎƻƴŎŜǊǘǎΣ ǊŜǇŜǊǘƻƛǊŜ 

and an idea of how Busoni constructed his recital programs (Beaumont, 1987). Many of these letters 

ŀƭǎƻ ǊŜǾŜŀƭ ǘƘŜ ŀǳǘƘƻǊΩǎ ŜǊǳŘƛǘŜ ƪƴƻǿƭŜŘƎŜ ƻŦ ŀǊǘΣ ƭƛǘŜǊŀǘǳǊŜΣ ŀƴŘ ƭŀƴƎǳŀƎŜǎΣ ŀƴŘ ǘƘŜ ƴƻǘƛƻƴ ǘƘŀǘ 

Busoni considered a holistic education to be essential to the success of a musical artist. 

.ǳǎƻƴƛΩǎ ǎǘǳŘŜƴǘ wƻǎŀƳƻƴŘ [Ŝȅ ƻŦŦŜǊǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ŎƻƴǘǊƛōǳǘƛƻƴ ǘƻ ǘƘŜ ŦƛŜƭŘ ǘƘǊƻǳƎƘ ƘŜǊ 

ǘǊŀƴǎƭŀǘƛƻƴ ƻŦ ŀ ŎƻƭƭŜŎǘƛƻƴ ƻŦ .ǳǎƻƴƛΩǎ ƭŜǘǘŜǊǎ ǘƻ Ƙƛǎ ǿƛŦŜΣ DŜǊŘŀΣ ŀǇǇǊƻǇǊƛŀǘŜƭȅ ǘƛǘƭŜŘ Letters to his 

Wife (1938). The translated letters portray a strong and everlasting love between Busoni and Gerda 

ό[ŜȅΣ мфоуύΦ {ŜǾŜǊŀƭ ƻŦ .ǳǎƻƴƛΩǎ ƭŜǘǘŜǊǎ ŘŜǎŎǊƛōŜ ǇŜǊǎƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ Ƙƛǎ ŎƻƴŎŜǊǘǎΣ ŀƴŘ ǇǊƻǾƛŘŜ 

ǇǊƻƎǊŀƳǎ ƻŦ Ƙƛǎ ǘƘŜƴ ǳǇŎƻƳƛƴƎ ǇŜǊŦƻǊƳŀƴŎŜǎΦ [ŜȅΩǎ ƻǘƘŜǊ ǿƻǊƪΣ The Essence of Music and Other 

Papers όмфртύΣ ƛǎ ŀ ǘǊŀƴǎƭŀǘƛƻƴ ƻŦ .ǳǎƻƴƛΩǎ ƻǿƴ ǿǊƛǘƛƴƎǎ ƻƴ Ǉƛŀƴƻ-playing and piano music. Here we 

ŘƛǎŎƻǾŜǊ .ǳǎƻƴƛΩǎ ƳŀȄƛƳǎ ƻƴ ǘƘŜ ƴŜŎŜǎǎŀǊȅ ǇǊŜǊŜǉǳƛǎƛǘŜǎ ƻŦ ŀ ǇƛŀƴƛǎǘΣ ǇƭŀȅƛƴƎ ŦǊƻƳ ƳŜƳƻǊȅΣ ŀƴŘ 

ǇǊŀŎǘƛŎŜ ƘŀōƛǘǎΦ ²ƘƛƭŜ ƴƻǘ ǎǇŜŎƛŦƛŎŀƭƭȅ ŘƛǎŎǳǎǎƛƴƎ .ǳǎƻƴƛΩǎ ƻǿƴ Ǉƛŀƴo skills, the information 

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

¢ƘŜ ƻƴƭȅ ōƻƻƪ ǘƘŀǘ ǎƻƭŜƭȅ ŦƻŎǳǎŜǎ ƻƴ .ǳǎƻƴƛΩǎ Ǉƛŀƴƻ ǇƭŀȅƛƴƎ ƛǎ DǊƛƎƻǊȅ YƻƎŀƴΩǎ Busoni as 

Pianist (1964), which was translated and annotated by Svetlana Belsky in 2010. The volume is 

divided into chapters that address his pianistic activities in regions (for example, Finland and 

Moscow, 1889ς1894) or specific parts of his technique (one instance is chapter 7: .ǳǎƻƴƛΩǎ 

interpretations. Textural libertiesύΦ ¢ƘŜ ǘƻƳŜ ǎǘǊƛǾŜǎ ǘƻ ŜƴŎŀǇǎǳƭŀǘŜ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳΣ ōǳǘ ǘƘŜ ǎƻǳǊŎŜǎ 

of articles, journals, and newspapers are derived primarily from his concerts in Russia. This covers a 

ƴŀǊǊƻǿ ǎǇŜŎǘǊǳƳ ƻŦ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ ƛƴ ǘƘŜ ŜŀǊƭȅ муфлǎΣ ŘǳǊƛƴƎ ǘƘe years well before he reached his 

zenith. It is unfortunate that Kogan does not draw upon a wider range of sources to give a more 
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ŎƻƳǇƭŜǘŜ ǇƛŎǘǳǊŜ ƻŦ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎΦ CǳǊǘƘŜǊƳƻǊŜΣ ƛǘ ōŜŎƻƳŜǎ ƛƴŎǊŜŀǎƛƴƎƭȅ ŘƛƭǳǘŜŘ ǿƛǘƘ aŀǊȄƛǎǘ 

terminologyτperhaps a necessary compromise to ensure its ǇǳōƭƛŎŀǘƛƻƴΦ ¢ƘŜ ŎŀǎŜ ǎǘǳŘȅ ƻŦ .ǳǎƻƴƛΩǎ 

interpretation of Rigoletto Paraphrase ŀƴŘ ƛǘǎ ŎƻƳǇŀǊƛǎƻƴ ǿƛǘƘ !ƴƴŀ 9ǎǎƛǇƻŦŦΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ǘƘŜ 

ǎŀƳŜ ǇƛŜŎŜ ƛǎ ƘƛƎƘƭȅ ƛƴŦƻǊƳŀǘƛǾŜΣ ōǳǘ ŀōǊǳǇǘƭȅ ǎǘƻǇǎ ǎƘƻǊǘΦ YƻƎŀƴ ŀƴŀƭȅǎŜǎ .ǳǎƻƴƛΩǎ ŀǇǇroach to the 

first few pages of Rigoletto Paraphrase, with the remaining pages left to conjecture. Despite these 

ŎƻƴŎŜǊƴǎΣ YƻƎŀƴΩǎ ǿƻǊƪ ƛǎ ŦƛƭƭŜŘ ǿƛǘƘ Ƴŀƴȅ ǳǎŜŦǳƭ ǊŜǾƛŜǿǎ ƻŦ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ ǇŀǊǘƛŎǳƭŀǊ 

composers, as well as certain aspects of his technique. 

hǘƘŜǊ ōƻƻƪǎ ǘƘŀǘ Ŏƻƴǘŀƛƴ ƛƴŦƻǊƳŀǘƛƻƴ ƻƴ .ǳǎƻƴƛΩǎ Ǉƛŀƴƻ-playing include Marc-André 

wƻōŜǊƎŜΩǎ Ferruccio Busoni: A Bio-Bibliography (1991), which includes eight pages of reviews on 

.ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎΦ Harold {ŎƘƻƴōŜǊƎΩǎ The Great Pianists (1987) contains a succinct but important 

ŎƘŀǇǘŜǊ ŘƛǎŎǳǎǎƛƴƎ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳΦ IƻǿŜǾŜǊΣ ƛǘ Ƴǳǎǘ ōŜ ƴƻǘŜŘ ǘƘŀǘ {ŎƘƻƴōŜǊƎΩǎ ƻǿƴ ŎƻƳƳŜƴǘŀǊȅ 

ŀǇǇŜŀǊǎ ǘƻ ōŜ ǎƻƭŜƭȅ ōŀǎŜŘ ƻƴ .ǳǎƻƴƛΩǎ мфнн ǊŜŎƻǊŘƛƴƎǎΦ L ŎƻǳƴǘŜǊ ǘƘŀǘ ǘƘŜǎŜ ŀǊŜ ŀƴ ǳƴŦǊǳƛǘŦǳƭ 

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎǘƛŎ ŀōƛƭƛǘƛŜǎΦ LƴǘŜǊŜǎǘƛƴƎƭȅΣ {ŎƘƻƴōŜǊƎ ōŜƭƛŜǾŜǎ .ǳǎƻƴƛΩǎ /ƘƻǇƛƴ- 

playing lacks tempo fluctuations (Schonberg, 1987, p. 367). I wonder if Schonberg listened to 

.ǳǎƻƴƛΩǎ Ǉƛŀƴƻ roll ǊŜŎƻǊŘƛƴƎ ƻŦ /ƘƻǇƛƴΩǎ .ŀƭƭŀŘŜ bƻΦ м ƛƴ D minor, where sudden bursts of speed and 

rubato are immediately evident in the opening phrases. Lastly, it is a shame that Schonberg does not 

Ŧǳƭƭȅ ǳƴŘŜǊǎǘŀƴŘ .ǳǎƻƴƛΩǎ ǊŀǘƛƻƴŀƭŜ ŦƻǊ ǊŜǇŜŀǘƛƴƎ /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ bƻΦ т ƛƴ ! majorΦ ¢ƘŜ ƭŀǘǘŜǊΩǎ 

decision to repeat this prelude is a simple but clear illustration of his emphasis on form, and he 

would unhesitatingly alter the structure of any work if he felt there was need to correct it. 

After the Golden Age: Romantic Pianism and Piano Performance (2007) by Kenneth Hamilton 

is a well-researched book on the performative style of pianists in the late nineteenth and early 

ǘǿŜƴǘƛŜǘƘ ŎŜƴǘǳǊƛŜǎΦ ! ōǊƛŜŦ ŎƘŀǇǘŜǊ ƻƴ .ǳǎƻƴƛ Ŏƻƴǘŀƛƴǎ ƎŜƴŜǊŀƭ ǊŜƳŀǊƪǎ ŀƴŘ ǊŜǾƛŜǿǎ ƻŦ .ǳǎƻƴƛΩǎ 

ǇƭŀȅƛƴƎΦ !ƴƻǘƘŜǊ ƴƻǘŜǿƻǊǘƘȅ ƳŜƴǘƛƻƴ ƛǎ tƛŜǊǎ wŀǘǘŀƭƛƴƻΩǎ Ferruccio Busoni: Il Mercuriale (2007), 

which lists concert programs of numerous Busoni performances in the Italian provinces. I also 

ƻōǘŀƛƴŜŘ ƛƴŦƻǊƳŀǘƛƻƴ ƻƴ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ōȅ ŜȄŀƳƛƴƛƴƎ ƳŜƳƻƛǊǎΣ ƛƴǘŜǊǾƛŜǿǎ ŀƴŘ ōƛƻƎǊŀǇƘƛŜǎ ƻŦ 
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.ǳǎƻƴƛΩǎ ǎǘǳŘŜƴǘǎ ŀƴŘ ŦǊƛŜƴŘǎΣ ǎǳŎƘ ŀǎ aŀǳŘ !ƭƭŀƴΩǎ My Life and Dancing όмфлуύΣ !ǳƎǳǎǘŀ /ƻǘǘƭƻǿΩǎ 

My Years with Busoni όмфнрύΣ WŀŎƻō ²ŀǎǎŜǊƳŀƴƴΩǎ In Memoriam Ferruccio Busoni (1925), Philip 

WŀǊƴŀǊŎƘΩǎ Ferruccio Busoni όмфонύΣ .ŜǊƴŀǊŘ Ǿŀƴ 5ƛŜǊŜƴΩǎ Down Among the Dead Men (1935), Dimitri 

aƛǘǊƻǇƻǳƭƻǳǎΩ interview with Harold Schonberg όмфрмύΣ 9Ǝƻƴ tŜǘǊƛΩǎ interview with Alfred 

YŀƴǿƛǎŎƘŜǊ όмфртύΣ Iŀƴǎ WŜƭƳƻƭƛΩǎ CŜǊǊǳŎŎƛƻ .ǳǎƻƴƛΩǎ ½ǸǊƛŎƘŜǊƧŀƘǊŜ όмфнфύΣ DǳƴƴŀǊ WƻƘŀƴǎŜƴΩǎ Busoni 

the PianistτIn Perspective όмфтфύΣ hǘǘƻ [ǳŜƴƛƴƎΩǎ The Odyssey of an American composer: The 

autobiography of Otto Luening όмфулύΣ {ǘŜŦŀƴ ½ǿŜƛƎΩǎ Tagebücher όмфууύ ŀƴŘ ²ƛƭƭƛŀƳ wΦ ¢ǊƻǘǘŜǊΩǎ 

Priest of Music: The Life of Dimitri Mitropoulos (1995). Other memoirs and biographies, such as 

YŀƛƪƻǊǎǊǳ {ƻǊŀōƧƛΩǎ Around Music (1932) and Mi Contra Fa: The Immoralisings of a Machiavellian 

Musician όмфптύΣ [ƻǳƛǎŜ ±ŀǊŝǎŜΩǎ Varèse: A Looking-Glass Diary (1972), and Kurt Weill: An Illustrated 

Life (Schebara, 1980/1995), shed light more on Busoni as a composer, philosopher, and mentor than 

on his attributes as a pianist. 

Contemporaries of Busoni have provided small pieces of information that contribute to the 

ƻǾŜǊŀƭƭ ǇƛŎǘǳǊŜ ƻŦ Ƙƛǎ ǇƛŀƴƛǎƳΦ ¢ƘŜǎŜ ƛƴŎƭǳŘŜ ōǊƛŜŦ ǿƻǊŘǎ ŦǊƻƳ !ǊǘǳǊ CǊƛŜŘƘŜƛƳΩǎ Busoni und Lisztτ

Interpretation (1909), Mark IŀƳōƻǳǊƎΩǎ From Piano to Forte: Thousand and One Notes (1931), Henry 

²ƻƻŘΩǎ My Life of Music όмфпсύΣ IŀǊƻƭŘ .ŀǳŜǊΩǎ His Book όмфпуύΣ /ŀǊƭ CƭŜǎŎƘΩǎ The Memoirs of Carl 

Flesch όмфртκмфтуύΣ ²ƛƭƘŜƭƳ YŜƳǇŦŦΩǎ Brief Encounter with Ferruccio Busoni (1970) and John .ƛǊŘΩǎ 

Percy Grainger (1976). IŀƳōƻǳǊƎΩǎ ƳǳǎƛƴƎǎ ƻƴ .ǳǎƻƴƛ ŀǊŜ ǇŀǊǘƛŎǳƭŀǊƭȅ ǊŜǾŜŀƭƛƴƎΣ ŀǎ ƘŜ describes the 

ƭŀǘǘŜǊΩǎ ǘŜŎƘƴƛǉǳŜ ǘƘǊƻǳƎƘ ǘƘŜ ƭŜƴǎ ƻŦ Ƙƛǎ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜ ŀǎ ŀ ǊŜƴƻǿƴŜŘ ŎƻƴŎŜǊǘ pianist. He notes 

that Busoni: 

ΧƘŀŘ ǾŜǊȅ ƴŀǊǊƻǿ ƘŀƴŘǎ ŦƻǊ ŀ ǇƛŀƴƛǎǘΣ ŀƴŘ ǘƘŜ ǘŜŎƘƴƛŎŀƭ ǿƻǊƪ ƘŜ ƘŀŘ to do every day to keep 

them in condition was extraordinary especially as 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 

had so much to contend with. (Hambourg, 1931, p. 136) 

HŀƳōƻǳǊƎ ŀƭǎƻ ƻŦŦŜǊǎ ŀƴ ƛƭƭǳƳƛƴŀǘƛƴƎ ŀƴŀǘƻƳƛŎŀƭ ŎƻƳƳŜƴǘ ƻƴ .ǳǎƻƴƛΩǎ ƳŜǘƘƻŘ ƻŦ Ǉƛŀƴƻ-
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playingτthat he played from his shoulders rather than the wrists, to create weighty but somewhat 

angular sound effects (Hambourg, 1931, p. 137). 

German-Jewish composer Berthold Goldschmidt wrote a brief but insightful article about his 

encounter with Busoni, commenting ƻƴ Ƙƛǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ aƻȊŀǊǘΩǎ /ƻƴŎŜǊǘƻ in E-flat major No. 

22, K. 482. He ǊŜƳŀǊƪǎ ǘƘŀǘ .ǳǎƻƴƛΩǎ ǊŜƴŘƛǘƛƻƴ ǿŀǎ ōƻǘƘ ŀ ǊŜǾŜƭŀǘƛƻƴ ŀƴŘ ŀƴ ŀǊǘƛǎǘƛŎ ǎƘƻŎƪΣ ŀǎ Ƙis 

playing was ŎƻƳǇƭŜǘŜƭȅ ŦǊŜŜ ǿƛǘƘ ŀŎŎŜƭŜǊŀƴŘƛ ƛƴ ǘƘŜ ǉǳƛŎƪ ǇŀǎǎŀƎŜǎ ŀƴŘ άwƻƳŀƴǘƛŎέ rubato 

(Goldschmidt, мфнлκмффмΣ ǇΦ тύΦ ¢ƘŜ ŀǳǘƘƻǊ ŀƭǎƻ ǊŜƳŀǊƪǎ ƻƴ .ǳǎƻƴƛΩǎ ŎƘƻƛŎŜ ƻŦ ǎŜŀǘΣ ǿƘƛŎƘ ǿŀǎ ŀ 

άƪƛƴŘ ƻŦ ƻǊƎŀƴ ōŜƴŎƘέ that allowed him to shift effortlessly according to the requirements of the 

composition. .ǳǎƻƴƛΩǎ ƘŀƴŘǎ ǿƻǳƭŘ ōŜ ƛƴ ǘƘŜ ǎŀƳŜ Ǉƻǎƛǘƛƻƴ ŀǎ ƛŦ ƘŜ ǿŀǎ ǎƛǘǘƛƴƎ ŎŜƴǘǊŀƭƭȅΣ ŀƴŘ ŀƭƭƻǿŜŘ 

him to achieve powerful sonorities without a trace of exertion. He concludes by stating that Busoni 

was a memorable pianistic spectacle of power, grace, precision, and elegance (Goldschmidt, 

1920/1991, p. 7). 

Noteworthy mentions in other material by prominent contemporaries include references in 

The Letters of Arturo Toscanini (2002), edited and translated by Harvey Sachs, and Xavier 

{ŎƘŀǊǿŜƴƪŀΩǎ Sounds From My Life: Reminiscences of a Musician (2007).  

Having examined a considerable ōƻŘȅ ƻŦ ƭƛǘŜǊŀǘǳǊŜ ǇŜǊǘŀƛƴƛƴƎ ǘƻ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳΣ ǿŜ ƴƻǿ 

turn our attention towards the research surrounding reflexivity. On first inspection, this 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 recitals, and discusses how my interpretative choices were 

informed ōȅ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳΦ ²ƛǘƘƻǳǘ ŀƴȅ ŘŜǘŀƛƭŜŘ ŜȄŀƳƛƴŀǘƛƻƴ ƻƴ ǊŜŦƭŜȄƛǾŜ ǇǊŀŎǘƛŎŜΣ ǘƘŜ ƭƛƴƪǎ 

between the research and practice would be tenuous. Thus, the following section will cover the 

dearth of literature related to reflexivity. 

1.2.2 Reflexivity 

In chapters 2.3, 3.3, and 4.3, I incorporate elements of reflexivity where I investigate my own 
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practice and interpretative decisions. In chapter five, I describe the ways in which my experiences of 

performing these selected works offer new perspectives in music interpretation. This aspect of 

qualitative methodology involves reflexivity; Askeland and Fook (cited in Fiona et al., 2006) define 

ǊŜŦƭŜȄƛǾƛǘȅ ŀǎ άŀƴ ŀōƛƭƛǘȅ ǘƻ ǊŜŎƻƎƴƛǎŜ ƻǳǊ ƻǿƴ ƛƴŦƭǳŜƴŎŜτand the influence of our social and cultural 

ŎƻƴǘŜȄǘǎ ƻƴ ǊŜǎŜŀǊŎƘΣ ǘƘŜ ǘȅǇŜ ƻŦ ƪƴƻǿƭŜŘƎŜ ǿŜ ŎǊŜŀǘŜΣ ŀƴŘ ǘƘŜ ǿŀȅ ǿŜ ŎǊŜŀǘŜ ƛǘέ όǇΦ прύΦ ¢ƘǳǎΣ ǘƘƛǎ 

exegesis incorporates my experience as a pianist within the research itself. Thompson and Pascal 

(2012) describe a reflexive practice as one that looks back on itselfτmuch like a mirrorτand 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). This is a subtle distinction 

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 & 

Schön, 1974). Reflexivity and reflectivƛǘȅ ŀǊŜ ƛƴǘŜƎǊŀƭ ŎƻƳǇƻƴŜƴǘǎ ǘƻ Ƴȅ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ .ǳǎƻƴƛΩǎ 

pianism and my own playing in chapters 2, 3, 4, and 5. 

Literature related to autoethnography was also traversed in this review, due to its 

incorporation of reflective and reflexive practice. Arthur Bochner and Carolyn Ellis (2000) define 

autoethnography as άŀǳǘƻōƛƻƎǊŀǇƘƛŜǎ that self-consciously explore the interplay of the introspective, 

personally engaged self with cultural descriptions mediated through language, history, and 

ethnographic explanatƛƻƴέ όǇΦ тпнύΦ 

5ŀǾƛŘ {ǳŘƴƻǿΩǎ Ways of the Hand: A Rewritten Account (1978/2013) offers an early example 

of an autoethnographic approach within music research, due to its self-reflective perspective. In this 

work, Sudnow concentrated exclusively on his own experience with the piano from the perspective 

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

{ǳŘƴƻǿΩǎ ƛƴƛǘƛŀƭ ǎǘǊǳƎƎƭŜǎ ǘƻ ƎǊŀǎǇ ǘƘŜ ōŀǎƛŎǎ ƻŦ ƧŀȊȊ ǎŎŀƭŜǎ ŀƴŘ ƘŀǊƳƻƴƛŎ progressions and his 

attempts to codify the various jazz-sounding 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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ǿƘŀǘ ƘŜ Ŏŀƭƭǎ άƳŜƭƻŘƛŎ ƛƴǘŜƴǘƛƻƴŀƭƛǘȅέ ό{ǳŘƴƻǿΣ мфтуκнлмоΣ ǇΦ поύΦ ¢ƘƛǎΣ ǘƻƻΣ ǊŜƭŀǘŜǎ ǘƻ Ƴȅ ƻǿƴ 

experiences of pianism. I 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 lack of familiarity and technical mastery of that work. Over 

time and continual practice, however, I felt I was increasingly able to divert my cognitive resources 

towards the musicality and the melodic intentionality referenced by Sudnow. The success of 

{ǳŘƴƻǿΩǎ ŀōƛƭƛǘȅ ǘƻ ŜǾƻƪŜ ǊŜŎƻƎƴƛǘƛƻƴ ƻŦ ǇŀǊŀƭƭŜƭ ŜȄǇŜǊƛŜƴŎŜǎ ǿƛǘƘƛƴ ǊŜŀŘŜǊǎΣ ŀƴŘ ōȅ ŜȄǘŜƴǎƛƻƴΣ ǘƻ 

appeal to a wide readership, is derived from his economical and self-reflective style of writing. Such 

a practice became known as emotional/narrative autoethnographic writing (Ellis, 2004). Mine 

5ƻƐŀƴǘŀƴ-Dack (2012) eloquently highlights that one of the advantages of this emotional/narrative 

ŀǳǘƻŜǘƘƴƻƎǊŀǇƘȅ ŀǎ ŀ ǊŜǎŜŀǊŎƘ ǘŜŎƘƴƛǉǳŜ ƛǎ ǘƘŀǘ ƛǘ ƛǎ ŀ ƳŜǘƘƻŘ ǘƘŀǘ άŀƭƭƻǿǎ ǘƘŜ ŜƳƻǘƛƻƴŀƭ aspects of 

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 

ŦǊƻƳ ǘƘŜ ƛƴǎƛŘŜέ όǇΦ плύΦ 

This notion is further expanded in Carolyn 9ƭƭƛǎΩǎ The Ethnographic I: A Methodological Novel 

about Autoethnography (2004), and Brydie-[ŜƛƎƘ .ŀǊǘƭŜŜǘ ŀƴŘ /ŀǊƻƭȅƴ 9ƭƭƛǎΩǎ Music 

Autoethnographies: Making Autoethnography Sing/Making Music Personal (2009). The latter work is 

of particular interest, as Bartleet and Ellis draw strong connections between the fields of 

autoethnography, reflexivity, and music. They recognise the surge of self-reflexivity that is 

invigorating the music industry (Bartleet & Ellis, 2009, p. 6) and the increasing numbers 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 experiences (Bartleet & Ellis, 2009, p. 9) in their playing. They further 

ƘƛƎƘƭƛƎƘǘ ǘƘŜ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ ƳǳǎƛŎ ŀƴŘ ŀǳǘƻŜǘƘƴƻƎǊŀǇƘȅ ōȅ ŀǊƎǳƛƴƎ ǘƘŀǘ άǘƘŜ ŘŜǎƛǊŜ ǘƻ 

communicate engaging and personal tales through the music and words, which inspire audiences to 
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react, reflect, and, in many cases, ǊŜŎƛǇǊƻŎŀǘŜέ is paramount (Bartleet & Ellis, 2009, p. 8). 

!ƳƻƴƎ ǘƘŜ ƴƻǘŀōƭŜ ŎƘŀǇǘŜǊǎ ƛƴ .ŀǊǘƭŜŜǘ ŀƴŘ 9ƭƭƛǎΩǎ ōƻƻƪ ƛǎ {ǘŜǇƘŜƴ 9ƳƳŜǊǎƻƴΩǎ ά9ǾƻƪƛƴƎ 

Spring in Winter: Some personal reflections on ǊŜǘǳǊƴƛƴƎ ǘƻ {ŎƘǳōŜǊǘΩǎ ŎȅŎƭŜέΦ ¢ƘŜ ŀǳǘƘƻǊ ŘǊŀǿǎ ƻǳǘ 

the symbiotic and harmonious relationship of reflexivity and music performance research. 

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

ōŀǊǎ ƻŦ άCǊǸƘƭƛƴƎǎǘǊŀǳƳέΣ ŦǊƻƳ {ŎƘǳōŜǊǘΩǎ Winterreise. Interspersed in his chapter are comments 

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

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

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

ƘƻǿŜǾŜǊΣ ƛǎ 9ƳƳŜǊǎƻƴΩǎ ǿƛƭƭƛƴƎƴŜǎǎ ǘƻ ŜȄǇƭƻǊŜ Ƴŀƴȅ ǇŜǊǎƻƴŀƭ ŀǎǇŜŎǘǎ ƻŦ Ƙƛǎ ǇƭŀȅƛƴƎ ŀƴŘ ǘƘƛƴƪƛƴƎΣ 

which is effectively conveyed through eloquent, 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 

scrutinised than one that takes artistic risks in searching for new meaning (Emmerson, 2009, p. 111). 

Another reflexive project that raises stimulating interpretational questions is Stephen 

9ƳƳŜǊǎƻƴ ŀƴŘ !ƴƎŜƭŀ ¢ǳǊƴŜǊΩǎ 5±5 Around a Rondo: Behind the Performance (2006). This 

ŎƻƳǇǊŜƘŜƴǎƛǾŜ ǇǊƻƧŜŎǘ ŘƻŎǳƳŜƴǘǎ ŘƛŦŦŜǊŜƴǘ ǇŜǊŦƻǊƳŀƴŎŜ ƻǳǘŎƻƳŜǎ ƻŦ aƻȊŀǊǘΩǎ wƻƴŘƻ YΦ рммΣ ŀƴŘ 

the ways in which the interaction with different instruments (for example, a modern piano 

compared to an eighteenth-ŎŜƴǘǳǊȅ ŦƻǊǘŜǇƛŀƴƻύ Ŏŀƴ ŎƘŀƴƎŜ ƻƴŜΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ŀ ǇƛŜŎŜΦ hǾŜǊ ǘƘŜ 

course of the preparation of several performances, and supported by numerous recorded musical 

examples, Emmerson experiments with various textural and rhythmic elements in the rondo, while 

ƛƴ ŎŜǊǘŀƛƴ ƛƴǎǘŀƴŎŜǎ ƭŀōƻǳǊƛƴƎ ƻǾŜǊ ƳƛŎǊƻǎŎƻǇƛŎ ŘŜǘŀƛƭǎ ƛƴ ǎǇŜŎƛŦƛŎ ǇƘǊŀǎŜǎΦ 9ƳƳŜǊǎƻƴΩǎ ƳŜǘƛŎǳƭƻǳǎ 

craft and attention to detail is admirable, but more importantly, his engagement with the work is 

suggestive of a musical approach that is not entirely score-centred. This approach has similarities to 

.ǳǎƻƴƛΩǎ ƻǿƴ ŀǘǘƛǘǳŘŜ ǘƻ ǘƘŜ ǇǊƛƴǘŜŘ ǎŎƻǊŜΦ 
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After a critical appraisal of the discourse on two central components of this exegesisτ 

.ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ ŀƴŘ ǇƭŀŎƛƴƎ ǘƘŜ άǎŜƭŦέ ǿƛǘƘƛƴ ƳǳǎƛŎ ǊŜǎŜŀǊŎƘτthe next section develops these 

conversations in the overarching literature of creative practice as research. The discussion will 

ŜȄŀƳƛƴŜ ŀǊƎǳƳŜƴǘǎ ŀōƻǳǘ ǘƘŜ άƘƻǿέ ŀƴŘ άǿƘȅέ ƻŦ ǎǘǳŘȅƛƴƎ .ǳǎƻƴƛΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴŀƭ ƧǳŘƎŜƳŜƴǘǎ 

and the propagation of his techniques in meaningful 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 that re-evaluates the 

importance of performance in music analysis, and its validity as a methodological tool to contribute 

new knowledge to the wider literature relating to creative practice as research. Musicologists such 

ŀǎ bƛŎƘƻƭŀǎ /ƻƻƪ όнлмоύΣ aƛƴŜ 5ƻƐŀƴǘŀƴ-Dack (2012, 2015), Daniel Leech-Wilkinson (2016, 2020), 

and John Rink (2015, 2017) raise concerns about how the academic narrative surrounding 

performance stifles musical creativity and thinking. In Beyond the Score: Music As Performance 

(2013), Cook refers to the long-ǎǘŀƴŘƛƴƎ άƭƛǘŜǊŀƭƛǎǘέ ǇŜǊŦƻǊƳŀƴŎŜ-style traditionτthe idea of the 

ǇŜǊŦƻǊƳŜǊ ŦŀƛǘƘŦǳƭƭȅ ŀŘƘŜǊƛƴƎ ǘƻ ǘƘŜ ǇǊƛƴǘŜŘ ǎŎƻǊŜ ŀƴŘ ŎŀǊǊȅƛƴƎ ƻǳǘ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ǿƛǎƘŜǎ όǇΦ оύΦ IŜ 

argues for a re-ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǎŎƻǊŜǎ ǘƻ ōŜ ƳƻǊŜ ƭƛƪŜ άǘƘŜŀǘǊƛŎŀƭ ǎŎǊƛǇǘǎ ǘƘŀƴ ǘƘŜ ƭƛǘŜǊŀƭ ǘŜȄǘǎ ŀǎ ǿƘƛŎƘ 

musicology has traditionally understood (or misǳƴŘŜǊǎǘƻƻŘύ ǘƘŜƳέ ό/ƻƻƪΣ нлмоΣ ǇΦ мύΣ ǿƘƛŎƘ 

necessitates a re-evaluation 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 early twentieth century. In 1922, 

German critic Paul Bekker lambasted the idea of: 

ΧǘƘŜ ƳƻƴǎǘǊƻǳǎ ǇǊŜǎǳƳǇǘǳƻǳǎƴŜǎǎ ǘƘŀǘ ƭƛŜǎ ōŜƘƛƴŘ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ŀƴ ƻōƧŜŎǘƛǾŜƭȅ ŎƻǊǊŜŎǘΣ 

note-ŦŀƛǘƘŦǳƭ ǊŜǇǊƻŘǳŎǘƛƻƴΧǘƘƛǎ ǎƘŀƳ ƻōƧŜŎǘƛǾƛǘȅ ƳŜŀƴǘ ƛƴ ŦŀŎǘ ǘƘŀǘ ŘƛƳƛƴƛǎƘƛƴƎ ƻŦ ŘŜŎƛǎƛǾŜ 

values of personality in favour of an imaginary 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 



 
23 

 

 

extraordinary. (as cited in Cook, 2005, p. 20) 

 

A more specific but equally effective remark was made by Charles Rosen (2002) in his Piano 

Notes: The World of the Pianist. Rosen humours the reader by joking that pianists will not receive a 

jail sentence by playing a piece at the incorrect tempo. He aims a thinly veiled barb at a particular 

ǎŎƘƻƻƭ ƻŦ ŀŜǎǘƘŜǘƛŎǎ όǇΦ поύ ǘƘŀǘ ŎƻƴǎƛŘŜǊǎ ƛǘ ƛƳƳƻǊŀƭ ǘƻ ŘƛǎǊŜƎŀǊŘ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ǿƛǎƘŜǎΣ ōŜŦƻǊŜ 

countering that we have all heard performances at inauthentic tempos, which turn out to reveal 

novel, insightful, or even brilliant ways of playing a particular piece (Rosen, 2002, p. 43). 

Moreover, in his Musical Thoughts and Afterthoughts (1991), Austrian pianist Alfred Brendel 

asserts that Werktreue is the philosophy responsible for these score-centred approaches, and that it 

espouses a slavish, rigid musical ǘƘƛƴƪƛƴƎ ό.ǊŜƴŘŜƭΣ мффмΣ ǇΦ нсύΦ [ȅŘƛŀ DƻŜƘǊΩǎ The Quest for Voice: 

Music, Politics, and the Limits of Philosophy (1998) and An Imaginary Museum of Works (2007) 

explain her stance on score-centred approaches and Werktreue. 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 an ideal that is 

seemingly in opposition with Werktreue: the emphasis of the performance itself as a social 

phenomenon, which rises above the need for realising the notated score (Goehr, 2007, pp. 132-133). 

In An Imaginary Museum of Works, Goehr raises further doubts about score-centred interpretations 

as an all-encompassing, monolithic construct that performers should dutifully obey, by opining that 

notational analysis cannot capture the ontological nature of musical pieces (Goehr, 2007, p. 57). This 

assertion is coƴǎƛǎǘŜƴǘ ǿƛǘƘ .ǳǎƻƴƛΩǎ ǾƛŜǿ ǘƘŀǘ ǘƘŜ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ŀ ƳǳǎƛŎŀƭ ǿƻǊƪ ƛǎ ŀōǎǘǊŀŎǘ ƛƴ ƴŀǘǳǊŜΣ 

and that pianists must look beyond the printed score to consider the abstract elements of a 

composition. 

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

ŎƻƴǎǘǊŀƛƴƛƴƎ ŦƻǊ .ǳǎƻƴƛΦ Iƛǎ ǾƛŜǿ ƛǎ ŜƭƻǉǳŜƴǘƭȅ ǎǳƳƳŀǊƛǎŜŘ ƛƴ ¢ŀƳŀǊŀ [ŜǾƛǘȊΩǎ Teaching New 
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/ƭŀǎǎƛŎŀƭƛǘȅΥ CŜǊǊǳŎŎƛƻ .ǳǎƻƴƛΩǎ aŀǎǘŜǊ /ƭŀǎǎ ƛƴ /ƻƳǇƻǎƛǘƛƻƴ (1996). In essence, Busoni rejected 

historical performance practice, and showed particular dislike for pianists who followed this ideal, 

ǎǳŎƘ ŀǎ ǊŜƴƻǿƴŜŘ ƘŀǊǇǎƛŎƘƻǊŘƛǎǘ ²ŀƴŘŀ [ŀƴŘƻǿǎƪŀΣ ǿƘƻƳ ƘŜ ŎŀƭƭŜŘ ά²ŀƴȊŀ /ŜƳōŀƭƻǿŀƪŀέ ό[ŜǾƛǘȊΣ 

1996, p. 214).4 In his writings, Busoni labelled people who followed Werktreue as άƭŀǿƎƛǾŜǊǎέ ǿƘƻ 

ǾƛŜǿŜŘ ǘƘŜ ǎŎƻǊŜ ŀǎ ŀƴ ǳƴŀƭǘŜǊŀōƭŜ ƳƛǊǊƻǊ ƻŦ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƛŘŜŀ ό[ŜǾƛǘȊΣ мффсύΦ .ǳǎƻƴƛΩǎ ƻǿƴ 

perspective viewed the printed notation as important records of musical thought, but flawed in 

capturing the finer musical details inside tƘŜ ŎƻƳǇƻǎŜǊΩǎ ƳƛƴŘΦ ¢Ƙƛǎ ƳŜƴǘŀƭƛǘȅ ŀƭƭƻǿŜŘ .ǳǎƻƴƛ ǘƻ 

deviate from the scores quite readily, in an attempt to capture the thoughts that simply failed to be 

realised on the printed score. 

IƻǿŜǾŜǊΣ ŀǎ ŜŎƘƻŜŘ ƛƴ 9Ǌƛƴƴ YƴȅǘΩǎ Ferruccio Busoni and the Ontology of the Musical Work: 

Permutations and Possibilities (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). Levitz rightly staǘŜǎ ǘƘŀǘ .ǳǎƻƴƛΩǎ ŀƭǘŜǊƴŀǘƛǾŜ Ǿƛǎƛƻƴ ƻŦ ǘƘŜ ƳǳǎƛŎŀƭ ǿƻǊƪ ŜƭŜǾŀǘŜŘ ǘƘŜ 

importance of the performer to the same level as the composer; the performer was essential in 

portraying the rhythmic fluidity and the abstract freedom in 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 score-centred approaches. 

.ǳǎƻƴƛΩǎ ŀǇǇǊƻŀŎƘ ǘƻ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ǊŜǎƻƴŀǘŜǎ ǿƛǘƘ Darla Crispin and Stefan Östersjö, as 

discussed in their Musical expression from conception to reception (2017). They posit that the 

expression of music can be considered from a different angle to the established line of the 

WerktreueΣ ŀƴŘ ŎƛǘŜ /ŀǊƭ {ŜŀǎƘƻǊŜΩǎ Psychology of Music (1938) and CaǊƻƭƛƴŜ tŀƭƳŜǊΩǎ Music 

Performance (1997) as supporting evidence. Seashore (1938) defines expression in music as the 

άŀǊǘƛǎǘƛŎ ŘŜǾƛŀǘƛƻƴ ŦǊƻƳ ǘƘŜ ŦƛȄŜŘ ŀƴŘ ǊŜƎǳƭŀǊΥ ŦǊƻƳ ǊƛƎƛŘ ǇƛǘŎƘΣ ǳƴƛŦƻǊƳ ƛƴǘŜƴǎƛǘȅΣ ŦƛȄŜŘ ǊƘȅǘƘƳΣ ǇǳǊŜ 

ǘƻƴŜΣ ŀƴŘ ǇŜǊŦŜŎǘ ƘŀǊƳƻƴȅέ όǇΦ нфύΦ ¢Ƙƛǎ ƛƴǘŜǊǿŜŀǾŜǎ ǿƛǘƘ tŀƭƳŜǊΩǎ όмффтύ ŀŎƪƴƻǿƭŜŘƎƳŜƴǘ ǘƘŀǘ 

                                                             
 4 ²ŀƴȊŜ ƳŜŀƴǎ άōǳƎέ ƛƴ DŜǊƳŀƴΦ 
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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 

(Crispin & Östersjö, 2017, p. 296). Finally, Palmer (1997) concludes by describing this type of 

communication as a conceptual analysis of the work (p. 119). 

In addition, as my exegesis involves the analysis of music recordings, it thus stipulates the 

need to investigate some of the literature ǎǳǊǊƻǳƴŘƛƴƎ ǘƘŜ ǊŜŎƻǊŘƛƴƎ ƳŜŘƛǳƳΦ wƻōŜǊǘ tƘƛƭƛǇΩǎ 

Performing Music in the Age of Recording (2004) ranks among the more well-known works in this 

field. Philip (2004) makes an astute observation in highlighting the differing attitudes adopted by 

performers in the pre-recorded era, which may have arisen as a result of the relative inaccessibility of 

works to audiences: 

[I]n 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 over, and to make 

ŎƭŜŀǊ ǿƘŀǘ ǿŀǎ ƘŀǇǇŜƴƛƴƎ ƛƴ ǘƘŜ ǇƛŜŎŜΧƛǘ ǿŀǎ ŀƴ ŀǘǘŜƳǇǘ ǘƻ Ǉǳǘ ƻǾŜǊ ŀ ƴŀǊǊŀǘƛǾŜ ƛƴ ŀ way which 

would make sense to the audience at a single hearing. It was not primarily an exercise in giving a 

perfect rendering of the score. (p. 12) 

Philip then contrasts the perceived attitude of pre-recording 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 

ǇƛŀƴƛǎǘǎΩ ǇƭŀȅƛƴƎ ǘŜƴŘǎ ǘƻ ōŜ ƳƻǊŜ ǳƴƛŦƻǊƳ ƛƴ ǘŜƳǇƻ ŀƴŘ ƭŜǎǎ ƘƛƎƘƭȅ ŎƘŀǊŀŎǘŜǊƛǎŜŘΦ ¢ƘŜ ƛƴŎǊŜŀǎŜŘ 

accessibility for audiences to listen to a certain work has had the subtle effect of reducing the sense 

of occasion in performances: the άƴƻǿ or ƴŜǾŜǊέ chance for audiences to understand the essence of 

a musical work (Philip, 2004, p. 12). While there is scant evidence to suggest that Busoni was 

delineating the musicaƭ ƴŀǊǊŀǘƛǾŜ ōŜŎŀǳǎŜ ƻŦ ŀǳŘƛŜƴŎŜǎΩ ƭƛƳƛǘŜŘ ƻǇǇƻǊǘǳƴƛǘƛŜǎ ǘƻ ƘŜŀǊ ǘƘŜ ǿƻǊƪΣ 

tƘƛƭƛǇΩǎ ǿǊƛǘƛƴƎ ƴƻƴŜǘƘŜƭŜǎǎ ǇǊŜǎŜƴǘǎ ŀƴ ƛƴǘŜǊŜǎǘƛƴƎ ǇǊƻǇƻǎƛǘƛƻƴΦ 

An examination of the extant literature on Busoni and the broader discussions of reflexive 
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practice and artistic practice research reveals some major gaps in the field. The first gap in the 

Busoni literature is the lack of information on his pianism. There are works on the Italian-DŜǊƳŀƴΩǎ 

life, his compositions, editions, and philosophies, but ǿƛǘƘ ǘƘŜ ƭƻƴŜ ŜȄŎŜǇǘƛƻƴ ƻŦ DǊƛƎƻǊȅ YƻƎŀƴΩǎ 

Busoni as Pianist (1964/2010), ƳǳŎƘ ǊŜƳŀƛƴǎ ǘƻ ōŜ ǿǊƛǘǘŜƴ ŀōƻǳǘ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎΦ ¢ƘŜ ǎŜŎƻƴŘ ƎŀǇ 

emerges in the practice research discourse. While many notable scholars are sympathetic towards 

less score-centric approachesτa mentality that Busoni readily adoptedτthere remains a gap in 

knowledge pertaining to how this unconventional musical thinking eventuates into an actual 

ǇŜǊŦƻǊƳŀƴŎŜΦ 5ƻƐŀƴǘŀƴ-5ŀŎƪΩǎ όнлмрύ ǇǊƻƧŜŎǘ Ƙŀǎ ǇƻǘŜƴǘƛŀƭΣ ōǳǘ Ƙŀǎ ȅŜǘ ǘƻ ŜǎǘŀōƭƛǎƘ Ǌƻōǳǎǘ ƭinks 

between her thinking and resultant interpretation. I 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. Thus, this exegesis 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 piano-playing from 

ǾŀǊƛƻǳǎ ǎƻǳǊŎŜǎΦ hŦ ǘƘŜǎŜΣ DǊƛƎƻǊȅ YƻƎŀƴΩǎ Busoni as Pianist (1964/2010) remains the only book that 

ŘŜǾƻǘŜǎ ƛǘǎŜƭŦ ǘƻ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎǘƛŎ ǘŜŎƘƴƛǉǳŜΦ ¢ƘŜǊŜ ŀǊŜ ǎŜǾŜǊŀƭ ƎƭŀǊƛƴƎ ƛǎǎǳŜǎΥ ǘƘŜ ƭŀŎƪ ƻŦ ǾŀǊƛŜǘȅ ƛƴ 

ǎƻǳǊŎŜǎ ŎƛǘŜŘ ōȅ YƻƎŀƴ ǘƘŀǘ ǇǊƻǾƛŘŜ ƛƴŦƻǊƳŀǘƛƻƴ ƻƴ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎΣ ǘƘŜ ƴŀǊǊƻǿ ǘƛƳŜ ŦǊŀƳŜ ŦƻǊ 

which the lŀǘǘŜǊΩǎ ǇƛŀƴƛǎƳ ǿŀǎ ŜȄŀƳƛƴŜŘ όŀǇǇǊƻȄƛƳŀǘŜƭȅ ǘƘǊŜŜ ȅŜŀǊǎύΣ ŀƴŘ ǘƘŜ ǳƴŦƻǊǘǳƴŀǘŜ ǘŜȄǘǳŀƭ 

compromises that the author made to ensure publication. It is a shame that Kogan analysed only 

ƻƴŜ ƻŦ .ǳǎƻƴƛΩǎ ǊŜŎƻǊŘƛƴƎǎΣ ƴƻǘ ǘƻ ƳŜƴǘƛƻƴ ǘƘŀǘ ǘƘŜ ŀƴŀƭȅǎƛǎ ǿŀǎ ǳƴŦƛƴƛǎƘŜŘ. This gives me the 

ƛƳǇǊŜǎǎƛƻƴ ǘƘŀǘ ǘƘŜ ǿǊƛǘŜǊ ǳǎŜŘ ǊŜǾƛŜǿǎ ƻŦ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ŀǎ ǘƘŜ ǇǊƛƳŀǊȅ ǎƻǳǊŎŜ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴΣ 

ŀƴŘ ǘƘŜ ōǊƛŜŦ ŀƴŀƭȅǎƛǎ ƻŦ .ǳǎƻƴƛΩǎ мфлр Welte-Mignon recording of the Rigoletto Paraphrase is thus 

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

ǊŜƳŜŘȅƛƴƎ ǎƻƳŜ ƻŦ ǘƘŜ ǎƘƻǊǘŎƻƳƛƴƎǎ ƛƴ YƻƎŀƴΩǎ ōƻƻƪΦ wŜŎƻǊŘƛƴƎǎ ōȅ .ǳǎƻƴƛ ǿƛƭƭ ŦƻǊƳ ǘƘŜ ǇǊƛƳŀǊȅ 
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source for investigation, with reviews being used as supplementary material. I seek to take 

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

ǊŜǾƛŜǿǎ ŦǊƻƳ ŘƛŦŦŜǊŜƴǘ ǊŜƎƛƻƴǎ ƻƴ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ ŀƴ ŜŀǎƛŜǊ ǘŀǎƪ ǘƘŀƴ ŘǳǊƛƴƎ YƻƎŀƴΩǎ ǘƛƳŜΦ .ȅ 

ǎŜƭŜŎǘƛƴƎ ǊŜǾƛŜǿǎ ŦǊƻƳ ŘƛŦŦŜǊŜƴǘ ŜǇƻŎƘǎ ƛƴ .ǳǎƻƴƛΩǎ Ǉƛŀƴƻ ŎŀǊŜŜǊΣ L ƘƻǇŜ ǘƘat readers will have a 

ŎƭŜŀǊŜǊ ƛŘŜŀ ƻŦ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳΦ Lƴ ŀƴ ŀǘǘŜƳǇǘ ǘƻ ŎƻǳƴǘŜǊ YƻƎŀƴΩǎ ǇǊƻŎƭƛǾƛǘȅ ŦƻǊ ǳǎƛƴƎ ŀ άǊŜǾƛŜǿ-

ƘŜŀǾȅέ ŀǇǇǊƻŀŎƘ ǘƻ ƛƴŦƻǊƳ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ .ǳǎƻƴƛΩǎ Ǉƛŀƴƻ-playing, I will analyse three Busoni 

recordings of key works performed during his 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 score-centred mentality can be 

applied to the interpretation of other works is yet to be published. Thus, this exegesis will establish 

ŎƭŜŀǊ ŎƻǊǊŜƭŀǘƛƻƴ ōŜǘǿŜŜƴ Ƴȅ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ ŀƴŘ Ƴȅ ǇƭŀȅƛƴƎΣ ŀƴŘ ǿƛƭƭ ǎƘƻǿ Ƙƻǿ 

these elements underpin an interpretation that is novel, insightful, and meaningful. In chapter five, I 

address a gŀǇ ƛƴ ŎǳǊǊŜƴǘ ƪƴƻǿƭŜŘƎŜ ōȅ ŘƛǎŎǳǎǎƛƴƎ ǘƘŜ ƳŜǘƘƻŘǎ ƛƴ ǿƘƛŎƘ .ǳǎƻƴƛΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴŀƭ 

philosophy can be applied to the study of other musical works. 

1.3.2. Primary and Secondary Research Questions  

The central question ǳƴŘŜǊǇƛƴƴƛƴƎ ǘƘƛǎ ǇǊƻƧŜŎǘ ƛǎΥ άIƻǿ ŘƻŜǎ ŀ ǎǘǳŘȅ ƻŦ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ 

ƻŦŦŜǊ ŦǊŜǎƘ ŀƴŘ ƳŜŀƴƛƴƎŦǳƭ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ƻŦ ǎŜƭŜŎǘŜŘ ǿƻǊƪǎ ōȅ /ƘƻǇƛƴΣ [ƛǎȊǘΣ ŀƴŘ WΦ {Φ .ŀŎƘΚέ ¢ƘŜ 

first half of the question situates the research question in a broader context. It draws links between 

.ǳǎƻƴƛΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ and his reaction against the homogenous and standardised pianistic 

interpretations that still permeate the concert stage today. The second half of the question focuses 

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

uniqueness of his pianistic style. 

¢ƘŜ ŦƛǊǎǘ ƻŦ ǘƘŜ ǘǿƻ ŀǳȄƛƭƛŀǊȅ ǉǳŜǎǘƛƻƴǎ ƛǎΥ άIƻǿ ŘƻŜǎ Ƴȅ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ǎŜƭŜŎǘŜŘ ǿƻǊƪǎ ōȅ 
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/ƘƻǇƛƴΣ [ƛǎȊǘΣ ŀƴŘ WΦ{Φ .ŀŎƘ ƛƴŦƻǊƳ Ƴȅ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ .ǳǎƻƴƛΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ǘƘŜ ǎŀƳŜ ǿƻǊƪǎΚέ 

This question considers the agency of the performer in the research, and positions this dissertation 

as a two-way flow of information between creative practice and theoretic research. 

¢ƘŜ ǎŜŎƻƴŘ ŀǳȄƛƭƛŀǊȅ ǉǳŜǎǘƛƻƴ ƛǎΥ άLƴ ǿƘŀǘ ǿŀȅǎ ŘƛŘ .ǳǎƻƴƛΩǎ Ǉƛŀƴƻ-playing contradict the 

ǇǊƛƴǘŜŘ ǎŎƻǊŜΚέ ¢Ƙƛǎ ǉǳŜǊȅ ǘŀǊƎŜǘǎ ǘƘŜ ƛŘƛƻǎȅƴŎǊŀǘƛŎ ŀǎǇŜŎǘǎ ƻŦ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳΦ Iƛǎ Ŏƻƴǎǘŀƴǘ 

diversion from the score is one of the main reasons why his playing is misunderstood by critics and 

audiences alike, but this is by no means an inferior mode of interpretation. 

1.4. Research Design and Methodology 

1.4.1. Overall Approach  

¢ƘŜ ǇǊƻƧŜŎǘΩǎ ǉǳŀƭƛǘŀǘƛǾŜ ƳŜǘƘƻŘƻƭƻƎȅ ŜƳǇƭƻȅǎ ǊŜŦƭŜȄƛǾƛǘȅ ŀƴŘ ŎǊŜŀǘƛǾŜ ǇǊŀŎǘƛŎŜ ǊŜǎŜŀǊŎƘ ƛƴ 

the investigation of selected Busoni recordings of works by Chopin, Liszt, and J. S. Bach. The 

recordings come in two forms: acoustic recordings and piano roll recordings. I 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 ongoing process 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 

ǊŜǎŜŀǊŎƘŜǊǎ ŀ ǘǊŜŀǎǳǊŜ ǘǊƻǾŜ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴ ƻƴ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ ŀ άƭŀǊƎŜ-ǎŎŀƭŜέ .ŜŜǘƘƻǾŜƴ ǿƻǊƪΦ Lƴ 

my own practice, I employ reflexivity to critically analyse the thought processes occurring while 

ǇƭŀȅƛƴƎ ŀ ǇŀǊǘƛŎǳƭŀǊ ǇƛŜŎŜΦ L ŀƭǎƻ ŎƻƴǎƛŘŜǊ Ƙƻǿ .ǳǎƻƴƛΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƛƴŦƻǊƳǎ Ƴȅ ƻǿƴ ǇƭŀȅƛƴƎΣ ŀǎ 

ǿŜƭƭ ŀǎ Ƙƻǿ Ƴȅ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ Ƙŀǎ ŀƭǘŜǊŜŘ ŀǎ a result of my enquiries and 

practice. 

The parameters of this project limit this exegesis to investigating a small selection of pieces 

ǊŜŎƻǊŘŜŘ ōȅ .ǳǎƻƴƛΦ Lǘ ƛǎ ǿƻǊǘƘ ƴƻǘƛƴƎ ǘƘŀǘ 9ŘǿŀǊŘ 5ŜƴǘΩǎ Ferruccio Busoni: A Biography (1933) 

attempts to list all the pieces and the year of .ǳǎƻƴƛΩǎ first performance of the pieces. However, the 

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 comparatively small number 
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ƻŦ ǊŜŎƻǊŘƛƴƎǎΦ aȅ ǊŜǎŜŀǊŎƘ ǿƛƭƭ ŘƛǎŎǳǎǎ .ǳǎƻƴƛΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ǿƻǊƪǎ ōȅ /ƘƻǇƛƴΣ [ƛǎȊǘΣ ŀƴŘ WΦ {Φ 

.ŀŎƘΦ ¢ƘǊƻǳƎƘƻǳǘ .ǳǎƻƴƛΩǎ ǇǳōƭƛŎ ǇŜǊŦƻǊƳƛƴƎ ŎŀǊŜŜǊ όмутпς1922), Chopin remained a staple in his 

repertoire and he continued to play different works by Chopin from 1878 to 1912. However, his 

bold, heroic, and cerebral interpretation of Chopin irked critics and audiences alike. Evidence of this 

ǇŜǊǎǇŜŎǘƛǾŜ ŎƻƳŜǎ ŦǊƻƳ .ŜǊƴŀǊŘ Ǿŀƴ 5ƛŜǊŜƴΩǎ Down Among the Dead Men (1935), where the author 

recalls ŀ ŎƻƴǾŜǊǎŀǘƛƻƴ ǿƛǘƘ .ǳǎƻƴƛ ŀōƻǳǘ ǘƘŜ ƭŀǘǘŜǊΩǎ ŀƳōƛǾŀƭŜƴǘ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ /ƘƻǇƛƴΩǎ ƳǳǎƛŎΣ 

particularly the smaller-scale works. Furthermore, an unpublished essay by Busoni, dated 1908 and 

ǘƛǘƭŜŘ ά/ƘƻǇƛƴΥ 9ƛƴŜ !ƴǎƛŎƘǘ ǸōŜǊ ƛƘƴΣέ ǊŜǾŜŀƭǎ Ƙƛǎ ŘŜǎƛǊŜ ǘƻ ƛƴŎƻǊporate a more Homeric 

ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ /ƘƻǇƛƴΩǎ ƳǳǎƛŎ ǘƻ ŎƻǳƴǘŜǊŀŎǘ ǘƘŜ ǇŜǊŎŜƛǾŜŘ ŜŦŦŜƳƛƴŀǘŜ ǎƛŘŜ ǘƘŀǘ ƛǎ ǘȅǇƛŎŀƭƭȅ 

ŜȄǇǊŜǎǎŜŘ ƛƴ /ƘƻǇƛƴΩǎ ƳǳǎƛŎ όYƴȅǘΣ нлмтōύΦ .ŜǘǿŜŜƴ муум ŀƴŘ мфмфΣ .ǳǎƻƴƛ ǿŀǎ ŀƭǎƻ ǇǊƻƭƛŦƛŎ ƛƴ Ƙƛǎ 

ǇŜǊŦƻǊƳŀƴŎŜǎ ƻŦ [ƛǎȊǘΩǎ ǿƻǊƪǎ ŀƴŘ Ƙƛǎ ƛƴǘerpretations drew near-universal acclaim from audience 

ŀƴŘ ŎǊƛǘƛŎǎΣ ŀǎ ǿŜƭƭ ŀǎ ŦǊƻƳ [ƛǎȊǘΩǎ ǇǳǇƛƭǎΦ CƛƴŀƭƭȅΣ .ǳǎƻƴƛΩǎ ǇŜǊŦƻǊƳŀƴŎŜǎ ŀƴŘ ǘǊŀƴǎŎǊƛǇǘƛƻƴǎ ƻŦ WΦ {Φ 

.ŀŎƘΩǎ ǿƻǊƪǎ Ŏŀƴ ōŜ ǘǊŀŎŜŘ ŦǊƻƳ мутр ǘƻ мфмфΦ {ǳŎƘ ǇŜǊŦƻǊƳŀƴŎŜǎ ǿŜǊŜ ŜƴǘƘǳǎƛŀǎǘƛŎŀƭƭȅ ǊŜŎŜƛǾŜŘΣ 

bǳǘ Ƙƛǎ ǘǊŀƴǎŎǊƛǇǘƛƻƴǎ ǇǊƻǾƻƪŜŘ ŎƻƴǘǊƻǾŜǊǎȅ ŀǎ ƴǳƳŜǊƻǳǎ ŎǊƛǘƛŎǎ ŀŎŎǳǎŜŘ ƘƛƳ ƻŦ άƳƻŘŜǊƴƛǎƛƴƎέ .ŀŎƘΦ 

/ƘŀǇǘŜǊ ǘǿƻ ŀƴŀƭȅǎŜǎ .ǳǎƻƴƛΩǎ interpretation of Chopin and closely studies his recordings of 

ǘƘŜ tǊŜƭǳŘŜǎ hǇΦ нуΦ /ƘŀǇǘŜǊ ǘƘǊŜŜ ƛƴǾŜǎǘƛƎŀǘŜǎ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ [ƛǎȊǘΩǎ ǿƻǊƪǎ ŀƴŘ ŜȄŀƳƛƴŜǎ Ƙƛǎ 

ǊŜŎƻǊŘƛƴƎǎ ƻŦ ǘƘŜ IǳƴƎŀǊƛŀƴ wƘŀǇǎƻŘȅ bƻΦ моΦ /ƘŀǇǘŜǊ ŦƻǳǊ ŘŜƭǾŜǎ ƛƴǘƻ .ǳǎƻƴƛΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ 

Bach and his recording of the Chaconne in D minor, while chapter five draws threads between 

.ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ ŀƴŘ Ƴȅ ƻǿƴ ǇƭŀȅƛƴƎΣ and examines how this type of pianism can stimulate the 

learning of other works in the piano repertoire. 

1.4.2. The Recital Programs 

Through case studies, this dissertation draws ƭƛƴƪǎ ōŜǘǿŜŜƴ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ ŀƴŘ ǘƘŜ ǘƘǊŜŜ 

recitals forming the performative component. Each recital focuses on a composer that featured 

prolifically in .ǳǎƻƴƛΩǎ performative career: Chopin, Liszt, and J. S. Bach. It is clear from his writings 

that Busoni held an ambivalent attitude towards Chopin, his distaste furthered by hearing numerous 
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άƭŀŘȅ-ƪƛƭƭŜǊέ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ǇƛŜŎŜǎΦ Lƴ ƘŜǊ ŀǊǘƛŎƭŜ, Ferruccio Busoni and the 

άIŀƭŦƴŜǎǎέ ƻŦ CǊŜŘŜǊƛŎ /ƘƻǇƛƴ, Yƴȅǘ όнлмтōύ ŀǊƎǳŜǎ ǘƘŀǘ .ǳǎƻƴƛ άǊŜōŜƭƭŜŘέ ŀƎŀƛƴǎǘ ǘƘŜ άΧǇǊŜǾŀƭŜƴǘ 

sentimental style of interpretation associated ǿƛǘƘ ŀƴ ΨŜŦŦŜƳƛƴŀǘŜΩ /ƘƻǇƛƴέ όǇΦ нпмύΦ {ƘŜ ŦǳǊǘƘŜǊ 

ƻǇƛƴŜǎ ǘƘŀǘ .ǳǎƻƴƛ ǎŀǿ ŀ ƳƻǊŜ ƘŜǊƻƛŎ ŀƴŘ ƳƻƴǳƳŜƴǘŀƭ ǎƛŘŜ ǘƻ /ƘƻǇƛƴΩǎ ƳǳǎƛŎ όYƴȅǘΣ нлмтōΣ ǇΦ нпмύΦ 

¢Ƙƛǎ Ƴŀȅ ōŜ ƻƴŜ ǊŜŀǎƻƴ ǿƘȅ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ /ƘƻǇƛƴΩǎ ƳǳǎƛŎ Ŏŀƴ ƛƴƛǘƛŀƭƭȅ ŎƻƳŜ ŀŎǊƻǎǎ ŀǎ 

inaccessible and bewildering. 

The second recital concentrates on works by Liszt. Swiss composer Hans Huber ranks Busoni 

among the foremost of Liszt interpreters in his time, citing his aesthetic and cultural understanding 

of [ƛǎȊǘΩǎ works and his unmatched piano technique (Huber, 1917, cited in Knyt, 2019, p.2). 

Furthermore, American musicologist Daniel Raessler is quoted as stating that it would be 

difficult to find any twentieth-ŎŜƴǘǳǊȅ ǎǘǳŘȅ ƻŦ [ƛǎȊǘ ǘƘŀǘ ŘƻŜǎ ƴƻǘ ƳŜƴǘƛƻƴ .ǳǎƻƴƛΩǎ ƴŀƳŜ όwŀŜǎǎƭŜǊΣ 

n.d., p. 31- 32). BusonƛΩǎ ƻǿƴ ƻǇƛƴƛƻƴ ƻŦ [ƛǎȊǘ Ŏŀƴ ōŜ ōŜǎǘ ǎǳƳƳŀǊƛǎŜŘ ƛƴ Ƙƛǎ ƻǿƴ ǿƻǊŘǎΥ ά[ƛǎȊǘ L 

misunderstood at first, then I adored him, and then quietly admired ƘƛƳέ (Busoni, 1938, p. 211). 

The third recital revolves around J. S. Bach, and the BachςBusoni transcriptions. It is clear 

that Busoni held Bach closest to 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 epilogue of the BachςBusoni Collected Edition (1920): 

ΧŀƴŘ ǘƘŀǘ ƛƴ ŀ ŎƻǳƴǘǊȅ ƛƴ ǿƘƛŎƘ ǘƘŜ ƳŀǎǘŜǊ ώ.ŀŎƘϐ ǿŀǎ ǊŀǘŜŘ ƭƛǘǘƭŜ ƘƛƎƘŜǊ ǘƘŀƴ ŀ /ŀǊƭ /ȊŜǊƴȅΦ 

aȅ ŦŀǘƘŜǊ ǿŀǎ ŀ ǎƛƳǇƭŜ ǾƛǊǘǳƻǎƻΧƘŜ ǿŀǎ ŀ Ƴŀƴ ƻŦ ƛƴŎƻƳǇƭŜǘŜ ƳǳǎƛŎŀƭ ŜŘǳŎŀǘƛƻƴΣ ŀƴ Lǘŀƭƛŀƴ 

and a cultivator of the bel canto. How did such a man in Ƙƛǎ ŀƳōƛǘƛƻƴ ŦƻǊ Ƙƛǎ ǎƻƴΩǎ ŎŀǊŜŜǊ 

come to hit upon the very thing that was right? I can only compare it to a mysterious 

ǊŜǾŜƭŀǘƛƻƴΦ Lƴ ǘƘƛǎ ǿŀȅ ƘŜ ŜŘǳŎŀǘŜŘ ƳŜ ǘƻ ōŜ ŀ άDŜǊƳŀƴέ ƳǳǎƛŎƛŀƴ ŀƴŘ ǎƘƻǿŜŘ ƳŜ ǘƘŜ ǇŀǘƘ 

that I never entirely deserted, although at the same time I never cast off the Latin qualities 

given me by nature. (Busoni, 1920, as cited in Dent, 1933, pp. 17-18) 

.ǳǎƻƴƛΩǎ ŘŜǾƻǘƛƻƴ ǘƻ ǘƘŜ ƳǳǎƛŎ ƻŦ WΦ {Φ .ŀŎƘ ƛǎ ŜȄŜƳǇƭƛŦƛŜŘ ōȅ ŀ ǊŜǾƛŜǿ ŦǊƻƳ ǘƘŜ Chicago 
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Journal. The review corroborates the widely held sentiment that Busoni was the greatest Bach 

ǇƭŀȅŜǊ ƻŦ Ƙƛǎ ǘƛƳŜΣ ƭŀǳŘƛƴƎ ǘƘŜ ŦƻǊƳŜǊΩǎ ŦŜǊǾƻǳǊΣ ŘƛƎƴƛǘȅΣ ŀƴŘ ǇƻǿŜǊ ƛƴ Ƙƛǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ .ŀŎƘς 

.ǳǎƻƴƛΩǎ ¢ƻŎŎŀǘŀΣ !ŘŀƎƛƻ ŀƴŘ CǳƎǳŜΦ aƻǊŜƻǾŜǊΣ ǘƘŜ ŎǊƛǘƛŎ ǇǊŀƛǎŜǎ ǘƘŜ ŎƭŀǊƛǘȅ ƛƴ ǘƘŜ ŦǳƎǳŜΣ άƳǳŎƘ ƭƛƪŜ 

the stars on a ōǊƛƎƘǘ ƴƛƎƘǘέ ό!ƴƻƴΣ 1904). 

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 12 years. 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 twenty-four Preludes. It 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 (Selden-DƻǘƘΣ мфспύΣ ǘƘƻǳƎƘ 5ŜƴǘΩǎ ōƛƻƎǊŀǇƘȅ 

(1933) lists the first performance in Zurich, 1905. The Hungarian Rhapsody No. 13 is a case study for 

chapter three because there are two separate recordingsτan 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 

Chaconne in D mƛƴƻǊ ƛǎ .ǳǎƻƴƛΩǎ Ƴƻǎǘ ǿŜƭƭ-known contribution to the modern piano repertoire and 

thus warrants further investigation as a case study in chapter four. 

1.5. Significance and Contribution 

The significance of this research ŦƛǊǎǘƭȅ ƭƛŜǎ ƛƴ ŜǾŀƭǳŀǘƛƴƎ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳ without political 

constrictions, and with a greater access to reviews and recordings in comparison to the only book 

ǿƘƛŎƘ ŜȄŎƭǳǎƛǾŜƭȅ ŦƻŎǳǎŜǎ ƻƴ .ǳǎƻƴƛΩǎ ǇƛŀƴƛǎƳΣ DǊƛƎƻǊȅ YƻƎŀƴΩǎ Busoni as Pianist (1964/2010).  

Secondly, this study demystifies the seemingly eccentric interpretations of Ferruccio Busoni by an 

investigation of primary and secondary sources, combined with a detailed musical analysis of a 

selection of his recordings. Thirdly, this exegesis contributes to the discourse by creating robust links 



 
32 

 

 

ǿƛǘƘ .ǳǎƻƴƛΩǎ ǘƘƛƴƪƛƴƎ ŀƴŘ its ability to propagate fresh and insightful interpretations. Busoni 

possessed an unflagging pursuit of a musical idea, a proclivity to highlight important structural 

moments, and ŜǎǇƻǳǎŜŘ ƴƻǾŜƭ ǾƛŜǿǎ ƻƴ Ƙƻǿ ǘƻ ŎŀǇǘǳǊŜ ǘƘŜ άŜǎǎŜƴŎŜέ of a work. 5 This type of 

thinking allowed Busoni to operate beyond the parameters of the printed score, thus opening a rich 

kaleidoscope of musical possibilities. My three concerts ǘŀƪŜ ƛƴǎǇƛǊŀǘƛƻƴ ŦǊƻƳ .ǳǎƻƴƛΩǎ ŀǇǇǊƻŀŎƘ ŀƴŘ 

constitute an important stepping stone for young artists as myself to find ways on how to leave their 

personal stamp on canonical repertoire steeped in the roots of tradition.  

Tertiary-level music students and professional musicians looking for alternative 

interpretations to canonical repertoire will find this dissertation beneficial in its advocacy of a less 

score-centric approach. They may consider incorporating aspects of .ǳǎƻƴƛΩǎ interpretations into 

their own performances, or feel emboldened to experiment with new musical ideas that contradict 

the printed score.   

1.6. Limitations 

The fiǊǎǘ ƻŦ ǘƘƛǎ ŘƛǎǎŜǊǘŀǘƛƻƴΩǎ limitations lies in the fact that the majority of source material 

ŦƻǊ .ǳǎƻƴƛΩǎ ǊŜŎƻǊŘƛƴƎǎ όǇƛŀƴƻ Ǌƻƭƭǎύ ǊŜǉǳƛǊŜǎ ŎŀǊŜŦǳƭ ŜȄŀƳƛƴŀǘƛƻƴΦ Yƴȅǘ όнлмлύ ƴƻǘŜǎ ǘƘŀǘ ǘƘŜ .ǳǎƻƴƛ 

Ǌƻƭƭǎ Ƴŀȅ ƴƻǘ ŦŀƛǘƘŦǳƭƭȅ ǊŜǇǊŜǎŜƴǘ Ƙƛǎ ǇƛŀƴƛǎƳ ŘǳŜ ǘƻ ǘƘŜ άǇƛŀƴƻ ǊƻƭƭǎΩ όƛƴύŀōƛƭƛǘȅ ǘƻ ŀŎŎǳǊŀǘŜƭȅ 

document pedalling,6 ǘƻǳŎƘ ŀƴŘ ŘȅƴŀƳƛŎǎέ όYƴȅǘΣ нлмлΣ ǇΦ нрлύΦ ! ǎŜŎƻƴŘ ƭƛƳƛǘŀǘƛƻƴ ƛǎ ǘƘŀǘ ǎŜǾŜǊŀƭ 

important rolls by Busoni have yet to be found, and may not be located within the time frame of this 

project, or may never be found. Third, due to the confines of this dissertation, only three Busoni 

                                                             
5 During my research, I hope to acquire a recording of all Busoni piano rolls listed in piano roll catalogues. There 

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

ŎƻƳǇƻǎŜǊ !ŘƻƭŦ WŜƴǎŜƴΣ ŀǎ ǿŜƭƭ ŀǎ ǊŜŎƻǊŘƛƴƎǎ ƻŦ ƭŀǊƎŜǊ Ǉƛŀƴƻ ǿƻǊƪǎΣ ǎǳŎƘ ŀǎ .ŜŜǘƘƻǾŜƴΩǎ {ƻƴŀǘŀ hǇΦ ммм ŀƴŘ /ƘƻǇƛƴΩǎ 

Ballade No. 4 in F minor. The significance of acquiring these never-before-heard rolls would be ground-breaking for 

researchers, and for musicians seeking to learn more about the art of late nineteenth-century and early twentieth-century 

piano-playing. 

6 Dennis Hall argues that the Busoni rolls of the Chopin preludes needed scrupulous editing of the dynamic 

coding and the sustaining pedal. However, Busoni did not involve himself in the recording process and left poor Reginald 

Reynolds to remember the forƳŜǊΩǎ pianistic eccentricities (Hall, 1998, p. 34). 
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recordings are analysed in this project. While I believe that these three recordings broadly 

ŜƴŎŀǇǎǳƭŀǘŜ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ǎǘȅƭŜΣ ŀ ōǊƻŀŘŜǊ ŀƴŘ ƳƻǊŜ ŀŎŎǳǊŀǘŜ ǇƛŎǘǳǊŜ ƻŦ Ƙƛǎ Ǉƛŀƴism can only be 

obtained by analysing more recordings. Having established the premise of this dissertation, I now 

turn my attention towards chapter 2, which focuses on .ǳǎƻƴƛΩǎ playing of the music of Chopin. 
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Chapter 2. .ǳǎƻƴƛΩǎ Interpretation of /ƘƻǇƛƴΩǎ Music 

2.1. .ǳǎƻƴƛΩǎ Playing of Repertoire by Chopin 

An examination of the extant ƭƛǘŜǊŀǘǳǊŜ ƻƴ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ /ƘƻǇƛƴΩǎ ǿƻǊƪǎ ǊŜǾŜŀƭǎ ŀ ŎƭŜŀǊ 

ŘƛǾƛǎƛƻƴ ƛƴ ƻǇƛƴƛƻƴΦ ! ǊŜǾƛŜǿŜǊ ƴŀƳŜŘ άCΦ IΦ DΦέ ŎƻƳƳŜƴǘŜŘ ƻƴ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ /ƘƻǇƛƴ ƛƴ ŀ 

concert on March 9, 1904 in Chicago Music Hall: 

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 

and versatility to great advantage. At one moment he dealt in the heroics of piano playing, 

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 

some of 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 score. (F. H. G., 

1904, as cited in Couling, 2005, 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 result of his rapid pedallingΣ ǿƘƛŎƘ ǎŜŜƳŜŘ ǘƻ ǘƘŜ ŎǊƛǘƛŎ ŀǎ ƛŦ ά.ǳǎƻƴƛ ǿŀǎ ǘǊƛƭƭƛƴƎ ǿƛǘƘ Ƙƛǎ ŦŜŜǘΣ ŀ 

ǎǘŀǊǘƭƛƴƎ ŎƭŜŀǊƴŜǎǎ ŀƴŘ ǳƴǳǎǳŀƭ ŎŀǊǊȅƛƴƎ ǇƻǿŜǊ ƛƴ Ƙƛǎ ǘƻƴŜ ǿŀǎ ŎǊŜŀǘŜŘέ όCΦ IΦ DΦΣ ŀǎ ŎƛǘŜŘ ƛƴ /ƻǳƭƛƴƎΣ 

2005, p. 185). 

Another review of the same concert dedicaǘŜŘ ŀ ǇŀǊŀƎǊŀǇƘ ǘƻ .ǳǎƻƴƛΩǎ ǊŜŀŘƛƴƎ ƻŦ ǘƘŜ 

/ƘƻǇƛƴ ŞǘǳŘŜǎΦ ¢ƘŜ ŀƴƻƴȅƳƻǳǎ ŎǊƛǘƛŎ ǿŀǎ ŀǿŜŘ ōȅ .ǳǎƻƴƛΩǎ ǎƳƻƻǘƘƴŜǎǎΣ ǿŀǊƳǘƘΣ ŀƴŘ ǘƻƴŜ ƛƴ ǘƘŜ 

Op. 25 No. 6 and No. 9. The No. 10 was played at such speed and perfection that it made one gasp, 

and the No. 11 was played with such grandeur that the audience was briefly stunned by the finale 

scaleτthe original of which he doubled (Anon, 1904, as cited in Couling, 2005, p. 187). The critic 

then notes .ǳǎƻƴƛΩǎ fondness for the soft and damper pedals, 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 forestτbig, big. He is a painter on 

great canvases. He uses the flat of the brush, but with such nicety that the result is perfect in 

effect. (Anon, 1904, as cited in Couling, 2005, p. 187). 

Italian composer and pianist Alfredo Casella found much to agree with. He claimed that 

ƴƻƴŜ ƻŦ ǘƘŜ ŎƻƴǘŜƳǇƻǊŀǊȅ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ƛƴ .ǳǎƻƴƛΩǎ ǘƛƳŜ ǿŜǊŜ ŎƭƻǎŜ ǘƻ ǘƘŜ άƳŀƴly ǾƛƎƻǊέ ŀƴŘ ǘƘŜ 

άƘŜǊƻƛŎ ǾŀǎǘƴŜǎǎέ ǘƘŀǘ ǿŀǎ ŜǾƛŘŜƴǘ ƛƴ .ǳǎƻƴƛΩǎ ǇŜǊŦƻǊƳŀƴŎŜǎ ό/ŀǎŜƭƭŀΣ мфрпΣ ǇΦ урύΦ7  

IƻǿŜǾŜǊΣ ŎǊƛǘƛŎǎ ŦƻǳƴŘ ƳǳŎƘ ǘƻ ŘƛǎŀƎǊŜŜ ǿƛǘƘ ƛƴ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ /ƘƻǇƛƴΦ ! ǊŜǾƛŜǿŜǊ 

ŎƻƳƳŜƴǘŜŘ ǘƘŀǘ .ǳǎƻƴƛΩǎ ŦŀƴŎƛŦǳƭ ŀŘŘƛǘƛƻƴǎ ŀƴŘ ŘŜƭŜǘƛƻƴǎ ŘƛǎǊǳǇǘŜd the long lines in the Chopin 

Études, while another complained that Busoni marred the Chopinesque aroma by turning the études 

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

.ǳǎƻƴƛΩǎ ǘǊŜŀǘƳŜƴǘ ƻŦ /ƘƻǇƛƴΩǎ ƳǳǎƛŎ Ŏŀƴ ōŜ ŦƻǳƴŘ ƛƴ 9ŘǿŀǊŘ 5ŜƴǘΩǎ ǿƻǊƪ όмфооύΦ 5Ŝƴǘ ǿǊƛǘŜǎ ǘƘŀǘ 

.ǳǎƻƴƛ ƘŜƭŘ ƭƛǘǘƭŜ ƛƴǘŜǊŜǎǘ ŦƻǊ /ƘƻǇƛƴΩǎ ǎƳŀƭƭŜǊ ǿƻǊƪǎΣ ŀƴŘ ǿŀǎ ƻƴƭȅ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ǘƘŜ ;ǘǳŘŜǎΣ .ŀƭƭŀŘŜǎ 

and Préludes ς ǘƘŜ ƭŀǘǘŜǊ ƻŦ ǿƘƛŎƘ ƘŜ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ǘƘŜ Ƴƻǎǘ άǇǊƻǇƘŜǘƛŎέ ƳǳǎƛŎ ǿƘƛŎh Chopin ever 

ŎƻƳǇƻǎŜŘ ό5ŜƴǘΣ мфооΣ ǇΦ млуύΦ IŜ ƭŀǘŜǊ ŀŘŘǎ ǘƘŀǘ .ǳǎƻƴƛΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ /ƘƻǇƛƴ ǿŀǎ άŀƭǿŀȅǎ 

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

with a solidity and dignity which seemed ruthlessly ǎŜǾŜǊŜέ ό5ŜƴǘΣ мффоΣ ǇΦ млуύΦ !ŘŘƛǘƛƻƴŀƭƭȅΣ 5Ŝƴǘ 

                                                             
 7 ¢ƘŜ ǳǎŜ ƻŦ ǘƘŜ ǿƻǊŘǎ άƳŀƴƭȅέ, άƳŀǎŎǳƭƛƴŜέ ŀƴŘ ƛǘǎ ōƛƴŀǊȅ ƻǇǇƻǎƛǘŜ άŦŜƳƛƴƛƴŜέ, to describe a way of playing 

music runs the serious risk of an essentialist and reductionist perspective. Furthermore, it invites examination into the 

bourgeoning discourse of gendered meaning and music. Such rich discussions belong outside the parameters of this 

exegesis, but Susan aŎ/ƭŀǊȅΩǎ Feminine Endings (2002) deserves at least a cursory mention. The premise of her book 

ǊŜǾƻƭǾŜǎ ŀǊƻǳƴŘ ǘƘŜ άŦŜƳƛƴƛƴŜέ ƛƴ ƳǳǎƛŎ ŀƴŘ ƴƻǘŜǎ ǘƘŀǘ ǘƘŜ ōŀǎƛŎ structures of music are gender-encoded. There is 

certainly some truth behind her assertions. In fact, the reception of /ƘƻǇƛƴΩǎ character and compositions were άǾŜǊȅ much 

rooted in notions of ƎŜƴŘŜǊέ (Knyt, нлмтōΣ ǇΦ нпоύΦ .ǳǎƻƴƛΩǎ ƻǿƴ ǾƛŜǿǎ ǘƻǿŀǊŘǎ ǿƻƳŜƴ ŀǊŜ ǾƛǾƛŘƭȅ ǎƘƻǿƴ ƛƴ Ƙƛǎ ƭŜǘǘŜǊ ǘƻ 

Gerda, dated 13th September 1908 (Ley, 1938). Although he praises their delicacy, Busoni perceives them as intellectual 

inferiors. My rationale for including this gendered terminology and its suggestive meanings (dated as they are) to describe 

ǇƛŀƴƛǎǘƛŎ ŀǎǇŜŎǘǎ ŀǊŜ ƛƴǘŜƴŘŜŘ ǘƻ ōŜ ŀŎŎǳǊŀǘŜ ǊŜŦƭŜŎǘƛƻƴǎ ƻŦ /ŀǎŜƭƭŀΩǎ ŀƴŘ .ǳǎƻƴƛΩǎ ǾƛŜǿǎΦ .ȅ ŎŀǇǘǳǊƛƴƎ ǘƘŜƛǊ perspectives in a 

time capsule and holding them to modern times, we learn more about ourselves and how we have evolved from this deep-

seated traditional thinking. 
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provides valuable insights to .ǳǎƻƴƛΩǎ playing of the third and fourth movements of /ƘƻǇƛƴΩǎ Sonata 

No. 2 in B-flat minor, Op. 35, citing that he interpreted the Marche funèbre in a similar vein to Anton 

wǳōƛƴǎǘŜƛƴΩǎ ǊŜŀŘƛƴƎ ƻŦ ǘƘŜ Marche funèbre. This interpretation foregrounded the final page of the 

movement at a fortissimo, before gradually receding to a pianissimo. This rendition conjured 

imagery of a funeral procession marching closer and closer to the listener, only to slowly march 

ŀǿŀȅ ƛƴǘƻ ǘƘŜ ŘƛǎǘŀƴŎŜΦ ²ƛǘƘ ǘƘŜ ƭŀǎǘ ƳƻǾŜƳŜƴǘΣ .ǳǎƻƴƛ ǿŀǎ ŘǊŀǿƴ ǘƻ ǘƘŜ ƛŘŜŀ ƻŦ άǎǇƛǊƛǘǎ ƘƻǾŜǊƛƴƎ 

ƻǾŜǊ ǘƘŜ ƎǊŀǾŜέ ŀƴŘ ƛƴŦǳǎŜŘ ŀ ƳȅǎǘŜǊƛƻǳǎ ƪƛƴŘ ƻŦ ƛƳǇǊŜǎǎƛƻƴƛǎƳ ƻƴǘƻ ǘƘŜ ǿƻǊƪ ό5ŜƴǘΣ мфооΣ ǇǇΦ млу-

млфύΦ Lƴ ŎƻƴŎƭǳǎƛƻƴΣ 5Ŝƴǘ ŜƭƻǉǳŜƴǘƭȅ ǎǳƳƳŀǊƛǎŜǎ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ /ƘƻǇƛƴ ǘƻ ƘŀǾŜ άƴƻǘƘƛƴƎ ǘƻ Řƻ 

with the conventional Chopin of romance, Parisianised Pole and drawing-ǊƻƻƳ ŎƻƴǎǳƳǇǘƛǾŜέ ό5ŜƴǘΣ 

1933, p. 208), and that he would play with all the firmness, clarity and masculinity that one could 

muster. 

! ōǊƛŜŦ ōǳǘ ƭŜǎǎ ŦƭŀǘǘŜǊƛƴƎ ŀŎŎƻǳƴǘ ƻŦ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ /ƘƻǇƛƴ ŎŀƳŜ ŦǊƻƳ ǘƘŜ ƎǊŜŀǘ tƻƭƛǎƘ- 

!ƳŜǊƛŎŀƴ Ǉƛŀƴƛǎǘ !ǊǘǳǊ wǳōƛƴǎǘŜƛƴΣ ǿƘƻ ƻǇƛƴŜŘ ǘƘŀǘ ǘƘŜ Lǘŀƭƛŀƴ ƳŀǎǘŜǊΩǎ /ƘƻǇƛƴ ǊŜŀŘƛƴƎǎ ǿŜǊŜ 

technically faultless but lacked warmth and tenderness (Horowitz, 1982, p. 87).8 Another 

illuminating paragraph comes from 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 Scherzo in C-sharp minor Op. 39 No. 3 

as he last remembered it from thirty-five years earlier. Although it lacked the famous precision that 

Busoni was renowned for, it was an impression, like a transcription of the work and how Busoni felt 

at the time. However, before the concert, Busoni practisŜŘ ƛǘ ŀƴŘ ǘƘŜ ƳŀƎƛŎ ƻŦ ǘƘŜ άƛƳǇǊŜǎǎƛƻƴέ ǿŀǎ 

gone, instead replaced with that cerebral and intellectualising approach that many audiences found 

difficult to accept (Dent, 1993, p. 267). Interestingly, Romanian pianist and writer Cella Delavrancea 

attended that very concert on 15th March 1922 and was left speechless after he played the Scherzo in 

                                                             
 8 ¢Ƙƛǎ ŎƻƴǘǊŀǎǘǎ ǿƛǘƘ wǳōƛƴǎǘŜƛƴΩǎ ƻǇƛƴƛƻƴ ƻŦ .ǳǎƻƴƛΩǎ playing of La Campanella, which he said made 

ŦƻǊ ŀ άōǊŜŀǘƘǘŀƪƛƴƎ ŜȄǇŜǊƛŜƴŎŜέ όIƻǊƻǿƛǘȊΣ мфунΣ ǇΦ утύΦ 
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C-ǎƘŀǊǇ ƳƛƴƻǊ hǇΦ оф bƻΦ оΦ {ƘŜ ŜȄŎƭŀƛƳŜŘ ǘƘŀǘ ƘŜ άƭŜŦǘ ŀ ǉǳƛǾŜǊƛƴƎ ǘǊŀƛƭ ƻŦ ŎƭŀǊƛǘȅ ƛƴ ƻƴŜΩǎ ǎƻǳƭέ 

(Delavrancea, 1922, p. 136). 

.ǳǎƻƴƛΩǎ ǿǊƛǘƛƴƎǎ ƻƴ /ƘƻǇƛƴΩǎ ƳǳǎƛŎΣ ǘƘƻǳƎƘ ƴƻǘ ŀǎ voluminous as his texts on the music of 

Bach, Mozart, and Liszt, nonetheless display a clear connection with his idiosyncratic interpretations 

of the compositions in performance. It is apparent that Busoni held an ambivalent attitude towards 

ǘƘŜ tƻƭƛǎƘ ŎƻƳǇƻǎŜǊΦ Lƴ ǘƘŜ ǇǊŜŦŀŎŜ ǘƻ Ƙƛǎ ŜŘƛǘƛƻƴ ƻŦ WΦ {Φ .ŀŎƘΩǎ Well-Tempered Clavier Book I, Busoni 

ǊŜŎƻƎƴƛǎŜǎ /ƘƻǇƛƴΩǎ ƳǳǎƛŎŀƭ ƛƴŘƛǾƛŘǳŀƭity and harmonic insight, amidst an era rife with sentimental, 

melodic phrase-writing, 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 1916, where 

ƘŜ ŀƎŀƛƴ ŀŎƪƴƻǿƭŜŘƎŜǎ /ƘƻǇƛƴΩǎ ƳǳǎƛŎŀƭƛǘȅ ŀƴŘ ƘŀǊƳƻƴƛŎ ǎƪƛƭƭǎΣ ŀǎ ǿŜƭƭ ŀǎ Ƙƛǎ ŎƻƴǘǊƛōǳǘƛƻƴ ƛƴ 

ŘŜǾŜƭƻǇƛƴƎ άǇǳǊŜ ǇƛŀƴƛǎƳέ ό.ǳǎƻƴƛΣ мфмсΣ ŀǎ ŎƛǘŜŘ ƛƴ wŀǘǘŀƭƛƴƻΣ нллоΣ ǇΦ мрфύΦ 

On the other hand, Busoni felt ǘƘŀǘ /ƘƻǇƛƴΩǎ ǿƻǊƪǎ ǿŜǊŜ ǎǳǇŜǊŦƛŎƛŀƭ ŀƴŘ Ŏƻƴǘŀƛned structural 

ǇǊƻōƭŜƳǎΦ .ŜǊƴŀǊŘ Ǿŀƴ 5ƛŜǊŜƴΩǎ Down Among the Dead Men (1935) recounts a brief but illuminating 

exchange of ideas between him and Busoni: 

.ǳǎƻƴƛΥ άΧōǳǘ ǿƘŀǘ L ǿŀƴǘ ǘƻ ƪƴƻǿ ƛǎ ǿƘŜǘƘŜǊ ȅƻǳ ǎŜŜ ŀƴȅǘƘƛƴƎ ƛƴ ǘƘŜǎŜ ǇƛŜŎŜǎ ώ/ƘƻǇƛƴΩǎ 

Ballades] beyond their surface charm, their romantic ŀǇǇŜŀƭΦέ 

Van Dieren: άL am afraid I see nothing but ǿŀƭǘȊŜǎΦέ 

.ǳǎƻƴƛΥ ά¢Ƙŀǘ ƛǎ ŜȄŀŎǘƭȅ ǿƘŀǘ L ŦƛƴŘ ƳȅǎŜƭŦΦ !ƭƭ /ƘƻǇƛƴΩǎ ƳǳǎƛŎ ƛǎ ǿŀƭǘȊŜǎΣ and ǿŀƭǘȊŜǎΦέ  

±ŀƴ 5ƛŜǊŜƴΥ άL ŘƻƴΩǘ ǘƘƛƴƪ ǘƘŀǘ ƛǎ ǘƘŜ ǿƻǊǎǘΦ .ǳǘ ǘƘŜȅ ŀǊŜ always the same waltzes. It must 

have struck you that Chopin invariably repeats his expositions. His only idea of form is a 

further repetition on a larger scale of what he has already said ǘǿƛŎŜΦέ 

.ǳǎƻƴƛΥ ά¢Ƙŀǘ ƛǎ ƻƴŜ ƻŦ Ƙƛǎ ŦŀǳƭǘǎΦ L ǘǊȅ ǘƻ ƳŀƪŜ ōŜǎǘ ƻŦ Ƙis music, yet I cannot bring myself to 

believe in it. There remains something one cannot explain. I mean what for short we call 

/ƘƻǇƛƴΩǎ ΨƻǊƛƎƛƴŀƭƛǘȅΦΩέ (Van Dieren, 1935, p. 77) 

!ƴƻǘƘŜǊ ŦŀǳƭǘΣ ŎǳǊƛƻǳǎƭȅ ŜƴƻǳƎƘΣ ǊŜŦŜǊǎ ǘƻ /ƘƻǇƛƴΩǎ ǎŜȄǳŀƭ ƻǊƛŜƴǘŀǘƛƻƴΦ .ǳǎƻƴƛ ŘŜŘǳŎŜŘ ǘƘŀǘ 
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his simultaneous attraction and repulsion ƻŦ /ƘƻǇƛƴΩǎ ƳǳǎƛŎ ŎŀƳŜ Řƻǿƴ ǘƻ ŀ ǎŜȄǳŀƭ ƛƴŎƻƳǇƭŜǘŜƴŜǎǎ 

ƛƴ /ƘƻǇƛƴ ŀǎ ŀ άƳŀƴέ ό.ǳǎƻƴƛΣ мфлуκнлмтΣ ǇΦ нтуύΦ ¢ƘŜǎŜ ƳǳǎƛƴƎǎ ŀǊŜ further elaborated in an essay 

ǘƛǘƭŜŘ ά/ƘƻǇƛƴΥ 9ƛƴŜ !ƴǎƛŎƘǘ ǸōŜǊ ƛƘƴέΦ9 In short, Busoni describes his conflicting relationship with 

/ƘƻǇƛƴΩǎ ƳǳǎƛŎ ŀƴŘ ǳƴŦŀǾƻǳǊŀōƭȅ ŀǎǎŜǎǎŜǎ ǘƘŜ ƭŀǘǘŜǊΩǎ ƻǾŜǊŀƭƭ ƳǳǎƛŎŀƭ ǎǘŀƴŘƛƴƎ ŀǎ ōŜƛƴƎ ƛƴŦŜǊƛƻǊ ǘƻ 

those of Beethoven, Liszt, and Mozart. He deduces that one can understand Chopin better by 

ǎǘǳŘȅƛƴƎ Ƙƛǎ άƘŀƭŦƴŜǎǎέΦ Lƴ .ǳǎƻƴƛΩǎ ƻǇƛƴƛƻƴΣ ǘƘŜ άƘŀƭŦƴŜǎǎέ ƛǎ ŀ ŎƻƴŦǳǎƛƴƎ ŀƳŀƭƎŀƳŀǘƛƻƴ ƻŦ ƳŀǎŎǳƭƛƴŜ 

ŀƴŘ ŦŜƳƛƴƛƴŜ ǘǊŀƛǘǎ ƛƴ /ƘƻǇƛƴΩǎ ǇŜǊǎƻƴŀƭƛǘȅΣ ǿƘƛŎƘ ǇŜǊŎƻƭŀǘŜǎ ƛƴǘƻ Ƙƛǎ ƳǳǎƛŎΦ .ǳǎƻƴƛ ŎƛǘŜǎ /ƘƻǇƛƴΩǎ 

ŜŦŦŜƳƛƴŀǘŜ ōŜƘŀǾƛƻǳǊ ŀƴŘ ǇŜǊŎŜƛǾŜŘ ǎŜȄǳŀƭ ǇŀǳŎƛǘȅ ŀǎ ŜȄŀƳǇƭŜǎ ƻŦ ǘƘƛǎ άƘŀƭŦƴŜǎǎέΦ 5ŜǎǇƛǘŜ ǇǊŀƛǎƛƴƎ 

Ƙƛǎ ǇǊŜƭǳŘŜǎ ŀƴŘ ŞǘǳŘŜǎΣ .ǳǎƻƴƛΩǎ ŎǊƛǘƛŎŀƭ ŀǇǇǊŀƛǎŀƭ ƻŦ /ƘƻǇƛƴΩǎ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ƘŀƴŘƭƛƴƎ ƻŦ ƭŀǊƎŜǊ 

pieces (such as ballades and sonatas) is cauǎǘƛŎΦ IŜ ƛŘŜƴǘƛŦƛŜǎ /ƘƻǇƛƴΩǎ ŀǇǇŀǊŜƴǘ ƭŀŎƪ ƻŦ ŀōƛƭƛǘȅ ǘƻ 

ŘŜǾŜƭƻǇ ƛŘŜŀǎ ŀƴŘ ŦƻǊƳ άǎƘŀǇŜǎέ, ǿƘƛŎƘ Ǌŀƴƪǎ ƘƛƳ ŀǎ ƳƻǊŜ ƻŦ ŀ ǇƻŜǘ ǘƘŀƴ ŀ ŎƻƳǇƻǎŜǊ ƛƴ .ǳǎƻƴƛΩǎ 

opinion. At the end of the essay, Busoni states that only three or four nocturnes represent the 

άŜƴǘƛǊŜέ Chopin, and implies the need to resolve the άƘŀƭŦƴŜǎǎέ in Chopin (Busoni, 1908/2017, p. 

279). 

The key finding from this essay, for the purposes of this research, is the justification of 

.ǳǎƻƴƛΩǎ ƳƻǊŜ ƳŀǎŎǳƭƛƴŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ /ƘƻǇƛƴΣ ƛƴ ŀƴ ŜŦŦƻǊǘ ǘƻ ŎƻƳǇƭŜǘŜ ǘƘŜ άƘŀƭŦƴŜǎǎέΦ ¢Ƙƛǎ ƛǎ 

ƛƳƳŜŘƛŀǘŜƭȅ ŜǾƛŘŜƴǘ ƛƴ .ǳǎƻƴƛΩǎ ǊŜŎƻǊŘƛƴƎǎΦ Iƛǎ мфлс ¢ǊƛǇƘƻƴƻƭŀ ǊŜŎƻǊŘƛƴƎ ƻŦ ǘƘŜ .ŀƭƭŀŘŜ ƛƴ D ƳƛƴƻǊ, 

No. 1. would scandalise many listeners with his treatment of the opening phrase. Audiences 

accustomed to a warm, luscious sound would instead be shocked by his sculptured individual notes 

and stilted emphasis on the C notes (Chopin, 1835/2012). 

Another striking example ƛǎ .ǳǎƻƴƛΩǎ мфнн ŀŎƻǳǎǘƛŎ ǊŜŎƻǊŘƛƴƎ ƻŦ /ƘƻǇƛƴΩǎ 9ǘǳŘŜ ƛƴ 9 minor 

Op. 25 No. 5.10 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 published in the appendix of her 

ŀǊǘƛŎƭŜ άCŜǊǊǳŎŎƛƻ Busoni and the ΨIŀƭŦƴŜǎǎΩ of Frédéric /ƘƻǇƛƴέ (2017b). 

  10 L ƭƛǎǘŜƴŜŘ ǘƻ ŀƭƭ ƻŦ .ǳǎƻƴƛΩǎ мфнн ŀŎƻǳǎǘƛŎ ǊŜŎƻǊŘƛƴƎǎ ŦǊƻƳ .ǳǎƻƴƛ ŀƴŘ Ƙƛǎ tǳǇƛƭǎ όмфннς1952) (2004), released 

by Naxos Records. 
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articulation and dry pedalling are staple features in Busoni recordings. We hear the odd notational 

adjustment, emphasis on inner lines and abrupt speed fluctuations before important cadential 

moments. In the middle, conventionally sentimental, section, Busoni plays with unnerving bravado 

and clarity. At times, it feels like the right hand (RH) holds an equally important emphasis with the 

left hand (LH) melody. The final section returns to the same ponderous tempo choice as the first 

section. The ending is notable for its detached and grand endingτno doubt Busoni was trying to 

make a statement to bring the piece to an elevating conclusion. 

Moreover, Busoni did not hesitate to make significant structural and notational changes to 

ǇǊƻƳǳƭƎŀǘŜ ǘƘƛǎ ƳŀǎŎǳƭƛƴŜ ǎƛŘŜ ƻŦ /ƘƻǇƛƴΩǎ ŎƻƳǇƻǎƛǘƛƻƴǎΦ Iƛǎ мфлр Ǉƛŀƴƻ Ǌƻƭƭ ό/ƘƻǇƛƴΣ муопκнлмрύ 

and 1922 acoustic recording of the Nocturne in F-sharp major, Op. 15, No. 2 (see Figure 2.00) exhibit 

subtle differences from each 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 and slightly detached during most of the figurative passages. At the 

end of measure 13, Busoni made structural alterations in reprising measures 5ς9 instead of 

proceeding to measures 14ς16. Perhaps introducing this new repeat would aid in audience 

comprehension.
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Figure 2.00. /ƘƻǇƛƴΩǎ Nocturne in F-sharp major, Op. 15, No. 2, measures 1ς19, edited by Carl Mikuli 

(1894). Structural alterations in the opening page. 
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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 opportunities where contemporary pianists 

might choose to linger for sentimental and musical effect. A clear example is the con forza passage 

ƻƴ ƳŜŀǎǳǊŜ рнΦ .ǳǎƻƴƛΩǎ ǎǇŀǊƪƭƛƴƎΣ ǾƛǊǘǳƻǎƛŎ ǘǊŜŀǘƳŜƴǘ ƻŦ ǘƘŜ ŘŜǎŎŜƴŘƛƴƎ ǎŜƳƛŘŜƳƛǉǳŀǾŜǊǎ ŎƻƴǘǊŀǎǘǎ 

ǿƛǘƘ tŀŘŜǊŜǿǎƪƛΩǎ мфмн ŀŎƻǳǎǘƛŎ recording,11 where we instead hear an elegant, graceful 

acceleration and deceleration of tempo (see Figure 2.01). 

 

Figure 2.01. /ƘƻǇƛƴΩǎ Nocturne in F-sharp major, Op. 15, No. 2, measures 50ς53. Edited by Mikuli  

(1894b). 

 
.ǳǎƻƴƛΩǎ ²ŜƭǘŜ-Mignon piano roll of the Polonaise in A-flat major is 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: Busoni extends the 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 original, the latter passage produces a grander, more thunderous effect, 

which supports the idea of the galloping Polish cavalry (see Figure 2.03 and 2.04). 

                                                             
 11 From the CD Paderewski: His earliest recordings (2008), released by Appian Publications & Recordings. 
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Figure 2.02. /ƘƻǇƛƴΩǎ tƻƭƻƴŀƛǎŜ ƛƴ !-flat major, Op. 53, measures 76ς78, edited by Busoni. Image 

from Larry {ƛǘǎƪȅΩǎ Busoni and The Piano: The Works, The Writings, and the Recordings (1986). 

 

 
 

Figure 2.03. /ƘƻǇƛƴΩǎ Polonaise in A-flat major, Op. 53, measures 101ς105, edited by Mikuli (1894a). 
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Figure 2.04. /ƘƻǇƛƴΩǎ tƻƭƻƴŀƛǎŜ ƛƴ !-flat major, Op. 53, measures 101ς105, edited by Busoni. Image 

from Kenneth IŀƳƛƭǘƻƴΩǎ After the Golden Age: Romantic Pianism and Modern Performance (2007). 

 
Pertinent to the upcoming section 2.2, I will examine Busoni's 1922 Columbia recording of 

/ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ bƻΦ т ƛƴ ! major and his Etude in G-flat major Op. 10 No. 5. An analysis of the 

Prelude No. 7 is found in section 2.2. The recording of the G-flat major étude possesses similar 

characteristics as heard in previous Busoni recordings: 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 cadential V-I and makes the structure 

more aurally clear to the listener). 

¢ƘŜ ŘŜŦƛƴƛƴƎ ŦŜŀǘǳǊŜ ƛǎ .ǳǎƻƴƛΩǎ ŎƻƴƴŜŎǘƛƴƎ ǇŀǎǎŀƎŜ ōŜǘǿŜŜƴ ǘƘŜ ǇǊŜƭǳŘŜ ŀƴŘ ǘƘŜ ŞǘǳŘŜΦ ¢Ƙƛǎ 

facilitates a seamless transition from one piece to the other. It adumbrates his use of linking material 

ƛƴ ǘƘŜ /ƘƻǇƛƴ tǊŜƭǳŘŜǎ hǇΦ нуΣ ōǳǘ ƛǘ ŀƭǎƻ ǊŜŦƭŜŎǘǎ ǘƘŜ ǘƛƳŜǎ ǿƘŜǊŜ Ǉƛŀƴƛǎǘǎ ƻŦǘŜƴ άǇǊŜƭǳŘƛǎŜŘέ ƻǊ 

added improvisatory passages between works, or before the start of a piece. As Hamilton (2007) 

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 to acclimatise to the piano (p. 207). 
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Musically speaking, it could involve either the introduction of a salient motif in the following work, 

or it could simply exist as a short, musical appetiser before the main course. 

Before delving into the analysis of Busoni's interpretation 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, 

that is, 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 

intentions that he wants the audience to conceive all 24 preludes as one piece. 

2.2. First Case Study: Preludes Op. 28τChopin 

Busoni left us several recordings of his interpretation of the Chopin Preludes Op.28. He first 

attended a recording session with Hupfeld on a Phonola in Leipzig on 30 May 1908. Hupfeld then 

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 Aeolian Company on a Duo-Art piano in London. We 

are also fortunate that Busoni made an acoustic recording of Prelude No. 7 for Columbia Studios, 

London, on 27 February 1922, where it functions as a άǇǊŜƭǳŘŜέ to /ƘƻǇƛƴΩǎ Etude Op. 10 No. 5. 

Despite the uncertainty that surrounds the piano ǊƻƭƭǎΩ ŀŎŎǳǊŀŎȅ ƛƴ ŘƻŎǳƳŜƴǘƛƴƎ original 

tempos, dynamics, touch, and pedalling όYƴȅǘΣ нлмтŀύΣ 5Ŝƴƛǎ Iŀƭƭ όмффуύ ŀǊƎǳŜǎ ǘƘŀǘ άΧǊƻƭƭǎ Ƴŀȅ ōŜ 

ŀŎǘǳŀƭƭȅ ōŜǘǘŜǊ ǘƘŀƴ ǿŜ ƘŀǾŜ ƎƛǾŜƴ ǘƘŜƳ ŎǊŜŘƛǘ ŦƻǊέ (p. 34).12 There is a compelling account by an 

unnamed pupil of Busoni in the November 1924 issue of The Gramophone magazine. They comment 

that the Busoni Duo-Art piano rolls of the Chopin Preludes were not merely reproductions, but were 

Busoni himself (Anon., 1924). 

                                                             
 12 CƻǊ ǎǳǇǇƭŜƳŜƴǘŀǊȅ ǊŜŀŘƛƴƎ ƻƴ Ǉƛŀƴƻ Ǌƻƭƭǎ ŀƴŘ ǊŜǇǊƻŘǳŎƛƴƎ ǇƛŀƴƻǎΣ L ǊŜŦŜǊ ǘƘŜ ǊŜŀŘŜǊ ǘƻ IŀƭƭΩǎ 5ǳƻ Art Rolls: The 

Reproducing Piano: what can it really do? (2001), Piano Tone and Voicing for Player and Reproducing Pianos (2012a) and 

Piano Roll Speeds (2012b). 
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This analysis seeks to uncover the 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 made in the recordings (which often contradict the 

notation). The Condon Collection Vol. 23 (Chopin, 1839/2017) was selected as the source for 

ǎǘǳŘȅƛƴƎ .ǳǎƻƴƛΩǎ ǊŜŎƻǊŘƛƴƎ ƻŦ ǘƘŜ /ƘƻǇƛƴ tǊŜƭǳŘŜǎΣ ŀǎ {ƛǘǎƪȅ ǎǘŀǘŜŘ ǘƘŀǘ ǘƘŜ ƭŀǘŜ 5Ŝƴƴƛǎ /ƻƴŘƻƴΩǎ 

Duo-Art reproducing piano was in superb condition and over the years, he had personally inspected 

/ƻƴŘƻƴΩǎ collection of over 7200 piano rolls in Sydney (Sitsky, personal communication, 2020). 

Finally, the analysis will closely refer to the first Breitkopf & Härtel edition of the Chopin 

Preludes, published in 1839 (Chopin, 1839).   

No. 1. 

The opening C major broken chords are played with a healthy, robust sound. The melody is 

typically perceived to be the uppermost notes of the arpeggiated textures, performed by the fifth 

finger of 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 measure 24τpresumably 

deciding that a repeat would satisfactorily add gravity to the piece. The ascending arpeggios in each 

bar are played in a fragmented, abrupt manner. Measures 21ς24 in the first iteration include brief 

pauses at the end of each bar, highlighting the climax. Measures 27ς28 are a quiet echo of measures 

25ς26 (see Figure 2.05). 
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Figure 2.05. /ƘƻǇƛƴΩǎ Prelude No. 1, measures 1ς34. The red diagonal lines indicate brief pauses. 

 
No. 2. 

This prelude is abnormally fast for a lento marking. Curiously, Busoni employs an expressive 
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ǘŜŎƘƴƛǉǳŜ ǘƘŀǘ wƻōŜǊǘ tƘƛƭƛǇ όмффнύ ǊŜŦŜǊǎ ǘƻ ŀǎ ǘƘŜ άǊƘȅǘƘƳƛŎ dislocation of melody from 

ŀŎŎƻƳǇŀƴƛƳŜƴǘέ όǇΦ птύΦ ¢Ƙƛǎ ŀǎȅƴŎƘǊƻƴƛǎŀǘƛƻƴ ƻŦ ƘŀƴŘǎ ƛǎ ŎƻƳƳƻƴƭȅ ƘŜŀǊŘ ƛƴ Ǉƛŀƴƻ Ǌƻƭƭ ǊŜŎƻǊŘƛƴƎǎ 

at the turn of the twentieth century, but as Peres da Costa (2012) notes, Busoni was the only pianist 

in Berlin then who annulled ǘƘŜ ŀǊǇŜƎƎƛƻ ŀƴŘ ōŀǎǎ ŀƴǘƛŎƛǇŀǘƛƻƴ ƻŦ ƳŜƭƻŘȅ όǇΦ рлύΦ Lƴ .ǳǎƻƴƛΩǎ ƴƻǘŜǎ 

ƻƴ άLƴǘŜǊǇǊŜǘŀǘƛƻƴέ ƛƴ ŀƴ ŀŎŎƻƳǇŀƴȅƛƴƎ ǾƻƭǳƳŜ ǘƻ Ƙƛǎ ŜŘƛǘƛƻƴ ƻŦ WΦ{Φ .ŀŎƘΩǎ Well-Tempered Clavier, 

ƘŜ ŘŜǎŎǊƛōŜǎ ŀǊǇŜƎƎƛƻǎ ǘƻ ōŜ άΧƻŦ ǾŜǊȅ ŘƻǳōǘŦǳƭ ǘŀǎǘŜΧōŜŎŀǳǎŜ ǘƘŜȅ ǇǊƻŘǳŎŜ ǘƘŜ ŜŦŦŜŎǘ of over- 

ŜȄŜǊǘƛƻƴΧǎǳŎƘ basses lack the necessary ǿŜƛƎƘǘέ (Bach, 1722/1894, p. 181). 

Despite his own negative views towards arpeggiation and dislocation, Busoni nonetheless 

dislocates the B in the RH from the G octaves in the LH in measure 3: he continues in this 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 from 16ς17. The Bs in the third and 

fourth beats of measure 21 are omitted. Measures 20ς23 are played with great freedom of tempo 

and measure 23 is unarpeggiated (see Figure 2.06). 
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Figure 2.06. /ƘƻǇƛƴΩǎ Prelude No. 2, measures 1ς23. 
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No. 3. 

¢Ƙƛǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƛǎ ǾŜǊȅ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ƻŦ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ of Chopin. It can be summed up 

in his own words: ά.ǊƻŀŘ lines, full and firm, and rather hard than too ǘŜƴŘŜǊέ (Busoni, 1722/1894, p. 

181). The LH running semiquavers are typically played quietly (as per the piano and leggieramente 

indications), but Busoni reinterprets this passage as one filled with bravura and vitality. Additionally, 

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 the 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 measure 7 are noticeably accentuated to create interplay with the melody (see Figure 

2.07). 
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Figure 2.07. /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ bƻΦ оΣ ƳŜŀǎǳǊŜǎ мς32. The green markings denote alterations on the 

second iteration. 

Busoni could not resist but make his own version of Prelude No. 3, inverting the rapid 

semiquaver passages for the RH and enriching the LH melody with additional notes. This is found in 

Book VIII of the Klavierübung 2nd edition (Busoni, 1925), which is an assortment of pianistic 

exercises, original compositions, transcriptions of pieces, and practice pieces (see Figure 2.08).
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Figure 2.08. .ǳǎƻƴƛΩǎ version of /ƘƻǇƛƴΩǎ Prelude No. 3. 
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No. 4. 

Busoni takes great liberties with the rhythm to highlight structural features in this prelude. 

¢Ƙƛǎ ōŜƘŀǾƛƻǳǊ ƛǎ ŎƻƴǎƛǎǘŜƴǘ ǿƛǘƘ Ƙƛǎ ƻǿƴ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ άΧǘƘŀǘ ǘǊŀƛǘ ƻŦ ŦǊŜŜŘƻƳ ǿƘƛŎƘ ŎƘŀǊŀŎǘŜǊƛǎŜǎ 

ŜǾŜǊȅ ŀǊǘƛǎǘƛŎ ǇŜǊŦƻǊƳŀƴŎŜέ ό.ǳǎƻƴƛΣ мтннκмуфпΣ ǇΦ мумύΦ !ƴ ŜȄŀƳǇƭŜ ƛǎ ŦƻǳƴŘ ƛƴ ǘƘŜ ǾŜǊȅ ōŜƎƛƴƴƛƴƎ 

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 (à la rallentando) to simultaneously indicate 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 in the LH as a key motif and emphasises this note alongside the RH melody in 

measure 1, and on its re-entry in measure 13 (see Figure 2.09). 
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Figure 2.09. /ƘƻǇƛƴΩǎ Prelude No. 4, measures 1ς26. 

 
No. 5. 

The first two notes in the RH are momentarily 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 like acciaccaturas. The resultant effect is reminiscent of sounds of horses galloping across the 

fields. The final measure concludes with the LH chord being arpeggiated downwardsτa common 

habit found in many Busoni recordings. Perhaps in harmonically crucial sections, a descending 

arpeggio would be preferred over the standard ascending arpeggio, as the former would retain more 

weight due to the lingering sound of the bass note (see Figure 2.10). 
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Figure 2.10. /ƘƻǇƛƴΩǎ Prelude No. 5, measures 1ς38. 
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No. 6. 

Addition of a D on the third beat of measure 1 helps emphasise the dissonant C#ςD in the 

LH. There is a general abstinence from the phrase lengths marked in the score, with Busoni opting 

ŦƻǊ ǎƘƻǊǘΣ ŎƻƳǇŀŎǘ ǇƘǊŀǎŜǎΦ CƻǊ ƳŜΣ .ǳǎƻƴƛΩǎ jagged treatment of the repeated Bs and Ds in the RH 

conjures imagery of an artist sculpting their work. The AςGςDςE LH notes in measure 17 are non- 

legato, contrary to the notation on the text, as is the second F in measures 25 and 26. This 

idiosyncratic articulation accentuates the tragic character of this prelude (see Figure 2.11).
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Figure 2.11. /ƘƻǇƛƴΩǎ Prelude No. 6, measures 1ς26. 
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No. 7. 

There are two recordings of Busoni playing this prelude. The first is a 1920 Duo-Art piano roll 

recording which was made in London. The second is an acoustic recording made on 27 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 the same pianist (Kynt, 2017b). Both 

recordings project a sprightly, waltz-like character, enhanced by the double-dotting of the dotted 

quavers. Both recordings also reprise the entire prelude at its conclusion and emphasise the lower 

parts (alto line) of the RH during the second iterationτthough 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 played mezzo piano the first time and forte the second time). 

Two pitch changes 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 LHτa 

Řƛǎǎƻƴŀƴǘ ƛƴǘŜǊǾŀƭ ǿƛǘƘ ŜȄǘǊŀ άǎǇƛŎŜέΦ Lƴ ǘƘŜ мфнн ǊŜcording, Busoni plays the B one octave higher 

than written (see Figure 2.12, 2.13, 2.14, and 2.15). 

 

 
 

Figure 2.12. /ƘƻǇƛƴΩǎ Prelude No. 7, measures 1ς17. 1920 recording. First iteration. 
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Figure 2.13. /ƘƻǇƛƴΩǎ Prelude No. 7, measures 1ς17. 1920 recording. Second iteration. 
 

 

Figure 2.14. /ƘƻǇƛƴΩǎ Prelude No. 7, measures 1ς17. 1922 recording. First iteration. 
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Figure 2.15. /ƘƻǇƛƴΩǎ Prelude No. 7, measures 1ς17. 1922 recording. Second iteration. 

 
No. 8. 

Busoni consistently accentuates 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 maintained throughout the piece, with subtle variation in dynamics and frugal use 

of the sostenuto ǇŜŘŀƭΦ .ǳǎƻƴƛΩǎ ǇǊŜŦŜǊŜƴŎŜ ŦƻǊ ŀǊƛŘ ǘŜȄǘǳǊŜǎ ƛǎ ŜǎǇŜŎƛŀƭƭȅ ƴƻǘƛŎŜŀōƭŜ ƛƴ ǘƘƛǎ ǇǊŜƭǳŘŜΦ 

The final two measures reveal slight departures from the notation: the concluding harmonic 

progressions in measure 33 are played at pianissimo with crescendo and Busoni adds an additional 

F# to the bass in the LH, finishing at mezzo piano dynamic. The enriched conclusion makes an 

effective bridge to the next prelude, which is similar in sonority (see Figure 2.16). 
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Figure 2.16. /ƘƻǇƛƴΩǎ Prelude No. 8, measures 1ς34. 
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No. 9. 

This is played at a relatively fast speed for largo. The third beat of measure 4 contains a 

slightly different embellishment than in the original score. Instead of the C##ςD# embellishment, 

Busoni instead embellishes with F#ςE. Elasticity of the tempo in measures 6ς8 provide impetus to 

the climax at measure 8. Typical Busonian reinforcements occur: at the end of the second beat of 

measure 8, the RH Db is padded with a Gb and a Bb, and at measure 12, there is an extra EςBςE 

chord in the LH at the end of the second beat (see Figure 2.17). 

 
Figure 2.17. /ƘƻǇƛƴΩǎ Prelude No. 9, measures 1ς12. 
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No. 10. 

Interpretations of this prelude 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 

ƛƴ ǘƘŜ ŘŜǎŎŜƴŘƛƴƎ wI ǉǳƛƴǘǳǇƭŜǘǎ ƛǎ ŀŎŎŜƴǘǳŀǘŜŘ ǿƛǘƘ άǇǊƛǎǘƛƴŜ ŦǊŜǎƘƴŜǎǎέ ό±ŀƴ 5ƛŜǊŜƴΣ 1935, p. 88). 

It is an unsurprising choice 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, are doubled 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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Figure 2.18. /ƘƻǇƛƴΩǎ Prelude No. 10, measures 1ς17. 

 
No. 11. 

1908 version: Busoni elevates the role of the acciaccaturas from an ornament to an 

important feature in this prelude. The acciaccaturas first appear in measures 3 and 4. Rallentandos 

occur in measures 10 and 14 at the end of the musical phrases. Coupled with a moderately fast, 

ŦƭƻǿƛƴƎ ǘŜƳǇƻΣ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƭŜŀǾŜǎ ƳŜ ǿƛǘƘ ǘƘŜ ƛƳǇǊŜǎǎƛƻƴ ƻŦ ǿŀǾŜǎ ŦƭƻǿƛƴƎ ōŀŎƪ ŀƴŘ ŦƻǊǘƘ ƻƴ 
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the shoreline. There is a quiet strength about his playing in this softer interpretation, but without 

devolving into excessive sentimentality. Measure 18 is given some elasticity in tempo to emphasise 

the rise-and-fall nature of the melodic contour. The final measure finishes resolutely with mezzo 

forte. 

1920 version: This is played at a leisurely speed with economical use of the sostenuto pedal. 

In contrast to the emphasis of the acciaccaturas in the 1908 version, the alto lines now become a 

prominent feature in this interpretation. Examples include the repeated emphasis of the Es in the RH 

during structurally important measures, such as measures 3, 7, and 15. The Bs in the RH at measure 

6 and 18 were also delineatedτǇŜǊƘŀǇǎ ǘƻ ŀǘǘǳƴŜ ǘƘŜ ƭƛǎǘŜƴŜǊΩǎ ŜŀǊǎ ǘƻ ǘƘŜ ǘƻƴƛŎ ƴƻǘŜΣ ŀǎ ǘƘŜǊŜ ƛǎ ƴƻ 

firm establishment of the B major chord. Interestingly, the tenor line DςCςB at measure 10 is 

highlighted to assist the VςI transition to G-sharp minor. Near identical rallentandos were 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 preceding stream of quavers 

and marks the coda (see Figure 2.19). 
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Figure 2.19. /ƘƻǇƛƴΩǎ Prelude No. 11, measures 1ς27. 1920 version. 

 
No. 12. 

1908 version: Performed at breakneck speed (crotchet MM = 218). This recording follows 

the notated score faithfully without any major pitch or rhythmic deviations. Measures 29ς30 and 

31ς32 display tasteful application of rubato, which enhances the unstable, chaotic nature of this 

prelude. Ritardandos were sensibly applied at the outset of sections, such as measures 20, 40, and 

65. Interestingly, the LH chords from measures 53ς57 are arpeggiated aggressively; a logical decision 

ǘƻ ŜƴƘŀƴŎŜ ǘƘŜ ǇǊŜƭǳŘŜΩǎ ƛƴƘŜǊŜƴǘ ŎƘŀƻǘƛŎ ƴŀǘǳǊŜΦ aŜŀǎǳǊŜ ту ƛǎ ƘŀƭǾŜŘ ƛƴ ǎǇŜŜŘΣ ǎƛƎƴƛŦȅƛƴƎ ŀ Řƛǎǘŀƴǘ 

echo of measure 76. 

1920 version: This version is played at a similar tempo to the 1908 version, but with added 
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emphasis to the soprano and alto lines. The treatment of the alto lines is particularly prominent in 

measures 13ς16. Measures 18ς20 briefly decrease in dynamic level from forte to mezzo piano, 

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 fluctuating accelerandos and ritardandos in measures 29ς32. Measures 33ς39 

continue without any variation to tempo until a brief ritardando signifies the return of the initial 

theme. As in the 1908 version, the LH chords from measures 53ς57 are arpeggiated. In measures 

61ς64, 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. Finally, the D# 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 into one- or two-bar 

phrases (for example, the eight-bar musical phrase from measures 1ς8 is broken down into four 

two-bar phrases or possibly eight one-bar 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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Figure 2.20. /ƘƻǇƛƴΩǎ Prelude No. 12, measures 1ς79. 1920 version. 

 
No. 13. 

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

commencing at a strong mezzo forte, before quickly receding to piano by the fourth beat of measure 
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мΦ ¢ƘŜ ǎŀƳŜ άǎǘǊƻƴƎ-ǿŜŀƪέ ŜŦŦŜŎǘ ƻƴ ǘƘŜ ŦƛǊǎǘ ŀƴŘ ŦƻǳǊǘƘ ōŜŀǘǎ ƛǎ ŀƭǎƻ ǊŜǇǊƻŘǳŎŜŘ ƛƴ ƳŜŀǎǳǊŜ нΦ hƴŎŜ 

again, the starting speed is extremely fast for a lento piece of music. 5ŜǎǇƛǘŜ .ǳǎƻƴƛΩǎ ŜŦŦƻǊǘǎ ǘƻ 

expunge dislocation from 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 written E# in 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 G# in the upper voice as an embellishment, rather than melodic. It 

is interesting to note that the LH E#ςG#ςF#ςA#ςC# pattern in measure 28 is treated as a conjunction 

between measures 21ς28 and 29ς38. From measure 29, the reprise of the main theme continues in 

a similar vein to measures 1ς20. One alteration to pitch was noted in this section: the E# in measure 

34 on the LH is replaced with an E-natural. The conclusion of measure 35/beginning of measure 36 

ƳŀǊƪǎ ƻƴŜ ƻŦ .ǳǎƻƴƛΩǎ ƳƻǊŜ ŘŜƭƛŎŀǘŜ ŀǇǇǊƻŀŎƘŜǎ ǘƻ ǘƘŜ score. In spite of the criticism he received 

ǘƘǊƻǳƎƘƻǳǘ Ƙƛǎ ƭƛŦŜ ƻŦ Ƙƛǎ άŎƻƭŘΣ ǎǘŜǊƛƭŜ ǇƭŀȅƛƴƎέ ŀƴŘ Ƙƛǎ ŀǇǇŀǊŜƴǘ ƛƴŀōƛƭƛǘȅ ǘƻ ŘǊŀǿ ǿŀǊƳ ǎƻǳƴŘǎ ŦǊƻƳ 

the keyboard (especially in his interpretation of Chopin), Busoni was clearly quite capable of playing 

delicately when he felt the situation called for it (see Figure 2.21 and 2.22). 
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Figure 2.21. /ƘƻǇƛƴΩǎ Prelude No. 13, measures 1ς20. 
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Figure 2.22. /ƘƻǇƛƴΩǎ Prelude No. 13, measures 21ς40. 
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No. 14. 

1908 version: The tempo is measured and considered before gradually picking up speed in 

measure 2. Busoni emphasises the RH thumbs and the LH fifth fingers with pesante to sculpt the 

line. A thin layer of pedal is used; sufficient to carry the sound but dry enough to preserve the clarity. 

A small ritardando at measure 10 marks the return of the initial motif. Another ritardando appears 

at measures 17ς18, and measure 19 concludes with a long semibreve. 

1920 version: Interestingly, The Condon Collection Vol. 23 appears to be missing Prelude No. 

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 

.ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ ǘƘŜ ŦƻǳǊǘƘ ƳƻǾŜƳŜƴǘ ŦǊƻƳ /ƘƻǇƛƴΩǎ {ƻƴŀǘŀ No. 2 in B-flat minor, Op. 35.13 The 

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 the first and second beats projects the 2/2 

metre feeling and a strong rhythmical backbone. At measures 16ς18, Busoni accentuates the inner 

voices of this unison texture. There is no reprieve in the speed until the final three measures, with a 

sensible ritardando and decrescendo to conclude this brief prelude (see Figure 2.23).

                                                             
 13 {ƛǘǎƪȅ ǎǳƎƎŜǎǘǎ LƎƴŀȊ CǊƛŜŘƳŀƴΩǎ мфну ǊŜŎƻǊŘƛƴƎ ό/ƘƻǇƛƴΣ муплκнлнлύ ƻŦ ǘƘŜ ŦƻǳǊǘƘ ƳƻǾŜƳŜƴǘ ƻŦ /ƘƻǇƛƴΩǎ 

Sonata No. 2 in B-flat minor, Op. 35 gives an idea of how Busoni approached this. 
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Figure 2.23. /ƘƻǇƛƴΩǎ Prelude No. 14, measures 1ς19. 1920 version. 
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No. 15. 

.ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻŦ ǘƘƛǎ ǇŀǊǘƛŎǳƭŀǊ ǇǊŜƭǳŘŜ ǿƛƭƭ ǎƘƻŎƪ Ƴŀƴȅ ƭƛǎǘŜƴŜǊǎΣ ŘǳŜ ǘƻ Ƙƛǎ ƎǊŀƴƛǘŜ tone, 

angular approach, and stilted fluctuations in tempo. The LH Ab, typically played softly in the 

ōŀŎƪƎǊƻǳƴŘΣ ƛƴǎǘŜŀŘ ŦŜŀǘǳǊŜǎ ǎƛƎƴƛŦƛŎŀƴǘƭȅ ƛƴ ǘƘƛǎ ǊŜŎƻǊŘƛƴƎΦ Lǘ ƛǎ .ǳǎƻƴƛΩǎ ŀǘǘŜƳǇǘ ǘƻ ŘǊŀǿ ƻǳǘ ǘƘŜ 

neuroticism and to underpin the dominant pedal harmony. There is a slight arpeggiation on the 

fourth beat of measure 9. Interestingly, Busoni plays the D in the RH before the fourth beat in 

measure 23 (see Figure 2.24).
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Figure 2.24. /ƘƻǇƛƴΩǎ Prelude No. 15, measures 1ς27. 
 

In the second section, beginning at 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 

chord in measure 42 is played an octave lower than written, and the RH G#s are doubled in measure 
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43. The reprise of the main theme of the second section has numerous pitch alterations as well: 

measures 44ς52 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 horizon, before unleashing their rain 

and fury at the climax at measure 56. Busoni also pads the LH chords with added thirds at measures 

56ς57. Similar to measure 42, the second beat of the LH chord in measure 58 is played an octave 

lower than written. 

At measure 60, there is a brief respite from the thunderclouds as Busoni allows the once- 

viscous and heavy-laden chords to recede. Personalised adjustments in arpeggiating the first chord at 

measure 63, doubling the middle-voice G#s at measures 67ς68, arpeggiating the first 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 gradual ritardando ushers the listener into the next section (see 

Figure 2.25). 
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Figure 2.25. /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ bƻΦ мрΣ ƳŜŀǎǳǊŜǎ нуς59. The sim. marking is an abbreviation for 

άǎƛƳƛƭŜέΦ 

At the recapitulation at measure 76, we return to the relatively benign mood and tempo 
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expressed at the beginning. Contrary to the smorzando indication at measure 79, Busoni rushes 

through the RH figurative passage. This is unsurprising, considering his treatment of similar passages 

in the Chopin recordings. A brief lull at the end of measure 81 marks the entry of the RH in measure 

82, at mezzo piano. Busoni adds an additional C in the RH at measure 83, which functions as an 

acciaccatura. Curiously, measure 84 omits half a beat. Whether or not that was BusoniΩǎ ŘŜƭƛōŜǊŀǘŜ 

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 

doubled in measure 89. 

Busoni was no doubt sick and tired of the enduring sentimental and elegant way of 

ŀǇǇǊƻŀŎƘƛƴƎ /ƘƻǇƛƴΩǎ ƳǳǎƛŎΦ ¢Ƙƛǎ ǇŀǊǘƛŎǳƭŀǊ ǊŜƴŘƛǘƛƻƴ ŦƻǊŜƎǊƻǳƴŘǎ ǘƘŜ ƛƴŎŜǎǎŀƴǘ ŀƴŘ ƳŀƴƛŀŎŀƭ 

repetition of the AbςG# throughout the piece. It espouses so many significant pitch and textural 

ŀƭǘŜǊŀǘƛƻƴǎ ŀƴŘ ƳŜƭƻŘƛŎ ǊŜŎƻƴǎƛŘŜǊŀǘƛƻƴǎ ǘƘŀǘ ƛǘ ǊŜŘŜŦƛƴŜǎ Ƙƻǿ ǘƻ ŀǇǇǊƻŀŎƘ /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ bƻΦ мр 

(see Figure 2.26). 
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Figure 2.26. /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ bƻΦ мрΣ ƳŜŀǎǳǊŜǎ слςуфΦ ¢ƘŜ άƻŎǘΦέ ƳŀǊƪƛƴƎ ǊŜǇǊŜǎŜƴǘǎ ŀŘŘƛǘƛƻƴŀƭ DІ 

notes played one octave above the 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 the presto con fuoco, and only employed when building up to a climax. An example is 

ŦƻǳƴŘ ƻƴ ǘƘŜ ŦƛǊǎǘ ŀƴŘ ǘƘƛǊŘ ōŜŀǘǎ ƻŦ ƳŜŀǎǳǊŜ т ŀƴŘ ǘƘƛǊŘ ōŜŀǘ ƻŦ ƳŜŀǎǳǊŜ уΦ ! ƳƻƳŜƴǘΩǎ ǇŀǳǎŜ ŀǘ 

the end of measure 9 signifies the end and beginning of the next section. The ascending sequence in 

measures 10ς11 and 12ς13 is performed as two mini-phrases; the first iteration is boldly struck with 

emphasis on the first beat (A-natural), and the second iteration is performed at a softer dynamic 

with a touch of pedal throughout. 

Interestingly, the last two RH notes of measure 17 are detached and significantly slowed- 

down in tempo. Measures 18ς44 proceed without any significant deviation in tempo, dynamics 

(mezzo forte), or pedalling, except on the first and third beats of measures 25ς29. Brief pauses are 

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

and the Bb in the final measure is performed after the chord on the first beat (see Figure 2.27). 
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Figure 2.27. /ƘƻǇƛƴΩǎ Prelude No. 16, measures 1ς46. 
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No. 17. 

The majority of the accompanying harmonies in this prelude appear to be arpeggiated, 

giving it a harp-like feel. Measures 1ς2 begin at mezzo forte with tasteful acceleration and 

deceleration of tempo to vary the repeated chords. While the melody in the RH clearly projects over 

the accompaniment, I still feel that there is an unusual degree of emphasis placed on the inner 

voices of the chords. In measure 19, there is a dramatic increase in tempo to foreshadow the 

unexpected modulation to E major. Busoni displaces his hands at the beginning of measure 24 for 

expressivity and incorporates a ritenuto at measure 26 to conclude this small section (see Figure 

2.28). 
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Figure 2.28. /ƘƻǇƛƴΩǎ Prelude No. 17, measures 1ς27. 
 

Measures 27ς33 return to the tempo of measure 19, before a ritardando at 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 Db major at measure 35. Some minor pitch alterations are found in measures 35, 
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where the Db is omitted in the RH, and 41, where there is an additional Ab to the second beat of the 

LH (see Figure 2.29). 

  Another sudden increase in tempo in measure 43 marks the modulation to E major. Measure 

47 omits the embellishment before the second beat of the RH. A succession of displacements of the 

hands occurs at the start of each beat from measures 51 to 53, which enhances the tension in the 

descending chromatic sequence. One begins to notice a pattern in which Busoni manipulates tempo 

to delineate sections within this particular prelude. Displacement of hands is also found at measure 

61, and the accompaniment part is particularly striking in that it is played with a lot of force. Contrary 

to the markings on the score, the remainder of the prelude is played at a consistent mezzo forte with 

a slight retardation of tempo in the final measures (see Figure 2.29 and 2.30). 
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Figure 2.29. /ƘƻǇƛƴΩǎ Prelude No. 17, measures 28ς53. 
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Figure 2.30. /ƘƻǇƛƴΩǎ Prelude No. 17, measures 54ς89. 
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No. 18. 

ά5ǊŀƳŀǘƛŎέ and άǇǳƴŎǘǳŀǘƛƻƴέ would be two words that summarise this performance. Busoni 

highlights structure by briefly stopping at pivotal moments in phrases. Examples include the 

prolonged Db at measure 4τthe highest note of that melodic contour, the Bb in measure 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 measure 13, 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 LH note in measure 19 (see Figure 2.31). 
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Figure 2.31. /ƘƻǇƛƴΩǎ Prelude No. 18, measures 1ς21. 
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No. 19. 

This is played capriciously. Busoni varies his use of the sostenuto pedalling to create two 

different textures throughout this prelude: a wispy and ethereal layer, contrasting with a bubbly and 

energetic 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 

Ab in the LH. .ǳǎƻƴƛΩǎ attempts to expunge the άǎŀŎŎƘŀǊƛƴŜέ habits of arpeggiation and 

displacement of hands from his playing have still yet to fully succeed. The Eb major chord is 

arpeggiated in the penultimate measure with lambent clarity before quietly finishing (see Figure 

2.32). 
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Figure 2.32. /ƘƻǇƛƴΩǎ Prelude No. 19, measures 1ς71. 
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No. 20. 

This prelude holds a distinctive place as the theme of a major piano work that 18-year-old 

Busoni composed in 1884, titled ±ŀǊƛŀǘƛƻƴǎ ŀƴŘ CǳƎǳŜ ƻƴ /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ ƛƴ / minor (BV 213).14 In   

1922, appearing in the first edition of the Klavierübung, it was reworked to include an introductory 

fugato and reduced from 18 variations to 10. For the posthumous second edition of the 

Klavierübung (1925), it was further compressed to nine variations, which is the version most 

frequently performed today. 

One immediately feels the monumental ǿŜƛƎƘǘ ƻŦ .ǳǎƻƴƛΩǎ ƛƴǘŜƭƭŜŎǘ ƛƳǇǊŜǎǎŜŘ ƛƴǘƻ ǘƘƛǎ 

prelude, due to the carefully graduated dynamics and the viscous, reinforced LH chords from 

measures 1 to 4. Busoni sensibly allows time to elapse at the end of each four-bar phrase (measures 

4, 8, and 12). The third beat in each of measures 1ς3 is arpeggiated slightly for dramatic purposes. 

The Eb found in the RH in the fourth beat at measure 3 is altered to an E-natural. An unwritten 

diminuendo in measure 4 anticipates the more subdued passage in measures 5ς8, which voice the 

uppermost line in the RH. The second iteration at measures 9ς13 emphasises the middle lines in the 

RH, before the tempo grinds to a halt in the final measure (see Figure 2.33). 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                             
 14 ά.±έ ǎǘŀƴŘǎ ŦƻǊ ά.ǳǎƻƴƛ-Verzeichnisέ oǊ ά.ǳǎƻƴƛ /ŀǘŀƭƻƎΦέ ¢Ƙƛǎ ǎȅǎǘŜƳ ƛǎ ǳǎŜŘ ǘƻ ƛŘŜƴǘƛŦȅ .ǳǎƻƴƛΩǎ original 

compositions. 
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Figure 2.33. /ƘƻǇƛƴΩǎ Prelude No. 20, measures 1ς13. 

 
No. 21. 

1908 version: 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 to Gb major. Measure 24 contains a RH 

BbςDbςBb chord to fill the silence. The last chord in the LH of measure 32 is altered to a DbςF and an 

additional F in the RH acts as an upbeat to the next measure (identical to the upbeat to measure 1). 

Measure 54 is omitted entirely, and the final two measures perform the LH chords a single beat 

later, making the V-I resolution more succinct. 

The numerous fluctuations in tempo are also worth noting. Busoni constantly accelerates 

(from the first beat to the third beat) and decelerates (after the third beat and leading to the first 

beat in the following measure) in tempo throughout. Measures 1ς16 and 33ς38 are examples. 

Busoni interprets the Gb major passage from measures 17ς32 to be one of grandeur, and 

increases the speed with an appropriate forte. Similarly, measures 41ς44 are played briskly at a 

strong dynamic until cogently slowing down at the third beat of measure 44. 

1920 version: Noticeably slower speed and softer dynamics are evident in this later 

recording, closer to the cantabile marking indicated on the score. Examples include measure 17, 
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where the previously triumphant announcement of the Gb major passage in the 1908 recording is 

now replaced by a reticent and delicate tone (mezzo piano), with an additional Gb and a thin veil of 

una corda pedalling. The stark contrast in dynamics between measure 17 in .ǳǎƻƴƛΩǎ мфлу ŀƴŘ мфнл 

recordings do not pose any contradiction. Both approaches are equally effective in highlighting this 

important modulation (see Figure 2.34). 

 

 

 

Figure 2.34. /ƘƻǇƛƴΩǎ Prelude No. 21, measures 1ς21. 1920 version. 
 

That being said, several habits still persist despite the 12-year difference between the 1908 

and 1920 recordings. The choices to omit measure 54 entirely and play the LH chords a beat later in 

the final two measures are still extant. Compared to the 1920 recording, the ebb-and-flow effect of 

the tempo is not as pronounced in the 1908 recording but there are still traces in the corresponding 
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measures (1ς16 and 33ςоуύΦ .ǳǎƻƴƛΩǎ ƘƛƎƘƭȅ ŜȄŀƎƎŜǊŀǘŜŘ ƳŀƴƛǇǳƭŀǘƛƻƴ ƻŦ ǘŜƳǇƻ ƳŀƪŜǎ ƛǘ ŀǳǊŀƭƭȅ 

clear that measure 39 is the climax for both recordings. From measure 39 to 58, it is a protracted 

decrescendo to the end. Curiously, the LH octaves of the final two measures (57ς58) are played on 

the second beat, as opposed to the first beat (see Figure 2.35). 
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Figure 2.35. /ƘƻǇƛƴΩǎ Prelude No. 21, measures 22ς57. 1920 version. 
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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. Slight changes to 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. This treatment is also applied to the D octave in 

measure 29. 

Other interesting nuances include the dotting of the first LH octave in measures 13 and 14 to 

convey the frenetic, haphazard quality of this prelude. In the reprise, measures 13 and 14 are played 

as written 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 37ς39 and inserting a longer pause 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 Gs in the first beat, and a final G after the arpeggio (see Figure 2.36). 
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Figure 2.36. /ƘƻǇƛƴΩǎ Prelude No. 22, measures 1ς42. The green markings signify the second 

iteration. At measure 34, Busoni includes the RH on the second iteration (green tick). 
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No. 23. 

.ǳǎƻƴƛΩǎ ŦƭŜŜǘ-fingered touch is on full display in this recording, which contrasts 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 melodic contours, but without vapidity. The intricate four-note 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 13ς 

16 are played with a wonderful sense of delicacy. The LH chord at measure 16 is arpeggiated to 

soften the cadential V7 to F major at measure 17. After the Eb accent in the LH at measure 21, 

Busoni winds down to a close and plays the LH F one octave lower at measure 22 (see Figure 2.37).
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Figure 2.37. /ƘƻǇƛƴΩǎ Prelude No. 23, measures 1ς22. 
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No. 24. 

This performance deals with the onset of a kind of maniacal madnessτa disintegration of 

personality and an utterly devastating climax to the cycle of preludes. This is achieved by bringing 

the LH DςFςAςDςA 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 

instead of an A, and the final note of measure 23 is an F instead of an E. Busoni judiciously prepares 

the mini-climax at measures 14ς15 by dropping his dynamic to mezzo piano at measure 7. Moreover, 

the permissive displacement of hands gives an improvisatory feel to his interpretation. At measure 

15, Busoni inserts two Cs at the fourth and sixth pulses of the RH (see Figure 2.38). 
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Figure 2.38. /ƘƻǇƛƴΩǎ Prelude No. 24, measures 1ς17. 
 

Measures 18ς33 continue in the same swashbuckling manner as the first page. In 

accordance with his preference for broad-lined, 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 

passage in the RH is anticipated half a beat earlier, beginning at the end of measure 31. At the end of 

measure 33, Busoni inserts two Gs on the fourth and sixth pulses (see Figure 2.39). 
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Figure 2.39. /ƘƻǇƛƴΩǎ Prelude No. 24, measures 18ς33. 
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The figurative passages at measures 35ς36 are played with rapidity and brilliance. 

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 Db major at measure 43. Busoni ǊŜǾŜǊǘǎ ǘƻ άƎǊŀƴƛǘŜέ 

playing when the LH motif returns at measure 51, and builds dynamics to the cascading climax of the 

work at measure 55 (see Figure 2.40).
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Figure 2.40. /ƘƻǇƛƴΩǎ Prelude No. 24, measures 34ς55. 
 

After the dazzling chromatic thirds at 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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pauses, before crashing down on the D at measure 65. In the final descending figurative passage, 

Busoni prevents the listener from bracing for the last passage by rushing measure 73. The concluding 

Ds ring with doom-laden sonority (see Figure 2.41). 
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Figure 2.41. /ƘƻǇƛƴΩǎ Prelude No. 24, measures 56ς77. 
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IŀǾƛƴƎ ŀƴŀƭȅǎŜŘ .ǳǎƻƴƛΩǎ interpretation of the Chopin Preludes, the next section brings me 

into the research as a practitioner. I describe the thought processes occurring during my recital and 

ŘŜƳƻƴǎǘǊŀǘŜ ǘƘŜ ƛƴŦƭǳŜƴŎŜ ƻŦ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ƻƴ Ƴȅ ƻǿƴ ǇƭŀȅƛƴƎΦ IƻǿŜǾŜǊΣ ǘƘƛǎ ƛǎ ƴƻǘ ƳŜrely a one- 

way flow of information from Busoni to me. The process of practising and performing the Preludes 

Op. 28 (and the Hungarian Rhapsody No. 13. by Liszt and the Chaconne in D minor by J. S. Bach in 

the second and third PhD recital, respectively) gave rise to new meanings and understandings of 

.ǳǎƻƴƛΩǎ readings of selected pianistic repertoire. 

2.3. aȅ tƭŀȅƛƴƎ ƻŦ /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜǎ hǇΦ ну 

The recital took place in the Larry Sitsky Recital Room (LSRR) in the Australian National 

University School of Music, on 27 November 2018. I began the evening with a 10-minute speech, 

ŀƛƳŜŘ ŀǘ ŘƛǎǇŜƭƭƛƴƎ ŀƴȅ ƛƭƭǳǎƛƻƴǎ Ƴȅ ƭƛǎǘŜƴŜǊǎ ƳƛƎƘǘ ƘŀǾŜ ǘƘŀǘ L ǿƻǳƭŘ Ǉƭŀȅ /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜǎ ƛƴ ǘƘŜ 

typically elegant and sentimental manner that the audience may be familiar with. After outlining 

.ǳǎƻƴƛΩǎ ŀŎƘƛŜǾŜƳŜƴǘǎ ŀǎ ŀ Ǉƛŀƴƛǎǘ ŀƴŘ ǘƘŜ ŀǳŘƛŜƴŎŜ ǊŜŎŜǇǘƛƻƴ ƻŦ Ƙƛǎ /ƘƻǇƛƴ-playing, I discussed 

.ǳǎƻƴƛΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘŜ tǊŜƭǳŘŜǎ hǇΦ ну ŀǎ ŀ ǎƛƴƎƭŜ ǇƛŜŎŜΣ Ƙƛǎ ŘƛǎŘŀƛƴ ŦƻǊ ǘƘŜ άƭŀŘȅ-ƪƛƭƭŜǊέ 

interpretations prevalent during his lifetime and ǘƘŜ ƴŜŜŘ ŦƻǊ άƳŀƴƭȅέ ǊŜǾƛǘŀƭƛǎŀǘƛƻƴΣ ŀƴŘ ŦƛƴŀƭƭȅΣ Ƙƛǎ 

various notational modifications. These changes were made in service of structural symmetry and 

ŎƻƘŜǎƛƻƴΦ ²ƛǘƘ ǘƘŜǎŜ ǘƘƻǳƎƘǘǎ ŦƛǊƳƭȅ ƛƳǇƭŀƴǘŜŘ ƛƴ Ƴȅ ŀǳŘƛŜƴŎŜΩǎ ƳƛƴŘΣ L ōŜƎŀƴ ǿƛǘƘ ǘƘŜ ŦƛǊǎǘ ǇŀƎŜ ƻŦ 

BusoƴƛΩǎ Sonatina secondaΦ ¢Ƙƛǎ ǎŜǊǾŜŘ ǘƘǊŜŜ ǇǳǊǇƻǎŜǎΥ ǘƻ ŀŎƪƴƻǿƭŜŘƎŜ .ǳǎƻƴƛΩǎ ƛƴŦƭǳŜƴŎŜ ƻƴ Ƴȅ 

interpretation of the Chopin Preludes, to promulgate the idea of the Preludes Op. 28 as the main 

ǇƛŜŎŜΣ ŦƻƭƭƻǿƛƴƎ ǘƘŜ άǇǊŜƭǳŘŜέκŜȄŎŜǊǇǘ ŦǊƻƳ Sonatina seconda, and to give myself time to adjust to 

the piano and the acoustics. 

At 9:49, I connect the Sonatina seconda with the Prelude No. 1 by a descending whole-tone 

scale from the RH Bb at measure 5 to the Bb below middle C (see Figure 2.42). 
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Figure 2.42. .ǳǎƻƴƛΩǎ {ƻƴŀǘƛƴŀ ǎŜŎƻƴŘŀΣ ƳŜŀǎǳǊŜ р όмфмнύΦ The adjustments to facilitate the 

ǘǊŀƴǎƛǘƛƻƴ ǘƻ /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ bƻΦ мΦ ŀǊŜ ƘƛƎƘƭƛƎƘǘŜŘ ƛƴ ǊŜŘΦ ¢ƘŜ ƳƻŘƛŦƛŜŘ ŘŜǎŎŜƴŘƛƴƎ ǿƘƻƭŜ-tone 

scale continues for one more octave to the Bb, before rising to a B-natural, then resolving to C/entry 

of /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ No. 1. 

No. 1. 

¢ƘŜǊŜ ŀǊŜ Ƴŀƴȅ ǎƛƳƛƭŀǊƛǘƛŜǎ ōŜǘǿŜŜƴ .ǳǎƻƴƛΩǎ ǇƭŀȅƛƴƎ ŀƴŘ Ƴȅ ƻǿƴΦ ¢ƘŜ ŦƛǊǎǘ ƛǘŜǊŀǘƛƻƴ ƛǎ 

coarse and angular, deliberately carving out the RH lower melody. I try to use only my wrists and 

ŦƛƴƎŜǊǎ ǘƻ ŎǊŜŀǘŜ ŀ άtypewriterέ ŜŦŦŜŎǘΦ !ǘ млΥлнς10:05, I lift off the pedal after the second beat to 

isolate the RH phrases (see Figure 2.43). The repeat softens the attack by using more of the arms 

and shoulders and pedal to achieve a warmer, richer sound. The 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 10:51ς11:03, I play extended C major and A minor arpeggios to set up the 

cadential V6/4ςV7 (BςD#ςG chord to BςDςF#), which then finishes on an added E in the RH, and the 

beginning of Prelude No. 2. 
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Figure 2.43. /ƘƻǇƛƴΩǎ Prelude No. 1, measures 5ς6. 

 
No. 2.  

Akin to the tempo from Prelude No. 1, I play unusually fast to ensure a smooth transition 

between No. 1 and No. 2, and vary the tempo in the opening bars for contrast. I bring out the 

ƴŜǳǊƻǘƛŎ ŎƘŀǊŀŎǘŜǊ ƻŦ ǘƘƛǎ ǇǊŜƭǳŘŜ ōȅ ŘŜƭƛƴŜŀǘƛƴƎ ǘƘŜ [IΣ ŀƴŘ ŀŘƻǇǘƛƴƎ ŀ άƘŀǊŘέ ǘƻǳŎƘ ŦƻǊ ōƻǘƘ ƘŀƴŘǎΦ 

This involves playing only with the fingers and wrist. I displace the hands variously throughout: 

examples include 11:13, 11:17, and 11:22 (see Figure 2.44). The rationale was that I did not wish for 

the psychopathic qualities to sound artificial or forced, so the improvisatory-like RH would help 

make this interpretation sound more organic. 11:49ς11:52 is a good demonstration of the hard 

touch I referred to earlier. To bring out the narrative aspects of this work, I take great lengths of time 

between the notes at 12:28ς12:42. Finally, I link No. 2 to No. 3. with a firm, D-dominant seventh 

chord, which was consistent in sonority until the end of No. 2. 



 
117 

 

 

 
 

Figure 2.44. /ƘƻǇƛƴΩǎ Prelude No. 2, measures 1ς8. 

 
No. 3. 

I recall my fingers still adjusting to the weight of the Steinway keys in the LSRR. As such, I 

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 virulent and passionate. Displacing the hands softens the attack on the 

harmony, but here it was a little too frequent. 13:16, 13:20, 13:35, and 13:44 are examples. 

At 13:57, I signify the repeat with a faster tempo. Between 14:17ς14:23 I adopt a direct and 

firm touch with double-dotting of the dotted quavers. This presented a great opportunity for me to 

immediately drop the dynamics to a whisper at 14:25 (see Figure 2.45). 

At the conclusion, I link Prelude No. 3. to Prelude No. 4. with an arpeggiated dominant B 

 V6/4 chord. This makes for a smooth continuation from the concluding G major arpeggiations in 

Prelude No. 4. 
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Figure 2.45. /ƘƻǇƛƴΩǎ Prelude No. 3, measures 9ς16. Second repeat. 

 
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 misjudgement in balance between the RH and LH. Thus, I input a 

lot of dynamic variation 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 passage (EςF#ςGςAςA#), 

which slides to the starting note (B) of Prelude No. 5. 

No. 5.  

This piece needs careful attention to pedal and a measured speed to conserve clarity. I focus 

on the incessant BbςA motif in the RH, placing more emphasis on the Bb. From 17:23ς17:26, I target 

the F#s in the RH, and 17:28ς7:30 mark the BbςAςGςF# motif, also in the RH. The concluding bars 

(17:31ς17:33 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 extra F#-dominant chord in the same style. Overall, the 

playing is dry and unhurried. 
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Figure 2.46. /ƘƻǇƛƴΩǎ Prelude No. 5, measures 32ς39. 

 
No. 6. 

So far, my approach was to promulgate the idea of the preludes as a single work with an 

emphasis on the neurotic qualities found within. Moreover, the structural and tempo revisions were 

all made to tie the work together. As such, I kept the tempo relatively uniform in comparison to 

Prelude No. 5. An exception is 18:52, where I like to highlight important cadential moments by 

suddenly dropping the dynamics (see Figure 2.47). 

 

 
Figure 2.47. /ƘƻǇƛƴΩǎ Prelude No. 6, measures 9ς12. 
 

However, I felt that Preludes No. 6 and No. 7 were so opposing in character that I 

consciously omitted adding a connecting passage. The prolonged silence between the end of No. 6 

ŀƴŘ ǘƘŜ ōŜƎƛƴƴƛƴƎ ƻŦ bƻΦ т ǿƻǊƪŜŘ ǿŜƭƭ ǘƻ ǎƛƎƴƛŦȅ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ŦƛǊǎǘ άǎŜŎǘƛƻƴέ ƻŦ ǘƘŜ tǊŜƭǳŘŜǎ hǇΦ 

28. 

No. 7. 

My interpretation initially retains those Chopinesque characteristics in the first playthrough. 

It is sweet and delicate playing. I consciously taper off the phrases and depress the keys slowly for 
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maximum control. In the second iteration, my playing becomes more spirited and livelier. In 

hindsight, I could have brought these qualities out even further by using less pedal, so the repeated 

chords are kept short and dry. I do this at 20:32 (see Figure 2.48). At 20:28, I felt compelled to vary 

the climax by arpeggiating it. In the final measures, I allow the volume to swell before diving straight 

into Prelude No. 8. 

 
 
Figure 2.48. /ƘƻǇƛƴΩǎ Prelude No. 7, measures 1ς17. 

 
No. 8. 

Here, there needed to be a clear segregation between the neurotic motif (the RH thumbs) 

and the accompanying parts. During practice, I remember experimenting with various speeds and 

pedalling. There was the dry and fast approach that I was seriously considering for performance, but 

then there would be the issue of sustaining those RH thumbs. Factoring in the heavier weight of the 

Steinway keys, I instead opt to play the line firmly and broadly. The inherent nature of No. 8 is 

chaotic and restive, so there was no need to particularly reinterpret this prelude. 

It is easy for the listener to lose track amidst the torrent of notes, so I pause at structurally 

important moments, such as нмΥлсΣ нмΥпнΣ ŀƴŘ нмΥррΣ ǘƻ ŀƭƭƻǿ ǘƘŜ ŀǳŘƛŜƴŎŜ ǘƻ άŘƛƎŜǎǘέ ǘƘŜ ǎƻǳƴŘΦ 

From 21:14ς 21:32, I see an opportunity to exercise the LH thumbs, though this is only partially 

successful as I do not moderate the dynamics in the RH well enough. 22:05ς22:08 is more effective 
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and also allows some interplay between the thumbs of the LH and RH (see Figure 2.49). At the finish 

at 22:42, I employ a descending B dominant 7th arpeggiation to usher the beginning of Prelude No. 9. 

 

 

Figure 2.49. /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ bƻΦ уΣ measures 27ς28. The emphasis on the repeated notes on the 

thumbs of the LH and RH accentuates 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: the triplets in the inner RH, and the dotted/double-dotted quavers. 

I make sure to bring these rhythmical patterns to the foreground (see Figure 2.50). Furthermore, I 

decrease the dynamic levels to a piano at 23:17, which allows me to gradually swell the volume to 

the climax at 23:36. At 23:46, I once again begin quietly before building to the conclusive E major 

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 ascending G#ςDς#G arpeggio, which then concludes 

with a G#ςA trill.  We now have a seamless transition to Prelude No. 10. 

 

Figure 2.50. /ƘƻǇƛƴΩǎ tǊŜƭǳŘŜ bƻΦ фΣ ƳŜŀǎǳǊŜ мΦ ¢ƘŜ ǊŜŘ ŀƴŘ ƎǊŜŜƴ ŎƛǊŎƭŜǎ ǊŜǇǊŜǎŜƴǘ ǘƘŜ ǘǿƻ ƴŜǳǊƻǘƛŎ 
























































































































































































































































