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THESIS

,» There are contemplative souls who are irresistibly drawn by solitude and contemplation to eternal ideals,
that is, to religion; their every thought becomes a devotion and a prayer, their whole being a silent hymn
to the Deity and to hope. They seek in themselves and in the creation around them the steps by which
they may ascend to God, they seek expressions and images by which he may reveal himself to them

and by which they may reveal themselves to him... | wish I could lend them some!”

(Lamartine: Harmonies poétiques et religieuses)

Franz Liszt's art had a significant influence on the intellectual and spiritual layout of the 19t
century. With the diversity of his creative career and his religiously inspired works, he left
an everlasting mark on the history of classical music over the centuries. His artistic creed
placed the composer-genius in a special role: he served as a mediator between earthly and
divine ideals, helping us to feel and experience more deeply one of the fundamental essences
of music, the sacred dimension behind the sounds.

The subject of the research is Franz Liszt's last symphonic poem, From the Cradle to
the Grave, which can be considered as the composer's personal testament. A declaration of
belief in musical notes, proclaiming the fragility of mortality on earth and the hope of
eternity. The work focuses on the most important stages of the human journey, using music
to portray the mystery of birth, the struggles of life, and the question of death and final
departure. It uniquely combines the narrative structure of programme music with spiritual
contemplation, while at the same time combining the pure harmonic style of Liszt's late
and a musical thinking sensitive to progressive elements.

The aim of the research is to provide a comprehensive study of Liszt's last
symphonic poem, including an analysis of the manuscript material, an insight into the
composer's compositional technique and the development of the final version of the work.
A detailed analysis of the work deals with the structural characteristics of the piece, its
motivic, rhythmic and harmonic solutions, the unusual changes in tonality, the
development of the musical elements and their interrelationships.

The aim is also to explore how music and transcendence are expressed, how their
coherent unity is realized in the symphonic poem, and what are the characteristics that
reveal the deep spiritual message of this rarely performed — but highly significant — work.

Liszt, through his musical heritage, his artistic quest and his innovative solutions, is an
inspiring figure of modern musical thinking. This is demonstrated by his work From the Cradle

to the Grave, which, with its unique handling of harmony and tonality, its use of chromaticism,
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modal and whole-tone sets, model scales, and its clear and meditative style, foreshadows certain
trends in 20th century music.

Interpreting Franz Liszt's piano works requires a high level of technical skills and
spiritual maturity. Performing them with authenticity is often a challenge for performers,
especially in late works, where a strong technical basis is needed and philosophical
sensitivity is essential.

On the occasion of the 2011 Liszt jubilee year, his four-hand piano transcription
From the Cradle to the Grave became a defining work for me, and practising and performing
it gave me a deeper insight into Liszt's unique musical world. It became clear to me that the
clear language, philosophical depth and unique harmonic world of his works are a priceless
collection of musical and spiritual revelations, and a timeless musical heritage of the
universal musical history. Franz Liszt's artistic vision of the world is closely linked to the
various artistic disciplines, and his compositional technique and musical concept reveal
strong visual influences. In his last symphonic poem, the thirteenth, he was also greatly
influenced by Mihaly Zichy's pen-drawing Du berceau jusqu' au cercueil (From the Cradle
to the Coffin), which depicts the beginning and end of the human life journey through the
symbols of the cradle and the grave.

And what lies between the two? The struggles of our existence, with the hardships and
joys of our daily lives. In Mihdly Zichy's gift of pen drawing, one of the favourite forms of
expression in Romantic art, the composer found drama and philosophical depth. While the
picture emphasises the transcendent role of art as a means of visuality, in parallel and in full
harmony with it, the expression of a symphonic poem in sound has an equally symbolic
content.

The dialogue between music and visual art reflects one of Liszt's most thoughtful artistic
concept: the visual representation of the human life becomes a musical narrative. The
interaction between the arts is a natural progression, and so the late 19th-century mindset can
be seen in both Zichy's pen-drawing and Liszt's works. They were pioneers in establishing
the unique spirit of the age, which is reflected in later artistic expressions. This foreshadows
the vision of a synthesis of the arts in the ages to come: the relationship between the arts,
music and the inspiring interplay between music and the literary, visual and theatrical works
that played a decisive role in the relationship between the arts and music influenced the
conditions under which the compositions were created and the characteristics of their creative

phases.



During the compositional process, Liszt first created a piano version for solo and four
hands, and soon afterwards orchestrated the work. Thus the orchestral version was born,
which presents the dramatic and philosophical content with an even richer palette of timbres
and musical toolkit. The composition breaks with the single-movement tradition of the
symphonic poems, and its three-movement structure closely follows the three main motifs of
Zichy's drawing.

The last years of Franz Liszt's life were marked by incessant travel between Budapest,
Rome and Weimar, which was physically demanding and stressful, but also had a strong
influence on his way of thinking and artistic expression. The worsening of his health and his
physical pains stimulated in him even more the intellectual summing up and the focus on the
essence of human life. His later works were characterised by a clear, unadorned musical
language, and his work From the Cradle to the Grave displays this maturity, puritanism and
concentration. From a psychological point of view the composition is a spiritual projection
of the composer's personal development, a summation of life, a musical portrayal of thoughts
and feelings about transience and the hope of eternity.

In the analysis of From the Cradle to the Grave, the surviving manuscript collection of
Ferenc Liszt is a valuable source and support material, which serves as a relevant document
not only from the point of view of musicology, but also from the point of view of personality
psychology and aesthetics, to reveal an authentic portrait of Liszt. The analysis of the
manuscripts reveals a spiritual man full of inner struggles, striving for artistic perfection,
whose desire to experience divine intimacy in the twilight of his life was decisive.

The biography and personality of Franz Liszt have been studied in many disciplines. In the
field of psychology, Dr. Andras Szilagyi, a medical psychologist, examined the composer's
emotional world and personality development. In his opinion the composer's outlook on life and
his way of thinking did not lose any of its passion and dynamism as he approached the end of
his life, which was sometimes characterised by a calm and meditative contemplation as a
counterpoint. From a graphological point of view, Gabriella Urban, a writing expert, has
analysed the composer's music manuscripts and letters, revealing the composer's mental state
and emotional world. She was convinced that Liszt did not lose his composing vitality in his
old age and worked with untiring creative passion to perfect his works. These studies of the
manuscripts also attest to the fact that Liszt's central personality traits remained unchanged until
the end of his life, and that his spirituality was based on emotional calm, philosophical reflection

and creative vigour. His handwriting was dynamic, reflecting his unbroken creative spirit.



The demand for perfection, the constant building on each other of self-reflections, the
intention of continuous improvement are behind the crossings out and corrections and notes in
the manuscripts. The rethinking and refinement not only brought changes to the music in a
technical sense, but also showed differences with the first version in a spiritual sense, which
clearly shows that Liszt was not satisfied with himself in the process of composition.

The manuscript analysis focuses on the analysis of the musical solutions that can be read
from the score of the solo and four-hand versions, which draws attention to the differences
within each version and the differences in the development of the musical material. The analysis
reveals that most of the versions have two major formal unit junctures, an intermediate section
forming a transition, and the ending or beginning of the movement. The most characteristic
differences are the length of the analogue sections, the tendency to increase in time, the
harmonic turns, the modulation and the different use of rhythmic values. In most of them there
is a coherent relationship, the functional relationships are strengthened by common tones. For
Liszt, the organic construction, development and continuation of the musical process is
particularly important, even at the boundary points of the movements, including those where
the different, often contrasting, parts alternate. Often thematic connections also tie the
composition's themes and melodic turns closely together, indicating the homogeneity of the
work's character and tonal structure, thus supporting the linear development of the musical
process.

The manuscript (written by the copyist) of the solo version of the first movement,
Die Wiege, is almost free of corrections and is quite readable. The voices, articulations, musical
instructions and individual entries can be considered accurate, so the reconstruction of the final
version is limited to minor corrections.

In the second movement there are several corrections, crossings out and gluings. The
transitional sections become longer, Liszt often attributes a significant role to the time factor
among the quality solutions of the 'musical bridge' between two sections. Despite the fact that
the tonal differences between the various variants are obvious, and the internal harmonic and
tonal proportions are different, the building concept is still evident in all of them.

Thus, in almost all the versions, as a result of the unity and organic development of the
musical material, these solutions could even be alternatives to the final version in terms of their
musical value.

Although there are different solutions for the closure at the end of movement I, most
versions have in common the dramatic tonal set ,,A—B—C sharp—D sharp—F”, which forms

through the model 1:5, the augmented triad, the augmented six-five and augmented four-three



chords, into an almost complete whole-tone scale, with which the composer aims to achieve
one goal: to direct the music to total tonal uncertainty. The shorter and longer alternative
versions of the ending of the second movement and the beginning of the third movement show
that Liszt repeatedly rethought the formal connection between the two sections at the boundary
of the two movements.

From a composer's point of view, it is not easy to think about how to end the struggle of
life at the ecstatic culmination of the musical process, where the music has already completely
escalated, or how to connect it to the point where the struggle spills over into another world of
enormous contrast. A medium in which the grave marks the end of man's earthly existence and
the beginning of the afterlife, and where the music, leaving the world of the initial painful sighs,
becomes translucent and bends into a transcendent sphere.

Liszt — even if only for a short time — completely moves away from the traditional tonal
structure, from the traditional tonal treatment, and the sound becomes completely "groundless”,
floating. The attempt to 'distort’ Romantic tonality in this way is one of Liszt's progressive
compositional ideas, and the innovative and convincing force of the sound of this movement is
due to its unique character.

Various versions of the conclusion of the third movement and of the immediately preceding
movements have survived, from which one can strongly infer that Liszt was also intensely
preoccupied with the final musical moments as the work neared its end.

When comparing the early, intermediate and final versions of the solo and four-hand
versions, the differences are the number of melody notes, the length of the introductory parts,
the diatonic and chromatic melody, the rhythm and its augmented version, the length of the
pauses, the repetition, the sequencing, shorter and longer transitions, accompanied and
unaccompanied measures, sustained, static or rhythmic harmonies and harmonic resolutions,
which, as alternatives that overlap and replace each other, are undoubtedly clearly visible stages
in the development of musical thinking.

While manuscript analysis maps the different versions, the stages of the development and
maturation of the music in relation to the various early, intermediate and final versions, the the
analysis of the work focuses on the compositional structure of the final (solo) version and on
the characteristics of its various elements. Of course, in terms of music theory and the
relationship between music and its transcendent content, manuscript analysis and analysis are

closely related.



Aspects of the analysis of the work include notation, tonality, modulation, harmonies,
spacing, melody, rhythm, analogies and monophony, which are similar to the issues that arise
in manuscript analysis when comparing different versions. From the Cradle to the Grave, the
lyrical and dramatic representation of the musical process, the development of musical
progressions, the role of the musical keys (C major, C sharp major, A major, A flat major,
E flat major, E flat major, B major), the role of chromaticism in shaping mood, melody and
harmony, sequences as extensive pillars of the formal components within the great whole, the
monophonic melody — reminiscent of Gregorian chant — as a carrier of philosophical content,
the cross motif hidden behind the notes — which also belong to Liszt's typically recognizable
"musical stamps™ — as well as the mirrored representation of the four-voice B-A-C—H motive
is an extremely concise formulation of Liszt's artistic ars poetics of his age, and at the same time
a testimony to his creed in musical notes. The musical minimalism, simplified harmonic
structure and clean form of the work thus clearly reflect the state of mind of Liszt in his last
years: an acceptance of the transience of earthly life and a profound turning towards the

transcendent dimension.

Characteristics of the three movements (in summary):

e Movement | (Die Wiege — The Cradle): meditative, lyrical music evoking the
innocence and purity of birth. The accompaniment, which imitates the rocking
motion of the cradle, the simple, clear melody and the light harmonies combine to
create a serene yet mysterious atmosphere.

e Movement Il (Der Kampf— The Struggle): a dynamic and dramatic musical passage
symbolising the struggles of life. The ostinato rhythms, the 'distortion’ of the sound,
the appearance of a whole-tone tone set and the contrasting structure are used to
musically represent the struggles and uncertainties of human existence.

e Movement Il (Das Grab — The Tomb): The themes of transcendence and eternal
life. The music gradually becomes floating and abstract, the dissolution of
harmonies creating a sense of calm. The final sound symbolizes the passage into

eternal life, the "final" arrival.

Franz Liszt's religiosity played a decisive role in his life, and was in harmony with his
artistic and creative approach. The practice of his faith was more intrapersonal and
philosophical than dogmatic. His meditative and liturgical compositions of his later years were

the most pronounced in his immersion in the spiritual and spiritual depths of religion.
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Liszt's aim was to reform church music, and he saw his work as a missionary service, in
which the complete symbiosis of art and faith was the highest moral and artistic ideal.

Franz Liszt's art and his personal creed were closely intertwined with Franciscan ideals, in
particular the idea of simplicity, humility and the search for transcendence. His attachment not
only shaped the moral and philosophical orientation of his life, but also profoundly influenced
his musical thinking. His commitment is demonstrated by the fact that he joined the Franciscan
Order of the Third Order in 1857 and wore the cassock regularly at the end of his life. In the
case of From the Cradle to the Grave, the Franciscan spirituality is not expressed as a direct
religious programme, but rather on an aesthetic and philosophical level. The puritanism of the
composition's structure, the natural transitions between the sections, and the clear, elevated
atmosphere of the final section all indicate that Liszt understood the art not as a revelation in
itself, but as a tool for spiritual contemplation.

An analysis of the different versions of the piece — two-handed, four-handed and orchestral
— also shows that Liszt paid particular attention to the possibilities of interpretation. In many
ways, the adaptation of the work demonstrates that his creative concept is not based on a single
tonal ideal, but that he wants to allow the music to be both intimate and monumental in all three
versions.

Forty-five books and twenty-six studies and articles have been used as literary sources for
a comprehensive research of the symphonic poem. The solo piano edition of the New Liszt
Edition formed the basis for the analysis of the work, while the manuscript analysis was based
on sources provided by Maria Eckhardt and the online database of the Washington Library of
Congress. For the manuscript analysis and the comparison of the three versions, the four-hand
version published by Bote & Bock in Berlin and the orchestral score were helpful. The scores
and examples of manuscript material selected for illustrative purposes are presented in the
picture list at the end of this dissertation.

Some of the main sources of literature were Alan Walker's three-volume biography of
Franz Liszt, the book on Liszt's last days (based on the unpublished diary of Lina
Schmalhausen), Maria Eckhardt's ,,Liszt and the Franciscans”, and »From the Cradle to the
Grave«: a retrospective view of an artist's life. The Memory of Dezso Legany”, and La Mara's

collection of Liszt's correspondence, Franz Liszt's Briefe.



The results of the research show that the symphonic poem From the Cradle to the Grave
is one of the most outstanding works of the late Romantic period, a true masterpiece. With its
ground-breaking innovations, musical expression and timeless spiritual messages, it is not only
the end of Liszt's oeuvre, but also the imprint of the spiritual legacy of an era. The progressive
elements and innovative formal solutions used in its sound bridged the gap between
Romanticism and Impressionism, just as they were an inspiration to 20th century composers as
a forerunner of modern music.

The main objective of this dissertation is to provide a gap-filling analysis of the work,
applying new analytical perspectives to provide a more complex picture for a fuller
understanding of the musical and spiritual messages of Liszt's last symphonic poem. By
emphasising the aesthetic and philosophical importance of the work, the research contributes to
a more accurate understanding of Liszt's legacy and proves beyond doubt that Franz Liszt's
symphonic poem From the Cradle to the Grave has a worthy place among the outstanding
masterpieces of music history, whose profound spiritual guidance has not lost its relevance for

today's people.



10.

11.

12.

BIBLIOGRAPHY
BOOKS

Janos Arany: Zichy Album. 24 poems by Arany Janos with 40 drawings by Mihaly
Zichy, a gift from Pesti Naplo for the year 1898, printed by the “,, Kosmos” Milintézet,
1898. From the property of Mor Rath.

Lajos Bardos: Liszt Ferenc, a jovd zenésze. Budapest: Akadémiai Kiado, 1976.
Andras Batta: From Improvisation to Symphonic Poem: Individual Forms and a
Neglected Aspect of the Evolution of the Character Types in Ferenc Liszt's Music.
Doctoral dissertation, Budapest: Liszt Ferenc Academy of Music,

Department of Musicology, 1985-1987.

Gyorgy Benyik: Liszt Ferenc vallasossaga és viszonya az egyhdzzenéhez. Szeged.:
SZTE Gyula Juhasz Faculty of Education, Institute of Art,

Department of Singing and Music, 2012.

Lasz16 Bényi — Magdolna B. Supka: Mihdly Zichy.

Budapest: Mivelt Nép Konyvkiado, 1953.

Odon Bodanyi: Adatok Zichy Mihaly életérdl és miivészetérsl. Commissioned by the

successor of Frigyes Kilian, Budapest: Bertalanffy Jozsef Konyvnyomdaja, 1907.

. Vilmos Csapo (ed.): Liszt Ferencz levelei baro Augusz Antalhoz.

Budapest: Vilmos Csap6 Publishing House, 1911.

Maria Eckhardt — Adrienne Kaczmarczyk: Liszt és a tarsmiivészetek — Emlékkidallitas
Liszt sziiletésének 200. évforduléjan. Joint exhibition of the Museum of the Institute of
Musicology of the Hungarian Academy of Sciences, the Liszt Ferenc Academy of
Music, the National Széchenyi Library and the Hungarian National Gallery at the
Museum of Music History 2011-2012, ed. Laszl6 Gombos,

Budapest: MTA Research Center for the Humanities, 2012.

Moses Jacob Ezekiel: Memoirs from the Baths of Diocletian. Publ.: Joseph Gutmann
and Stanley F. Chyet, Detroit: Wayne State University Press, 1975.

Maria Annunziata Fenyves: Mihdly Zichy (in memory of the 170th anniversary of her
birth / in memory of Maria Alexandra Zichy). Budapest: Uranusz, 1997.

Monika Fink: Wie Bilder klingen — Tagungsband zum Symposium Musik nach Bildern.
Institute for Musicology University of Innsbruck, 2011.

Alain Galliari: Franz Liszt et [’espérance du Bon Larron, Paris: Fayard, 2011.



13. Johann Wolfgang von Goethe: Maximen und Reflexionen — No. 49. Ed., comm.
Benedikt JeBing, Ditzingen: Reclams, Universal-Bibliothek, No. 18698., 2021.

14. Serge Gut & Jacqueline Bellas ed.: Franz Liszt — Marie d’ Agoult Correspondance,
Nouvelle éd. rev. augmentée et annotée par, Paris: Fayard, 2001.

15. Odén Geszler: Liszt szinfonikus kolteményei IMusical Studies Library 6./,
ed. Elemér Sereghy, Budapest: Jozsef Németh’s Book and Music Bookstore, 1914.

16. August Gollerich: Franz Liszt. Berlin W 50, Marquardt & Co., Verlangsanstalt, 1908.

17. Klara Hamburger: Liszt Ferenc zenéje. Budapest: Balassi Kiado, 2010.

18. Klara Hamburger: Liszt kalauz. Budapest: Zenemiikiado, 1986.

19. Klara Hamburger: Nem pusztin zenész. Tanulmanyok Liszt Ferencrol.
Budapest: Rozsavolgyi and Co., 2019.

20. Janos Hankiss: Liszt Ferenc valogatott irasai L, I1. Sel. trans., with accompanying
studies and notes, Budapest: Zenemiikiado Vallalalat, 1959. Vol. 1.

21. Eduard Hanslick: Aus dem Konzertsaal. Criticisms and Writings, Vienna, 1870.

22. Michael Heinemann: Die Bach-Rezeption von Franz Liszt. /Music and Music View
in the 19th Century/ Series I. Vol. 1., ed. Detlef Altenburg, Cologne: Studio, 1995.

23. Tamas Kempis (1380-1471): Imitatio Christi. Translated by Istvan Jelenits,
Budapest: Ecclesia, 1978.

24. Ferencz Kossuth: “Papers of Lajos Kossuth”, IX., 1879. To Nandor Bakay. Ed. --,
Kossuth Lajos dsszes munkdi, Budapest: Athenaeum R. Society, 1902.

25. La Mara: Franz Liszt’s Briefe 1-8., Leipzig: Breitkopf & Hartel, 1893-1905.

26. Alphonse de Lamartine: Harmonies poétiques et religieuses.
Paris: Charles Gosselin, 1830.

27. Zsigmond Laszl6 — Béla Matéka: Liszt Ferenc élete képekben és dokumentumokban,
Budapest: Zenemtikiado, 1978.

28. Dezs6 Legany: Liszt Ferenc Magyarorszagon 1874—1886.
Budapest: Zenemiikiado, 1986.

29. Franz Liszt: Hector Berlioz und seine Harold-Symphonie.
German translation: Lina Ramann, Leipzig: Breitkopf & Hartel, 1881.

30. Franz Liszt: Samtliche Schriften, Band I. Friihe Schriften, ed. Rainer Kleinertz,
with Serge Gut, Wiesbaden — Leipzig — Paris: Breitkopf & Hartel, 2000.

31. Paul Merrick: Liszt’s Programmatic Use of Key. Budapest: Argumentum Kiado, 2022.

32. Daniel Ollivier ed.: Correspondance de Liszt et de sa Fille Madame Ollivier 1842-1862.
Paris: Editions Bernard Grasset, 1936.

10



33.

34.

35.
36.

37.

38.

39.

40.

41.

42.

43.

44,

45.

Akos Pauler: Liszt Ferenc gondolatvildga.

Budapest: Budavari Tudomanyos Tarsasag 15.1922.

Dolores Pesce: Liszt's Final Decade. Imagined Identities.

Rochester: University of Rochester Press, 2014.

Bence Szabolcsi: Liszt Ferenc estéje. Budapest: Zenemiikiado, 1956.

Dr. Andras Szilagyi: Liszt Ferenc személyisége. Joint publication of Garbo and
Liceum Kiado (year and place of publication not indicated).

Menyhért Takécs: Liszt Ferenc érzelmi vilaga.

Budapest: National Széchenyi Library, 1941.

Cosima Wagner: Naplo 1869-1883 — vdlogatas. Edited by Gyorgy Kroo, translated by
Klara Hamburger, Budapest: Gondolat Publishing House, 1983.

Alan Walker: Liszt Ferenc utolso napjai. His Pupil, Lina Schmalhausen, unpublished
based on his diary. Edited, annotated and edited by A. Walker,

Budapest: PARK Publishing House, 2007.

Alan Walker: Liszt-reflexiok. Varnhagen von Ense manuscript volume, Weimar,
May 1858. “On Music and Musicians”, Translated by Boldizsar Fejérvari,
Budapest: L’Harmattan Publishing House, 2015.

Alan Walker: Franz Liszt: The Virtuoso Years, 1811-1847.

Cornell University Press, Rev ed. edition, 1988.

Alan Walker: Liszt Ferenc: The Weimar Years, 1848-1861.

Cornell University Press, Rev ed. edition, 1993.

Alan Walker: Liszt Ferenc: The Final Years, 1861-1886.

Cornell University Press, Rev ed. edition, 1997.

Edward N. Waters (ed.): The Letters of Franz Liszt to Olga von Meyendorff
1871-1886, (published only in English translation), Transl. William R. Tyler,
Introd. and notes: Edward N. Waters. Washington: Dumbarton Oaks, 1979.
Géza Zichy (Count): Aus meinem Leben: Erinnerungen und Fragmente I11.
Stuttgart: Deutsche Verlags-Anstalt, 1911.

11



10.

STUDIES, ARTICLES

in volumes, journals, newspapers

James M. Baker: “Liszt’s late piano works: a survey”. In Hamilton, Kenneth (ed.):

The Cambridge Companion to Liszt. New York: Cambridge University Press, 2005.

. Béla Bartok: Liszt-problémdk — Inaugural speech at the Hungarian Academy of

Sciences 1936. Musicological studies in memory of Ferenc Liszt and Béla Bartok,
Budapest: Akadémiai Kiadd, 1955.

Zsuzsanna Domokos: “Liszt Ferenc és IX. Piusz papa kapcsolata™.

Uj Ember, 8 October 2000, no. 41.

Zsuzsanna Domokos: “Liszt zeneszerzoi szemléletének fejlodése a 19. szazadi olasz és
német egyhazzenei reformtervek esztétikai torekvéseinek fényében. I. Az 1830-as évek
célkitlizései Gaspare Spontini és Liszt egyhdzzenei reformjaiban”.

In: ,, Inter Sollicitudines ” Tudomanyos iilésszak X. Pius papa egyhdzzenei motu
propriojanak 100 éves évforduléjan. Budapest: MTATKI — Liszt Ferenc Academy of
Music Church Music Research Group and the Hungarian Church Music Society, 2006.
Zsuzsanna Domokos: “Sursum corda”. Magyar Zene, Year LVI., issue 4.

November 2018.

Maria Eckhardt: “ Liszt és a ferencesek”, in: Medgyesy S. Norbert — Istvan Otvos —
Sandor Oze eds.: Nyolcszaz esztendés a ferences rend. Tanulmanyok a rend
lelkiségérol, torténeti hivatasarol és kulturalis miivészeti szerepérdl. Vol. 1.,

Budapest: Magyar Naplo, 2013.

Maria Eckhardt: “»Von der Wiege bis zum Grabe«: a musician’s life in retrospect.

In memoriam Dezs6 Legany The Hungarian View of Liszt, No. 47. April 2022,
Budapest: Liszt Ferenc Society, 2022.

Vsevlad Jozef Gajdos: “Was Liszt a Franziskaner?” /Studia Musicologica 6./
Budapest: Akadémiai Kiado, 1964.

Friedrich Hofmeister: Musikalisch-literarischer Monatsbericht, Leipzig, 1883.
Gyorgy Karolyi: “New biographic data about Ferenc Liszt’s godparents”. The Hungarian
View of Liszt, No. 33. October 2018, Budapest: Liszt Ferenc Society, 2018.

12



11.

12.

13.

14.

15.

16.

17.

18.

19.

20.
21.

22.
23.
24.

25.

26.

Monika Kecskés: “Il Glorioso Poverello Di Cristo — Szent Ferenc legtehetségesebb
szolgaja, A Pesti ferencesek baratja: Liszt Ferenc”. Conference volume Vidimus enim
stellam eius..., ed. Laszl6 Szavay, Gaspar Karoli Reformed University,

Budapest: L’Harmattan Publishing House, 2011.

Monika Kecskés: “Liszt és a pesti Ferences templom”.

Magyar Egyhdzzene, XX. 3. no. 2012/2013.

Imre Kovacs: “An Art Historian's View of Liszt's Letters on Raphael and Benvenuto
Cellini”. The Hungarian View of Liszt, No. 57, December 2024,

Budapest: Liszt Ferenc Society, 2024.

Dezs6 Legany: “Liszt és a miivész Zichyk”. Magyar Zene, 1988/3.

Magyar Hirlap, June 30, 2011, Year 44, no. 151.

Magyar Nemzet, January 15, 1958, Year 14, no. 12.

Ervin Major: “Liszt és Szent Ferenc rendje”. Muzsika, 1/1-2. February—March 1929,
Budapest: Stadium Press, 1929.

Paul Merrick: “SANS TON NI MESURE” — Egy halalszimb6lum Liszt zenéjében?
Magyar Zene, Year XLI, No. 2, May 2003.

Dorothea Redepenning: “ Liszt és a képzémiivészet”. Systematic Reflections.

Magyar Zene, Year 50, No. 2, May 2012.

Barbara Sipos: Gondolatok a Zichy-tollrajzrol (unpublished).

Studia Musicologica — International Musicological Journal of the Hungarian Academy
of Sciences, Year 54-55, 2013-2014.

Szépirodalmi Kozlony, Pest: October 27, 1870.

Tarsalkodo. Pest, January 1840.

Gabriella Urban: Grafologiai elemzés Liszt Ferenc kézirasarol 1880-82-es ,,A bélcsotol
a sirig” cimii miive kottakézirata és néhany szo, zenei utasitas szoveges kézirasa
alapjan. Pécel, 2024. (Unpublished).

Andrea Varnagy: “Progressive musical thinking in Liszt’s late piano piece: Unstern”.
The Hungarian View of Liszt, issue 50, December 2022, Budapest: Liszt Ferenc
Tarsasag, 2022.; Budapest: Parlando, issue 1, 2023.

Istvan Wagner: “A bolcs6tol a sirig”.

Magyar Hirlap, October 16, 1977., Year 10, issue 244.

13
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Franz Liszt: Von der Wiege bis zum Grabe — Du berceau jusqu’ a la tombe.
Klavier-Versionen Eigener Werke I11., Neue Liszt Ausgabe (NLA) [LZK] — Serie 1/17.
Editio Musica Budapest, 1983. LZK [R179 SW/SH512 NG2-A310].
Franz Liszt: Von der Wiege bis zum Grabe — Du berceau jusqu’ a la tombe.
Berlin: Ed. Bote & G. Bock Hof Musikhandlung, (Klavierauszug zu vier Handen), 1883.
Franz Liszt: Von der Wiege bis zum Grabe. Ed. Schott Music, Hersteller-Nr.: ETP600.
Franz Liszt: Von der Wiege bis zum Grabe. Composed for orchestra,
Berlin: Bote & Bock, 1883, (S. 107).
Franz Liszt: Von der Wiege bis zum Grabe. For solo piano,
Berlin: Bote & Bock, 1883, Berlin (S. 512).
Franz Liszt: Von der Wiege bis zum Grabe. For piano 4 hands,
Berlin: Bote & Bock, 1883, Berlin (S. 598).
Franz Liszt: Von der Wiege bis zum Grabe — Manuscripts (solo and 4 hand versions),
first edition (4 hand version).
= Library of Congress, Washington.
- Von der Wiege bis zum Grabe. Kampf um'’s Dasein (fragment), manuscript,
movements Il & I, for piano solo, [LCCN: 96704848, CNR: ML30. S65a no.2].
- Von der Wiege bis zum Grabe — manuscript, movements | & 11, solo and 4 hand v.
[LCCN: 96704878, CNR: ML30. S65a no.3].
- Der Kampf um's Leben (Le combat pour la vie) — manuscript,
movements Il & I11, 4 hand version [LCCN: 96704910, CNR: ML30. S65a no.4].
- Zum Grabe: die Wiege der zukiinftigen Lebens (fragment) — manuscript,
movement |11, 4 hand version, [LCCN: 96704916, CNR: ML30. S65a no.5].
- Von der Wiege bis zum Grabe: Symphonische Dichtung nach einer
Zeichnung von Michael Zichy — 4 hand version, first edition, Berlin: Bote&Bock.
[LCCN: 2018560096, CNR M3.3.L77 V54].
= Goethe- und Schiller-Archiv, Weimar.
- Von der Wiege bis zum Grabe — for piano 2 hands (!) [GSA 60/V 26].
= Miaria Eckhardt [EMK 3/9 verso, 3/10 recto], 4 hand version, manuscript from

movement I11.
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