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Introduction

DOI: 10.4324/9781315600239-1



[If] we want to know why, and how, classical music still matters, we have to ask about the relationship of score and performance. … We need to know how the energy embodied in the score inspires the performer with the power to tap it and be touched, even transfigured, by it. We need to know where this energy comes from, whom it addresses, and what it has to offer us.1

1 Lawrence Kramer, Why Classical Music Still Matters (Berkeley and Los Angeles: University of California Press, 2007), 75–76.


During the twentieth century, the ever-present dialogue of score and performance gave birth to the modern analysis-and-performance movement; by now, it should perhaps be called, to use John Rink’s formulation, “analysis and (or?) performance.”2 The chapters in the present volume provide various contexts that can illuminate both understanding and interpretation of composers’ notations, and all the authors provide deep contextualizations with the hope that these will encourage performers, once they have this rich information, to approach the French piano repertory anew. A set of performed examples of the music discussed in these pages (http://frenchpianomusic.com) allows readers to hear (and compare) performances and interpretations.

2 John Rink, “Analysis and (or?) Performance,” in Musical Performance: A Guide to Understanding, ed. John Rink (Cambridge: Cambridge University Press, 2002), 35–58.
A music historian who undertakes the task of chronicling the modern analysisand- performance movement might be hard-pressed to settle on a watershed year that it came into its own, for the roots are nourished by several disciplines or subdisciplines: the psychology of music, historical performance practice, and musical analysis, not to mention the analysis of early recordings and the mining of oral traditions originating in composers’ comments to their pupils. Since Cédric Segond- Genovesi’s comprehensive 2009 bibliography “De l’analyse à la performance, et de la performance à l’analyse” provides important documentation of the formation and evolution of this movement,3 a hypothetical scholar would likely start there and then point to three seminal figures and their specific publications in the midtwentieth century—Carl Seashore (1938), Thurston Dart (1954), and Erwin Stein (1962). Each helped to lay down the path musical performance studies have followed thereafter.

3 Cédric Segond-Genovesi, “De l’analyse à la performance, et de la performance à l’analyse: Éléments de bibliographie” (accessed October 3, 2013), http://plm.parissorbonne.fr/IMG/pdf/Segond_Bibliographie.pdf.
The first book, Carl Seashore’s Psychology of Music,4 offered a pioneering empirical study of performance, an activity he classified as a form of behavior particularly suited to measurement and objective study. By the end of the twentieth century, scholars commonly used the technological advances of the 1970s and 80s to measure psycho-physiological phenomena. Those with backgrounds in psychology and mathematics could use perceptual models to illustrate how intuitive performance reveals deeper insights into form. For example, through analysis of an expressive timing profile compiled with MIDI technology and “principal components analyses,” Bruno Repp evaluated the Schumann performances of advanced students and concluded that “the student pianists carried out an appropriate structural analysis, efficiently but presumably without explicit awareness.”5 He implies that nature has endowed a group of seemingly disparate performers with uncannily similar ways of bringing repertory to life. Although this research is rigorous, his findings and a host of other highly scientific articles offer few practical insights relevant to the performance of specific pieces or composers.

4 Carl Seashore, Psychology of Music (New York and London: McGraw-Hill, 1938).
5 Bruno H. Repp, “Expressive Timing in Schumann’s ‘Träumerei’: An Analysis of Performances by Graduate Student Pianists,” Journal of the Acoustical Society of America, 98, no. 5 (1995): 2413–27 (not included in Segond-Genovesi’s bibliography).
Fifteen years later Thurston Dart’s quest for authenticity established a direction that dominated the field for the next generation-and-a-half.6 In this period definitive “Urtexts” often omitted insights possible via performance, to the eventual frustration of thinking performers, who must always choose among possibilities as they shape their interpretations. Not surprisingly, by the end of the twentieth century, some distinguished performer-scholars, such as Charles Rosen, expressed more interest in Clara Schumann’s editing of her husband Robert’s scores than in purchasing cleaned-up editions. While Rosen credits Schumann scholar Wolfgang Boetticher with assembling and presenting important information and correcting minor points in the scores, he also roundly criticizes this editor for “systematically” preferring later and inferior versions and “incompletely and inaccurately” giving the variants of early ones. As Rosen says: “There is no point, for example, in telling pianists that there is a ritenuto in one bar with no further precision when there are eight slow beats to the bar and the ritenuto is on the seventh beat.” He maintains, furthermore, that “the original editions, even with the occasional misprint, remain the most satisfactory sources.”7

6 Thurston Dart, The Interpretation of Music (New York: Harper and Row, 1954).
7 Charles Rosen, The Romantic Generation (Cambridge, Mass.: Harvard University Press, 1995), xiv–xv.
Performing traditions can, of course, be enriched and/or altered with a greater awareness of historical practice, although historically “accurate” performances may also fall short, as Richard Taruskin has shown in his skillful dissection of a recording of Beethoven’s Ninth where the conductor’s “inspired literalism” in the interpretation of tempi and expression markings ends up distorting the work’s meanings.8 On the other hand, judiciously applied historical awareness may reinforce musical meanings. For example, many seasoned musicians have preferred longer phrases in Mozart despite advice from historical treatises that suggest eighteenth-century practice favored shorter ones. But, as Malcolm Bilson has suggested:

8 Richard Taruskin, “Resisting the Ninth” (Review), Nineteenth-Century Music 12, no. 3 (Spring 1989): 241–56.

With the five urtext editions of the Mozart sonatas, is there a single performance that slurs the opening bars of K. 332/i as Mozart so specifically and carefully requested? Not only Grete Hinterhofer [Eds. Bilson’s piano teacher after he received his BA from Bard College, 1957], but every other teacher I had, would have advised a smoother “long line” for those measures, and yet every eighteenth-century source tells us that they must be set off from each other: they are expressive, but independent! If one observes these slurs, a ‘lilting’ rhythm appears, which is absolutely essential to the real long line of the movement.9

9 Sandra P. Rosenblum, Performance Practices in Classic Piano Music (Bloomington: Indiana University Press, 1988), xiv.


Analysis-and-performance arrived on the scene, so to speak, with Erwin Stein’s Form and Performance.10 As analysts came to terms with Joseph Kerman’s critique of positivism and realized that “analysis for the sake of analysis” was no longer welcome,11 the amalgam of performance and analysis offered a convincing vehicle for writing once more about composers and their specific pieces. Analysts still took exception with each other’s approaches, however. Prominent reviewers pounced on Wallace Berry’s Musical Structure and Performance 12 because he dared to tell performers what they “should” and “should not” do. Nicholas Cook, for one, suggested that Berry did more than simply link analysis and performance but had instead advanced a top-down vision of theory over performance by placing the question on the “theorist’s turf.”13 And John Rink bridled at “the author’s dubious premise that ‘every analytical finding has an implication for performance’.”14 Nonetheless, if Berry’s suggestions did not fit comfortably with the direction of “new musicology” in the late 1980s, he had at least offered an example of how analysis could be joined to performance.

10 Erwin Stein, Form and Performance (New York: Knopf, 1962).
11 Joseph Kerman, Contemplating Music: Challenges to Musicology (Cambridge, Mass.: Harvard University Press, 1985).
12 Wallace Berry, Musical Structure and Performance (New Haven: Yale University Press, 1989).
13 See Nicholas Cook, “Analysing Performance and Performing Analysis,” in Rethinking Music, ed. Nicholas Cook and Mark Everist (Oxford: Oxford University Press, 2001), 239–40.
14 John Rink, “Review: Wallace Berry: Musical Structure and Performance,” Music Analysis, 9, no. 3 (1990): 338.
Schenkerian thought has also driven the merger of analysis and performance to a certain extent since the 1960s. (For that matter, Schenker himself envisioned a book on performance as early as 1912.15) This type of analysis offers the possibility of a methodologically secure approach, but only if the performer accepts, like Schenker himself, the limitations of musical notation: “all evidence needed to assimilate a composition is to be found in a score … but what the composer does not offer the performer is a guide to the means of actually producing the required effect.”16 While Schenker-in-performance advocates could propose Murray Perahia as their poster-child for his sensitive interpretations of scores by Frédéric Chopin,17 the value of “rigorous analysis” and its application to performance may be questioned:

15 The oldest Schenkerian publication in Segond-Genovesi’s bibliography is by Oswald Jonas, “Heinrich Schenker und grosse Interpreten,” Österreichische Musikzeitung, 19 (1964): 584–89. See also: Heinrich Schenker, The Art of Performance, ed. Heribert Esser and trans. Irene Schreier Scott (Oxford: Oxford University Press, 2000).
16 Jonathan Dunsby, “Guest Editorial: Performance and Analysis of Music,” Music Analysis, 8, nos. 1–2 (1989): 7–8.
17 John Rink, “Chopin in Performance: Perahia’s Musical Dialogue,” Musical Times, 142 (2001): 9–15.

Similarly, although a Schenkerian analysis can elegantly depict a tonal structure in its hierarchical complexity, to make the performance deliberately conform to and try to recreate the analysis in sound would be dubious, however valuable a knowledge of the processes and relationships implicit in that analysis might be in building the interpretation.18

18 Rink, “Analysis and (or?) Performance,” 39, 57.


Perhaps more difficult than settling on the exact moment when performanceand- analysis came into its own is the task of unearthing concrete suggestions from this literature that are applicable to a particular repertory.19 This is especially true of French piano music, since most publications focus on individual pieces or composers and are scattered in disparate sources. In this disjointed landscape two books stand out. The earlier of the two, Charles Timbrell’s French Pianism: A Historical Perspective,20 offers a context for understanding the cultures of performance driving the modern French school. The second, Roy Howat’s The Art of French Piano Music: Debussy, Ravel, Fauré, and Chabrier 21 explores different territory—the music of four major French composers from the late nineteenth and early twentieth centuries. Buttressed by a comprehensive command of primary and secondary source materials, and informed by decades of experience as an international performing artist, Howat offers a compelling vision of the possibilities that performance studies in French music may investigate in years to come.

19 Rink’sMusical Performance: A Guide to Understanding comes closest in that it offers an understandable entry point for the reader interested in performance studies, but its focus is methodology, rather than a group of related composers or pieces.
20 Charles Timbrell, French Pianism: A Historical Perspective, 2nd ed. (London: Kahn and Averill, 1999).
21 Roy Howat, The Art of French Piano Music: Debussy, Ravel, Fauré, Chabrier (New Haven and London: Yale University Press, 2009).
Perspectives on the Performance of French Piano Music builds on the now substantial literature of analysis and performance, as well as on other developments in contemporary musicology, to illustrate how analysis (broadly defined) may inform the performance of this piano repertory. Its contributors were first drawn together in November 2007 by a conference in La‘ie, Hawai‘i (“French Music: Performance and Analysis”), and decided to work together again after these in-person exchanges of ideas. There was never the intent for the volume to be comprehensive, and so even composers as significant as Satie, Poulenc, or Boulez are not discussed here. The essays do offer insights, however, on those who have made significant contributions to the piano repertory, like Florent Schmitt (a Debussy contemporary), Olivier Messiaen (perhaps the most influential French composer of the mid- and later twentieth century), and Tristan Murail (the leading exponent of the “spectral” movement), among others. By examining repertory for one instrument, from a limited time period, and from one national tradition, the volume achieves a narrower focus that shines light on how important the crossfertilization of performance and in-depth analysis can be.

Each author approaches performance and analysis differently, but their discussions draw attention to choices performers confront and underline how crucial it can be for performers to understand deep contexts. The texts refer to editorial practice, the use of early recordings, and oral traditions passed down from teacher to student. Topics include the importance of editing and editions as a form of communication, the challenges of notation itself, detail as relevant to and illuminating of a larger context, underlying continuity despite surface discontinuity, and contexts ranging beyond the work itself.

Perspectives on the Performance of French Piano Music is organized in four sections, each roughly chronological: “How composers communicate,” “Teachers as the conduit to the composer’s intent,” Historical resources,” and “Using analysis for informed performances: pianists’ views.” In Part I, Roy Howat leads off with a discussion of editorial ambiguity to illustrate how an editor can make interpretative choices once a composer’s notational practice is understood within a performative context. With examples selected from J. S. Bach, Schubert, Billy Mayerl, Debussy, and Fauré, Howat shows that “Early Music” issues concern almost any repertoire whose composer is no longer among the living. For French piano music, this sort of “musica ficta” may include tacit instructions which performers are expected to deduce from the score. Once considered too subjective to form part of critical editing, these types of understood performing practices, Howat argues, are themselves a vital resource for Urtext editions.

In a different but related vein, Christopher Dingle then highlights the conflict between what the composer wrote on the page versus what happens in actual performance, by showing that Messiaen (the performer) was open to the possibility of new interpretations in his own works.22 Although Messiaen left few commercially prepared solo recordings, the legacy of his chamber recordings offers fertile ground for considering specific traits of the composer’s playing regarding tempo, attack, and fidelity to the printed score. Dingle places this revolutionary postwar composer within a performance aesthetic that reflects pre-war romantic norms. Each example gives performers a vantage point from which to consider Messiaen’s seemingly contradictory demands of not wanting them to make alterations to his music nor to “reproduce the score as automatons” (see p. 46).

22 An appendix of Messiaen’s commercially released recordings closes the chapter.
Part II offers a glimpse into the composer’s world from two well-known performers. Peter Hill’s understanding of Messiaen is enhanced by his close working relationship with the composer, and also from access to primary source material that was previously unavailable. He shows how Messiaen transcribed birdsong from nature and commercially prepared recordings as a means of going forward in the Catalogue d’oiseaux. Instead of providing specific suggestions about performance, Hill offers a rich description of the composer’s evolution of thought, a context that is full of ideas for an imaginative performer preparing a score. Then David Korevaar’s chapter on French pianist Paul Doguereau, a personal memoir, shows how his teacher transmitted the aesthetics of the early twentieth century, which now shape Korevaar’s own understanding of notated rhythms and textures in Debussy, Fauré, and Franck. He presents Doguereau’s musical ideas with conviction, and offers detailed technical instruction by explaining how to perform major pieces from the repertoire with rhythmic and textural clarity.

In Part III, Richard Langham Smith and Christopher Dingle investigate early recordings. Drawing on performance practice and reception history, Langham Smith positions the piano music of César Franck between the sparkling virtuosity of Saint-Saëns and early impressionism. He finds that two recordings from the 1920s of the Prelude, Chorale and Fugue reveal analytical awareness: Blanche Selva’s, with its understanding of the psychological progression of Franck’s larger tripartite forms as imparted to her by d’Indy at the Schola Cantorum; and, Alfred Cortot’s, as explained in his introductory remarks to the 1950 Milan edition of this piece. In comparing the two approaches, Langham Smith broadens the aspects of paratextual interpretation. And so, this reconstructed moment (where the romanticism of Franck and the modernism of Selva meet) raises a provocative concern: how Franck’s imposing architectural statement takes shape in performance, especially at present when rhythmic dislocation may be perceived as sloppy.

Christopher Dingle’s meticulously researched second chapter, “Players and pianos: an overview of early recorded resources for the French piano repertoire,” surveys types of performance evidence provided by early 78rpms, cylinders, piano rolls and, towards the end of the period, radio broadcasts.23 He rightly points out that if piano rolls are a problematic medium for nuances of touch and dynamic, they are nonetheless invaluable in terms of tempo relationships. Armed with all this information, modern performers—who by now are not Romantics transitioning to a new era—must still decide how much they should model their work on earlier generations. For those who may be inclined to use historic recordings for quick answers, Dingle cautions against any a priori suppositions regarding playing style and suggests that Madeline Valmalète’s (1925) recording of Ravel’s Le Tombeau de Couperin is much closer to what might be expected of a modern-day performer.

23 Details of the various recordings are found in the discography at the end of the chapter.
In the final portion of the book, Part IV, Scott McCarrey and Marilyn Nonken show how analysis shapes the thought processes of preparing for and thinking about performance. Building on Howat’s earlier Golden Section studies in Debussy and Ravel, McCarrey adds measured time as a conceptual tool for both analysis and performance as he compares and contrasts two turn-of-thecentury pieces by Maurice Ravel and Florent Schmitt: “La Vallée des cloches” from Miroirs (1904–05) and “Sur un vieux petit cimetière” from Crépuscules (1898–1911). The Schmitt piece reintroduces a major composer who dropped from the repertory in the post-World War II era and more importantly illustrates how elements drawn from the Ravel performance tradition may be expanded into one that is less well known. Nonken’s chapter, which closes the volume, demonstrates how spectral composer Tristan Murail has taken the piano and French piano music in new directions by focusing the listener’s attention on the nature of sound itself. She notes that Murail, a student of Messiaen’s in the late 1960s, shared his teacher’s “conviction that the listener’s psychological experience, traceable to acoustic factors, must be considered an integral part of the compositional process.”24 A noted performer of Murail’s piano works, Nonken concludes with a discussion of performance and argues that, rather than artificially imposing an analysis on interpretation, the performer should maintain a flexibility to the sonic response that shapes the music itself in the moment of performance.

24 Nonken, e-mail correspondence, June 14, 2008.
While scholarly writers can find satisfaction in comparing the implications of alternatives, performers, like editors, must make informed choices among the possibilities revealed by analysis. In this sense, as Kramer suggests, it is true that in performance a classical work can “never be fully present even in its richest appearance.” He also observes that the “slight elusiveness that accompanies every performance is not a flaw, not a source of frustration, but a promise, a beckoning to listen on.”25 In the context of the chapters here, perhaps we should propose that any given performance may be even more than a “beckoning to listen” but rather an invitation to analyze, rethink, and perform again.

25 Kramer, Why Classical Music Still Matters, 74.

Scott McCarrey and Lesley A. Wright






PART I How Composers Communicate 





Chapter 1 Inside Rather Than Under the Composer’s Skin: Another Tilt at Being Authentic1

1 This text and the recorded examples were originally presented as a keynote address at the conference “French Music: Performance and Analysis,” Brigham Young University-Hawai‘i, La‘ie, Hawai‘i, November 17, 2007.
Roy Howat

DOI: 10.4324/9781315600239-2


A linking thread that runs through this chapter was suggested by a radio program. While driving, I happened to tune in to one of those rather debatable programs in which a reviewer chooses recommended recordings of a particular work. That week the target was Bach’s Art of Fugue, which was being performed on different instruments or combinations from different eras. After one extract played on period instruments (which, to my ears, sounded beguilingly stylish), the reviewer confessed himself troubled by the way the performers “added” interpretation by dotting rhythms in ways “that are not marked in the score: Now let us listen to a group of performers who play it the way Bach wrote it.” We then heard the same passage played with stolidly equal eighth notes, reading Bach’s notation “literally”—in terms, that is, of mid-twentieth-century concepts of notation. It was not observed that this might unwittingly have imposed more interpretative gloss on the music than the other performance did. The unasked question was, what performing habits might Bach have regarded in his time as tacitly understood, to the extent of not requiring spelling out in the score? Although we know that Bach notated in more detail than most of his contemporaries, his music shows many passages that leave elements or details to the performer’s stylistic expertise. Several of these elements, as well as the composer’s more general trust in the performer’s understanding, continue through to the musical notation of Schubert, Debussy, and even twentieth-century light music. I will return to that reviewer’s assumptions later, for they invoke a crucial topic that we need to consider explicitly as either editors or performers.

Another question for discussion here concerns how scholarly editions deal—or alternatively ought to deal—with critical commentaries. Richard Langham Smith has suggested that the best place for these is now on websites.2 An even more ticklish question is whether Urtexts are really affecting performance in useful ways.

2 Richard Langham Smith, “Bizet’s Carmen: Towards a Performance Urtext” (keynote address, “French Music: Performance and Analysis,” Brigham Young University-Hawai‘i, La‘ie, Hawai‘i, November 16, 2007).
A positive answer to this comes from the pleasing experience of repeatedly hearing well-informed musicians use new, cleaned-up editions of familiar repertoire that resolve chronic old problems of misprinted notes, dynamics, tempi, or even tempo relationships. It is rewarding to hear colleagues say—or just to hear from their playing—that the information in a new edition has made them reevaluate a piece and how to play it.

At the other end of the pendulum swing, do Urtext editions sometimes lead to bland performances? Think, for example, of Bach Urtexts that have eliminated all the interpretative paraphernalia of nineteenth- or early twentieth-century editions, leaving us just notes with no explicitly attached dynamics, articulation or (sometimes) tempo markings. As a very reputable teacher of children observed on being shown the most recent scholarly Urtext of the 48, “Very interesting, but it’s of no use for the children I teach. It doesn’t start to show them what to do with the notes, or how to get any style or musical expression from the pieces.”3 From these points, let us continue with four musical extracts, treated (to return to our radio reviewer) “the way the composer wrote them”—according, that is, to our era’s assumptions of what that would mean. The first of these—you may want to grit your teeth for this—comes from the coda to the finale of Schubert’s C-minor Sonata (Example 1.1; Recorded Example 1.1).4

3 Recounted by pianist and Bach specialist Elena Vorotko in conversation with the author, autumn 2007.
4 Recorded examples available at frenchpianomusic.

[image: ]Example 1.1 Schubert, Sonata in C minor, D. 958, movement 4, bars 631–42, “as Schubert wrote it”

This is clearly “what Schubert wrote,” as we would now read it: his manuscript unmistakably shows the three-flat key signature, repeated at each new system, with not a single flat marked before any of the Ds.5 We may think the result sounds dreadful, but an utterly strict Urtext made for bibliographical purposes would have to leave it thus, letting performers argue what to make of it. If it shocks us, this is because every extant edition since the first one of 1838 (ten years after Schubert died) has thought fit to flat each of those Ds editorially, which is what we are now accustomed to hearing.

5 A microfilm of the manuscript (private collection) is held at the Library of Congress, Washington, prints from which are in the Pendlebury Music Library, Cambridge (donated by the late Howard Ferguson, who used them for his London Associated Board critical edition of 1979.
Experiment quickly endorses the necessity of what the 1838 edition added there. From this we may infer that a degree of musica ficta involving the notation of accidentals was still alive in 1820s Vienna.
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