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Abstract

In recent years, analysts have proposed three approaches to performance:
'intuitive’ performance which does not consider analysis in the first instance; analysis
and performance simultaneously; or, analysis in advance of performance. This thesis
investigates the relative value of each method—i{rom the perspective of a performer.

Ravel's Valses nobles et sentimentales, Miroirs and Gaspard de la nuit form the basis
of study.

If Ravel characterized his own music as 'quite simple, nothing but Mozart', he
may have also added 'experimental'. The listener's interest is kept, not from
established forms, but from a careful pacing of ideas according to Golden Section
(GS) and symmetrical proportions. The primary difficulty is not accepting GS as a
possibility; it is confirming the 'intuition' with a measure of certainty. One solution
is to consider performance as part of the analysis. In doing so, analysis and
performance benefit—analysis, because the pianist 1s able to consider interactions of
layers—form, tonality, harmony, motif and gesture—in relation to proportional
patterns. For performance, analytical diagrams show the entire piece at once, making
it possible to understand the music in ways which are not possible by intuition alone.
This awareness of 'the whole' becomes the basis of 'an interpretation', either in

advance of, or along with, the physical learning which takes place at the piano.
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Preface

Maurice Ravel unequivocally stated that performers should 'just play' rather
than 'interpret' his music (Howat, in Rink, 1995:9). Along these lines, the violinist
Héléne Jourdan-Morhange recounts how

The Maestro would voice his slightest whims—1I ought to say: his slightest wishes, for I have
never known a composer so sure of himself with regard to the markings in his music. So
Ravel used to say everything that had to be done, but above all . . . what was not to be done.
No worldly kindness restrained him when he was giving his opinion. The story of Bolero
conducted by Toscanini is well known: "That's much too fast!" Ravel told him after the
performance. Toscanini took the remark very badly! Ravel had not realised that some

conductors are beyond criticism! (Jourdan-Morhange and Perlemuter, 1990: 3)

In all probability, Ravel's chagrin with Toscanini reflects the spirit of the
times as much as it demonstrates (in a delightful way) an 'intransigent' composer
(Jourdan-Morhange and Perlemuter, 1990). The prevailing Wagnerian aesthetic of
performance, if misinterpreted, tended to encourage highly individualized expression
on the part of conductors, at the expense of composers. As José Bowen suggests,
'Wagner did not at all adhere to the temperate approach of Mendelssohn and Berlioz.
Transmitting to conducting what Liszt had to the piano, he introduced a new style of

performing which many reacted to as "romantic excess" (Bowen, 1993: 85)". In this

sense, 1t 1s not difficult to imagine that Ravel was trying to protect himself from

performers, particularly Romantically-inclined ones who would establish a first
generation of performances.
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The analytical side of this project began with the premise that Ravel, like
Debussy, had employed Golden Section (GS) proportions (Howat [1983] 1999: 189-
192). As such, it was suspected that GS may be a factor in several of Ravel's other

compositions, beyond those listed in Debussy in Proportion.

Like Debussy (and apparently unlike Schubert), Ravel makes frequent use of GS,
notably throughout the Miroirs. The most sophisticated example is 'Alborada del gracioso', a

virtual compendium of proportional devices, including a large-scale GS sequence derived
thematically from a small-scale one related to it by the ratio V5 (from which is derived the
exact value of GS, as shown on page 2 note 1 above). As a subtle structural encore, Ravel
orchestrated 'Alborada’ in 1918, extending some passages to allow more time for orchestral
colour and crescendo accumulation. This new version, inevitably breaking up some of the
old proportional correspondences, erects new ones in their place. ...

In general Ravel was known to be fascinated by hidden challenges, well exemplified
by a highly ingenious piece of (non-GS) virtuoso construction quietly concealed in the
'Pantoum" of the Piano Trio, detected recently by Brian Newbould (1975). All this musical

evidence gives a precise focus to Ravel's enigmatic remark to Maurice Delage: "My Trio is
finished. I only need the themes for it (Stuckenschmidt, 1969, 149). One must suspect that
Ravel knew well what he was doing; learning his craft in the Paris of the early 1890s he

would have been aware of the same currents of thought as was Debussy, with whom he was

then still on good terms (Howat [1983] 1999: 191-192).

Howat, who 1s both a fine performer and scholar, did not relate these findings
to performance, although performers read this book for that very reason—to take a
'behind-the-scenes' look at Debussy's music. Nevertheless, Howat does make a

significant, generalized statement, which informs both the performances and the

analytical writings below:

Time will tell what further conclusions may result from the present study, once its findings
have been put together with material from other fields, or material that may emerge in the
future. As far as performing the music is concerned, it is worth remembering that the above
analyses have all been made from what Debussy wrote in his scores; to try and emphasize
the forms and shapes any further would be like trying to enhance a Renoir baigneuse by
sketching in her skeleton. In this respect Robert Godet's comment, already quoted on page
175, about 'flattening the scaffolding with one kick once the edifice is complete' can equally

aptly be applied to the music's performance. At the same time, the analyses above prove
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how precisely judged Debussy's indications are, and how crucial to the forms: there is even
less excuse now than there ever was for the rhythmically and dynamically perverse

performances of his music that tend to claim stylistic authenticity, often in the name of 'what
imbeciles call Impressionism' (Howat [1983] 1999: 179).

The primary analytical approach was to investigate Ravel's music from the

perspective of structural levels. As practiced by Tim Howell, this methodology
explains how the 'lower' levels subscribe to larger patterns—for example, if the
tonality supports or works against the formal divisions; whether the harmony
articulates the tonality or makes it ambiguous.' If this approach has any apparent
'danger'—the same generalized questions form the basis of study for each piece—the
advantages to performance far outweigh any potential for homogenized

interpretation. Howell's model offers a technique for articulating analytical

findings—findings which are different from one piece to the next. In many cases, it
was not until the writing started to be constructed on paper that the musical ideas
began to become fully formed. In other words, if the analysis began as an "intuitive’
idea which had an 'empirical' basis in the score, it was not entirely possible to
understand the music on its own terms until it was first articulated in writing.
Ultimately, if the piece was to be simplified and understood as a series of
relationships—{from the larger sectional divisions, down to the level of the motif or
cell, there had to be connecting ideas—musical ideas—which would guide the
reader, while at the same time 'sparing' the reader, by avoiding 'blow-by-blow'
description of the music.

This approach was in turn colored by the theoretical constructs advanced in
Wittlich and Martin (1988), which presents an introduction to Schenker's theories of
prolongation, through a series of graded keyboard harmony examples. Because of
the intricacy of Ravel's music, other analytical texts (Straus 1990) were sometimes
referred to as necessary when more traditional techniques of tonal analysis were
unable to solve the question at hand. This, coupled with the frame of Howell's
structural levels and Howat's GS, has subsequently influenced the analysis and/or
performance of Maurice Ravel's Valses nobles et sentimentales (1911), Miroirs

(1904-05) and Gaspard de la nuit (1908). Although these works are only separated

by seven years, they represent an unusual amount of contrast and complexity; as

such, they merit serious thought.
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Beyond the direct value of analytical understanding to performance, a second
objective is to present, from a performer's point of view, a position related to the
ongoing debate(s) of analysis and performance. Accordingly, the written portion of
the submission is organized as follows: Chapter 1 summarizes this broader
discussion; in support of a larger thesis, Chapters 2-5 outline a range of issues
determined through analysis and performance. Each of the pieces listed above, with
the exception of the Valses nobles, are discussed once from the perspective of a
singular focus, whether it 1s form, continuity, harmony or motif. Because of their
length and richness, the Valses nobles are considered four times, once in each
chapter. Conclusions relating to the analysis and/or performance of the individual
pieces are also advanced, before the final chapter returns to the preliminary debate
outlined at the head of the thesis.

As Nicholas Cook has suggested, '...if analysis and performance are to be
seen as interlocking modes of musical knowledge, then they should be pursued
simultaneously and interactively, not in succession' (Cook, 1999: 248). 1t is in this
spirit that the work has carried forward. The Valses nobles were first publicly
performed on at least five separate occasions, nearly three years prior to the start of
any formal analytical work. Because the writer was not aware of the emerging
discipline of analysis and performance, analysis did not factor into these earlier
performances. The learning of the Miroirs also began in advance of analysis;
however, at the time of lessons with Roy Howat (London, 2001/2002), the analytical
work was conducted simultaneously, under the supervision of Tim Howell at York
University. Thus, for this set of pieces, analysis and performance were seen as
'interlocking modes of instruction' from the beginning stages of study. In contrast,
Gaspard de la nuit was purposely analysed in advance of work at the piano. The
rationale for doing so was to provide a third vantage point from which to examine the
usefulness of analysis to performance. If this approach undermines Cook's ideas

above, it also potentially benefits the learning process.

Notes

' An example of Howell's work is provided below in Chapter 1.
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1 Analysis and performance

Introduction of literature: overview

Over the course of the past few decades, an abundance of material has
emerged, which examines musical performance as an object of inquiry.' One
observation is immediately apparent; studies of performance are fast becoming their
own economies of scale. The vast bulk of this scholarship is produced by
psychologists of music, who study timing or ‘expression” within cognitive
frameworks (Clarke, in Rink, 2002). Alf Gabriellson, a pioneer of the field, has
recently summarized the prevailing developments; since his first review of the
literature in 1999, more than 200 new sources have been published (Gabriellson,
2003). In contrast, other approaches, musicological in nature, are often inclusive of
language. To cite a significant trend, theorists have advanced the use of semiotics in
order to negotiate between meaning, text and gesture (Tarasti, 1994; Clarke in Rink,
1995). The tone of analytical writing about performance has itself become an object
of exploration (Cook, 1999; Tong, 1995), and in broader terms, musicians have
borrowed models from theorists of language or literature to advance understandings
of what a musical work is, or how it may be construed (Bowen, 1993). Philosophers

of music continue to explore the ideal of music as an independent object (it may be
'discovered’ (Kivy, 2002)), while musicians interested in social-strata have
demonstrated how musical structure is reflective of larger cultural hierarchies within

contemporary societies (Kramer, 1995). Historical performance practice, once the

darling of the wurfext infatuated twentieth-century, continues to have its own
following (Taruskin, 1988).
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There is also a considerable literature which applies directly to analysis and
performance. Most of this is written by analysts who are also performers, or by
analysts interested in performance (Berry, 1989; Burkhart 1983; Dunsby, 1989,
1995; Howell, 1992; Rink, 1995; 2002; Schenker 2000). A smaller sub-category
indirectly addresses analysis and performance by offering critiques of the modern
academy (Botstein, 2001; Cook, 2000; Horton, 2001; Kerman, 1985). Frequently
'hegemony' or 'prescriptiveness' is the basis for discussion. If these writings happen

to address specific pieces—typically they do not—the findings are integrated into the

larger musings about analysis and performance.

Theorists of performance

Cynical (or overwhelmed) performers may presumably wonder what this
'bird's-eye-view' of the literature has to do with the performance of Ravel's music, It
is conceded that performance and scholarship often share a curious no-man's land;
some avenues of scholarship can and do influence performance. At the opposite
extreme, other types of writings may be in a different cosmos altogether and of
limited value to the performer. The most interesting category of ideas fits
somewhere in-between, because it does not necessarily tell the performer what to do,
but by way of inference encourages the performer to think about music in new or

serendipitous ways.

If the multiplicity of approaches outlined above seems at first glance
irreconcilable or problematic, each is potentially useful to a performer if it prompts
further speculation, either about the nature of performance, or the music itself. The
discussion below offers a sampling of this literature; as such, it presents an
introduction to the handful of theorists who have shaped this debate over the past
fifteen years, the period in which analysis and performance has begun to emerge as a
discipline in its own right”’ Rather than consider the entire group of writers listed in

the full bibliography (as is often the case in surveys of literature) it is proposed that a
focused selection is of greater value than the presentation of a pointillistic-mosaic,

which, if inclusive of a smattering of positions, may appear fragmentary.
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Bruno Repp (1995)

'Expressive timing in Schumann's "Trdumerei:" An analysis of

performances by graduate student pianists'

Of the many contributions from psychologists of music, one of the most
provocative for performers is the consistent demonstration of either similarity or
variance within performances of the same repertoire. In this sense, the notion of a
definitive performance is fallacy. Performances are either too similar to be
considered exceptional; or, if one happens to stand above the others, this is because a
critic has elevated it to this plateau, often under the guise of 'objectivity'.
(Ultimately, the relative value of a performance depends on the position of the
critical observer within a particular moment in time.) Eric Clarke suggests that 'The
score is of course not the music but simply one of a number of possible
representations (CD recordings, videos and written descriptions are others), and can
be seen as something like a blueprint for a performance—and a rather sketchy one at
that, which 'makes sense' only when understood within some cultural context
(Clarke, in Rink, 2002: 64).'

Because performances are statistically similar, this suggests that performers,

as human beings, share a similar neurobehavioural profile (Repp, 1995):*

Inspection of the intercorrelation matrix for experts and students combined (n=38)

revealed that all students showed high correlations with all other pianists' performances,
except with Argerich, Bun, Horowitz, Moiseiwitsch, and especially Cortot. These highly

individual artists in turn showed lower correlations with other experts' performances.

...all pianists marked the major phrase boundaries with ritardandi, even though there were
individual differences in their extent (2418).

Thus it is evident that the students showed much less individual variability than the experts
(2419).

Bruno Repp's approach was to enlist several post-graduates to sight-read a
well known piece—perhaps too well-known—in order to determine how similar, or

how different, performances are, by measuring that which is precisely measurable—

timing. He discovered the following:
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In terms of the group average timing pattern, individual shaping of ritardandi, and within-
performance consistency, the students turned out to be quite comparable to the experts. This
demonstrates that precision in expressive timing does not require extensive study and
practice of the music at hand, only general musical and technical competence. Subsequent
principal components analyses on the students' timing patterns revealed that they were much
more homogeneous than the experts’. Individual difference among student pianists seemed
to represent mainly variations around a common performance standard (the first principal
component), whereas expert performance exhibited a variety of underlying timing patterns,
especially at a detailed level of analysis. Experienced concert artists evidently feel less
constrained by a performance norm, which makes their performances more interesting and
original, hence less typical. Since the norm may represent the most natural or prototypical

timing pattern, relatively spontaneous performances by young professionals may be a better

starting point for modeling expressive timing than distinguished artists' performances (2413).

Repp attributed the homogeneity of the student performances to

The universal availability of many note-perfect recordings of the standard repertoire,” which
has raised expectations of technical accuracy enormously, to the detriment of interpretive
originality; the increasing uniformity of these recordings as more young artists enter the
Schwann catalog while historical recordings fade into the background; the lack of originality
in popular classical mainstream artists who serve as role models; the disappearance of
national and regional performance traditions; the enormous influx of highly competent
musicians from countries without any performance traditions in Western music; the
increasing remoteness of the cultural and historical contexts that gave rise to the

masterpieces that constitute the standard repertoire; and to the lack of incisive life

experiences in an increasingly uniform and commercialized world. (2426).

Repp's work 1s also is also indicative of a larger question, which has
dominated the analysis and performance literature; the relationship between
'intuition’ and deliberate acts of interpretation. Repp proposes that intuition and
analytical strategies interact to create an interpretation, although it is uncertain
whether these strategies are pre-meditated or otherwise. Tantalizingly, he suggests

that pianists ‘carried out an appropriate structural awareness' but this was "presumably
without explicit awareness':
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It is the more remarkable, therefore, that the students were fully the equal of the experts in

terms of measures of timing precision and consistency. If anything, they were more
consistent than the experts, since the least consistent artists were all from the expert camp.
What this demonstrates is that even a minimally prepared performance by a competent
pianist has a precisely defined underlying plan that govemns its expressive timing pattern.
This plan presumably derives from tacit knowledge of general rules of expressive timing that
can be implemented quickly and accurately, perhaps even in a first reading. Since
application of these rules is contingent on a structural analysis of the score into phrases and
their gestural substructure, the present results also imply that the student pianists carried out

an appropriate structural analysis, efficiently but presumably without explicit awareness.
The expressive timing profile is evidence of their structural analysis (2424).

Ultimately if timing is not entirely dependent on an accumulation of practice,

this suggests a potential danger; physical gestures required for the production of
sound may be fixed at the early stages of the learning process.

High stability of a pianist's expressive timing across repeated performances of the

same music seems to be the rule. Although it is often said that artists rarely play the same
music the same way twice, or that repeats within a piece should be played differently, such
differences seem to be more the exception than the rule with regard to timing (2415-2416).

If a performer's instincts tell him or her that this is not the case,® Repp's data

contradicts this intuition, inferring that performers may need to carefully consider the

amount of practice in relation to their physical understanding of the piece.’

Finally, it was evident that each student's own three performances were more similar
to each other (Table I) than their average was to any other pianist's performance. Likewise,
as already noted by Repp (1992a), Cortot's and Horowitz's respective three performances,
even though they had been recorded years apart, were more similar to each other than to any
other pianist's performance. Thus each pianist, whether expert or student, seems to have a
replicable "timing signature," part of his or her individuality. However, the similarity to

other pianist's performances may be nearly as great (2418).
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Wallace Berry (1989)

Musical Structure and Performance

If the writing above has accounted for trends in expression based on intuitive
responses, it has not fully explained musicians who choose to consciously interpret
musical structures in advance of performance. Wallace Berry, although not
completely discounting intuition, practically eliminates it by suggesting a reliance on
conscious thought. Berry's main question is, 'Does it matter whether the performer is

consciously aware of the elements and processes of form and structure (Berry, 1989:
x)?'

My answer is unequivocal. Certainly no justifiable decision respecting the manifold
possibilities of tempo and articulation, of intervention or the lack of it, can be made without
the underpinning of that systematic analytical discovery which yields a reasoned, justifiable
determination among conceivable possibilities of portrayal in the illusion of spontaneous
rebirth each time a piece is heard. The intuitive impulse, fed by experience yet too often
unverified and adventitious as to the elements of a particular context, may indeed “hit it

right”; but the thoughtful interpreter, stirred by intellectual curiosity not less than by
untempered feeling, will seek the reassurances of corroborative rationale, in the analytical
exploration of putative, alternative conceptions. And the analysis which informs
interpretation affords a basis—the only basis—for resolving the hard questions both of
general interpretive demeanor and of those elusive refinements of detail which make for

performance which is both moving and illuminating (222-223).

Berry begins by asking what a performer controls in performance, in relation to 'an
intervention’: "What are the domains of expressive latitude in which a performer can
intervene, where it is appropriate and desirable to project and expose some
conceptual image of a piece? ...Performers control tempo and articulation (2-3)'. If
not explicitly stated, Berry's position as an analyst is driven by Schenkerian thought;
it is focused at the ‘surface’ or ‘near-surface detail’, with a direct correlation between

'..an event’s nearer-foreground manifestation and its susceptibility to interpretive
intervention and control in performance (5)'.
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Despite a number of seminal explorations, the study of how interpretive decision follows the
analysis of form and structure remains subsidiary to other interests of music theorists and

performers. This is due in part, I believe, to the wide acceptance of intuitive bases for

interpretive choices, as opposed to articulate justifications derived from serious analysis (7).

Berry does not dismiss the possibility that intuitively-driven performance can
be convincing, but suggests an ideal form of performance 'should' include analytical

thought merged to the level of the sub-conscious.

In that sense, a good performance is a portrayal, a critical discourse on the conceived
meaning of a work, and a fruit of inquiry and evaluative reflection. Such an interpretation
makes for that transcendent moment in which creative, theoretical, and practical efforts are
fulfilled. The ideal musical performance, at once moving and enlightening, mirrors the
noblest impulses in human endeavor: that of rational examination, that of powerfully

significative abstract imagery, and that of fervent commitment (6).

Although Berry is often characterized elsewhere as ‘prescriptive’ (see below)
he is also forthright in asserting that there is a multiplicity of possibilities for
interpretation based on the analytical findings. Accordingly, the possibility also
exists that performances may misrepresent the music. This leads Berry to conclude
that analysis "...must often tell the performer what should not be done. In this sense,
analysis is a vehicle, which allows the performer to check their intuition against
rationalized thought processes (10)'. An example of this is the performer’s

awareness of ambiguity within the notational practice of composers. Thus, in
reference to Chopin's C minor Prelude (Op. 28/2) it is possible the note 'in
question'—the third beat of the second bar—is either an 'e' or an 'e flat'. To solve the
problem the informed performer can rationalize the correct note, as Berry has done,
with a theoretical discussion of voice-leading to confirm their intuition (10).
Ultimately, if Berry's stance of analysis as a problem-solving-device clarifies
an interpretation, this is welcomed by performers. However, Berry purposely side-
steps the issue of how to choose which possibility to elevate above the others if more
than one option 1s available (26). 'T leave these questions unanswered', while noting
that 'analysis 1s the inescapable basis for interpretive doing and not doing": 'Every

analytical finding has an implication for performance... [and will] illuminate the less
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obvious relations of discerned elements cofunctioning to expressive ends (44)'. Later
in the context of discussing the Berg piece, Berrjr concludes: '...interpretive decision
cah be conditioned variously by divergent analytical constructs...insightful
interpretation is often a matter of choosing a particular path through a composition,

or a network of interrelated paths in some considered unity of the whole (83)'.

Nicholas Cook (1999)
'Analysing performance, performing analysis’
Like Berry's book, Nicholas Cook's essay in Rethinking Music also advances

a model of analysis and performance, but it does not do so with analytical examples

or from the performance of a particular piece. Cook's discussion takes the form of a

review, enlisting recent analysis-and-performance literature to offer a defence of the
usefulness of analysis, which has (recently) been pejoratively characterized as

'positivist'. As Everist and Cook write in the introduction to Rethinking Music,

... [Cook] argues that the existing analysis-and-performance literature marginalizes
performance by conceiving it exclusively in terms of the projection of compositional
structure. ... Cook argues that we place too much emphasis on what performance represents,
and too little on what it does. Where established approaches look for a more or less smooth
translation from analysis to performance, he sees an essential incommensurability between
music as writing and music as performance; in this context, structurally oriented
performance becomes just one option among others, in the same way that Samson seeks the
'formalist enterprise’ in analysis as just one option among others. But Cook's main purpose
in examining the analysis-and-performance literature 1s to gain insight into the strategies of
analytical and theoretical writing in general. Echoing views expressed by other contributors
to this volume, he suggests that there is ‘an evolving consensus on what might be called a
performative epistemology of music theory'; in other words, analysis does not simply reflect
meaning that is already in music, but participates in its construction. This, he argues, is the

best defence against the Kerman/Treitler critique of analysis (Cook, 1999: 9-10).
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Later, in the article itself, Cook writes:

...My aim in this chapter, then, is to focus on the issues of analysis and performance not

so much for its own sake, but for what it can tell us about music theory in general. My
central proposition is that a theory which does justice to performance will be at the same

time a theory aware of its own performative qualities: in a nutshell, we need to think about

what our theory does as much as about what it represents. Or so 1 shall argue (241-242).

Cook's most sophisticated argument demonstrates why an unquestioned
acceptance of 'structuralist’ music theory is not the most useful way to frame the
larger concerns of ‘analysis and performance', the implication being that
performance, which is comprised of individual acts of expression, gives rise to 'the
work' itself, His supporting example is an extended discussion of Fred Lerdahl's and
Ray Jackendoff's generative theory of tonal music (GTTM), which has structural

linguistics at its foundation.® This is contrasted against theories of 'gender identity’
which are '...intimately linked with the pragmatist critique of structural linguistics.'
Instead of going from a '...rule-based system...—...from competence to performance,

from abstract knowledge fo practical realization...'—pragmatist theorists attempt to

explain the larger structure through the ‘performative’ acts which 'constitute’ the
'expression’ (242—-243).

...Lerdahl and Narmour’ both eliminate the musician as an individual, and replace
him or her by a theory whose input is some kind of musical text and whose ultimate output is
an aesthetic judgment; like all music theorists, perhaps, they explain music without
musicians. But perhaps the most striking example of this kind of elimination of the musician
as an individual is represented by the work of Eric Clarke, Neil Todd, and other proponents
of the generative approach to musical performance. Their outstanding success in explicating
some of the cognitive schemata underlying musical performance has come at the expense of
interpreting 'expression'—traditionally seen as the core of performers' individuality—as itself
an epiphenomenon of structure; performers introduce rubato and other deviations from the
notated music, they claim, in order to project or bring out (in a word, to express) its
underlying structure. And this structuralist interpretation of the word 'express' is really no
different from the well-established Schenkerian usage according to which, for instance,
compositional design 'expresses' structure. In each case, the effect is to explain expression

away, and with it the performer; the music is seen as expressing nothing but itself. The
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result is to give a psychological interpretation to Hanslick's metaphysical model of musical

autonomy.

The concept of 'expression' provides a convenient means of introducing an important
critique of this kind of structuralist thinking. Judith Butler has written that "There 1s no
gender identity behind the expressions of gender; that identity is performatively constituted
by the very "expressions" that are said to be its results. We can generalize Butler's point—
which Suzanne Cusick summarizes as 'gender is as gender does'-—by saying that we tend to
explain individual behaviour (including gender-related behaviour) as an epiphenomenon of
social structure. And Butler's argument is that this is to put everything back to front; it is

individual behaviour that gives rise to social structure, not the other way round. ... (242-243)

In terms of the analysis-and-performance literature, Cook also takes issue
with Berry’s Musical Structure and Performance to suggest that this book 1s more
than a text trying to link analysis and performance; by placing the question on the
‘theorist’s turf’ it advances an authoritarian relationship of theory over performance

(239-240). Cook then offers a similar critique of Eugene Narmour's ‘On the
Relationship of Analytical Theory to Performance and Interpretation’ and labels it a

more ‘extreme instance’ of ‘prescriptive conception (240)'.

...In his article...Narmour asserts that 'It is obvious that if formal relations are not properly
analyzed by the performer, as well as carefully delineated in the performance itself, then
many negative consequences follow'. As illustrated in relation to a few bars from Der
Rosenkavalier, his procedure is first to analyse the music; next to derive from this an
'analytically justifiable recreative interpretation’, which he presents in the form of an
annotated score; and finally to assess a selection of existing recordings against his annotated
score. On this basis, he produces what might be termed a "buyer's guide'; the best buy, by a
comfortable margin, turns out to be Karajan's recording. For Narmour, then, this
recommendation is very much more than just a personal critic's choice. 'Of course', he says,
'in art like music there can never be any such thing as the definitive performance.! But he
immediately adds: 'The point, however, is that, given the analytical theory applied in
example 9 [his annotated score], we can say more or less objectively that . . . certain

performances are subtly though demonstrably better than others.”

As Cook later concludes, '...theory, it seems, is not committed to understanding

performers in the way it is to understanding composers,! He further suggests that



25

Narmour’s "...failure to understand what a performer does might be a reflection on

the theory rather than on the performance' (241).
Conversely, Cook is accepting of other theorists, such as Tim Howell or Joel

Lester (both are presented separately below) because they offer a more flexible
approach. As Lester suggests, Performers could enter analytical dialogue as
performers—as artistic/intellectual equals, not as intellectual inferiors who needed to
learn from theorists (245)'. Rather than accepting the dogma of ‘one to one mapping',
for example, from analysis to performance, Cook suggests that performance and
analysis may be pursued consecutively, in order to 'stress the inseparability of
intellectual and bodily knowledge' (this point is also taken up in greater detail
below). In this sense 'analysis and performance [are]...seen as interlocking modes of

musical knowledge... (248)'; the direct appeal to the performer is that it provides the
means for 'posing articulate questions' about the work versus analysis as a source of
answers. Thus, theory and performance take on a 'performative’ aspect in shaping
the work through the performance (249).

The question for the performer is how the analyst and the performer 'should'
communicate with each other. In responding to Lawrence Rosenwald's criticism of
performers who disagree with analytical pronouncements but are not able to argue
their own point analytically, Cook recognizes the fundamental differences between
writing and performing to ‘'counterpose' 'music as writing' and ‘music as

performance’.

... [In Robert Wason's article on the Webermn Variations, Wason] argues that both serial
structure and performance indications are correlated with the phrase structure, so that there is
an indirect connection between the two. ...Peter Stadlen [who studied the piece directly with

Webern)...denied that there is any significant coincidence between the serial structure and

Webern's performance indications. ...

Rosenwald suggests that such a situation might be the norm, rather than the
exception, when he remarks that 'perhaps we could get a livelier dialogue between performer
and analyst if the performer were prepared, on analytic grounds, to make a case for the
performance of unstructural or antistructural detail'. ...Rosenwald perpetuates the classic
theorist's strategy of shifting the dialogue between analysis and performance on to the
theorist's turf; in this way the dialogue he asks for is already rigged. Following Jennifer

Tong, I would like to counterpose not so much the analyst and the performer but rather the
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'writing' and the 'performing' musician, or, perhaps more precisely, music as writing and
music as performance. And by this I mean to suggest that what is at issue in thinking about
performance isn't so crucially a complementarity of respective analytical concerns...as the
sheer incommensurability of writing and playing.

Seen in this way, musical performance involves negotiating between the demands of
physical gesture and sound (we can classify these under the heading of 'playing') and those of
notation and its associated verbal traditions (‘writing’). We might speak of translation
between these incommensurable media, but only in Rosenwald's strong sense of 'translation’
that emphasizes the semantic friction inherent in the process. This is because the media of
writing and those of playing have very different structural characteristics. A score represents
the concretization of the contingent, a singular encounter between sound and notation (it is
generally only in improvisation that music begins genuinely to resemble the rule-based
structures of grammar). And the language use that is aligned with and implicated in

performance—let us call it the 'literature of performance’—has its own logic and agenda; this

is what gives rise to the characteristic divergence between theory and practice. ... (250-251)

Ultimately, for the performer who chooses to analyse and perform—for this
thesis ‘'the analyst' and 'the performer' are also 'the writer'—the logical outcome of
Cook's 'model' suggests that '...analysis does not simply reflect meaning that is
already in music, but participates in its construction (10)'. As David Lewin has

argued, analysis is ‘not an aid to perception, or to the memory of perception; rather,

we are in the very act of perceiving (252-253)'.

Maus expresses the same idea with specific reference to Rosenwald's gloss on the concept of
translation: 'perhaps’, he says, 'analyses . . . could be regarded as translations. That is,
analyses can be seen, not as pale copies of a determinate original, but as ways of exploring
musical compositions in an ongoing process in which there is no point in distinguishing

between making and finding the qualities of the music (253). ...

If we think of analysis, or for that matter any musicology, in terms of what it does and not

just what it represents, then we have a semantic plane that can accommodate any number of

metaphorical representations of music. We can negotiate between different meanings,

however different the representations upon which they draw (258). ...



27

Jonathan Dunsby (1989)
'Guest Editorial: Performance and Analy:sis of Music'

Like Cook, Jonathan Dunsby also asks to what extent a ‘unified focus’ in

performance 1is desirable or possible (Dunsby, 1989: 5):

A particular analysis may well lead to the conviction that a particular kind of interpretation is
essential, but how to convey that interpretation to the listener in performance is a different

matter. Depending on instruments, acoustics, even factors such as the time of day, it may be
necessary, for instance, to grossly exaggerate musical details in order to get the message
across: evidence of this is the career of one of the most highly-valued modern interpreters,
the late Glenn Gould, who withdrew from public concert work altogether because of the
musically false performance that he believed it imposed between interpreter and listener.

Without doubt, a sociological understanding of performance is a much less pure kind of
knowledge than the analytical understanding of interpretation which has been an ideal of this

century. As a consequence, performers who do not think of themselves as analysts cannot
expect too much from those who do. Understanding and trying to explain musical structure

is not the same kind of activity as understanding and communicating music. There is a

genuine overlap between these poles of activity, but it cannot be a complete overlap.

Dunsby does not directly refute the 'Schenkerian claim' '...that all evidence
needed to assimilate a composition is to be found in the score... (7-8)'. What he
argues 1s that composers do not always ...offer the performer...a guide to the means
of actually producing the required effect t8)‘.1° The principal aesthetic criticism,
levied by Dunsby against the ‘modern music theory community’, is its unwillingness
to acknowledge Schenker’s belief '...that only in the so-called "Meisterwerk” can that
magical continuity be found in which every detail of tonal and rhythmic structure is
interrelated with every other, on the musical surface, at the deepest levels of
prolongation and between those and intervening levels of tonal hierarchy'. Thus
efforts to use these approaches of analysis and performance in ‘ordinary good music’
are problematic because this is ‘...not in essence organic, so...there is no golden key

to explaining its structure and there can be no golden key to its interpretation’. The
performer is caught in the crossfire of the zealotry of Schenkerianism which 'carries
none of the artistic compulsion of the original ideal'. Dunsby concludes from this
that "...the most helpful way to characterize analysis for the performer, which is
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bound to be at the very least Schenker-influenced, is not as some form of absolute

good, but as a problem-solving activity (8)'.

For Dunsby, the ‘problem solving potential’ of analysis has been least
effective in the area of musical time because analysis is unable to capture the ‘secret’

of the performer (14).!! If a piece presents timing difficulties,

The analyst is powerless in such a case. Analysis deals, in general, with the ideology of
veneration, the celebration of cultural perfection'?, the explanation of how things work in

music, not of how they don’t work quite as well as one might wish (15).

Either way, the bottom line—even in the hallowed ground of how to present music to
others—is that there is no escape from theory in general or in particular, though we may each
sometimes need to escape from thinking about it too much, and some need to escape always,
even though there is no escape. ‘Performance and Analysis’ people know it does not feel
quite like this when you are on stage—thus, again, the ‘partial overlap’. Yet there is no

epistemological reason for analysis and its theories to work in fear of what it feels like on
stage (18-19).

Tim Howell (1992)

'Analysis and performance: the search for a middleground'

If a Schenkerian approach is problematic in relation to the practical concerns
of either analysing or performing Ravel's music—Ravel is only as of late receiving
attention from Schenkerian analysts, seemingly because his stature as a composer is
beiﬂg reconsidered within 'the canon' —other, less-reductive forms of analysis may

ultimately serve this repertoire better. As Leon Botstein suggests

What is curious about the intensity of the debate over musical analysis is that once one
abandons a Schenker-like claim to normative correctness, to truth, or even to priority based
on a printed text, robbing music of its spatiality and performative reality, most of the
argument could well cease. Nothing is more informative and suggestive than the sort of
traditional musical analysis that frequently comes under attack now, even though it is neither
normative nor complete, but partial. From a performer's point of view, analysis is interesting
insofar as it suggests routes to selective hypotheses regarding meaning. Furtwingler read

Schenker closely. Even though his performance may not make those connections obvious,*



29

something remarkable and influential probably took place. From the marginalia in the books

of analysis in his library, it is clear that the pianist Claudio Arrau studied analytical accounts
of the music he played (Botstein, 2001: 226).

Tim Howell's position represents one such possibility, Like the other analysts

included in this survey, with the possible exception of Repp, Howell has an

understanding of Schenkerian analysis, but has tended to view musical works on a

case-by-case basis, with a writing style that is accessible to performers not steeped in
Schenkerian thought. As a generalized basis for empirical investigation, Howell
views analysis as a source of creativity, from an 'apparent conflict between the
rational and the instinctive'. Thus, his position is to encourage performers to 'exploit
this creative force, to play off intuitive responses against analytical perceptions in
order to shape an interpretation (Howell, 1992: 698)'. At the level of practice, this
suggests a pragmatic approach, ‘interdisciplinary' in nature, which applies
'established methods' to 'new contexts', but, most importantly, envisions music as an

interaction of 'layers' (714).

The organic nature of tonal music, the unfolding of directed motion through time, is one of
the most complex aspects of musical interpretation to be faced by a performer. ... Precisely
because one 'level’ of a piece ultimately depends upon another, awareness of the significance
of local events on the part of the performer may help in interpretative decisions regarding the
overall shaping and pacing of the music, even though it will not directly provide the means
by which this can be achieved. The performer’s problem in the context arises from the nature
of his or her art, which is a moment-by-moment activity, (Hardly surprising then, to note
that young performers engaged in 'analysis' opt for a blow-by-blow account of a piece which,
at its most superficial, is dismissed as 'description’.) The analyst, however, is able to stand
back and understand the total span in his or her search for underlying patterns and, moreover,

the listener, by experiencing their effect, is able to perceive the large-scale workings of a

piece.

Accordingly, continuity results when processes of musical activity are not

3

resolved simultaneously.”” Howell demonstrates this effect with a discussion of

Beethoven's Op. 119 Bagatelle (G Minor), by first speculating what it is that causes

'eight out of ten sight-readers' to play a G} on the downbeat of bar 81 when this is not
notated:
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To begin instinctively, a sight-read performance of this apparently simple piece 1s very
revealing for the analyst. ... As our sight-reader proceeds through the passage beginning at
the upbeat to bar 69, a certain lack of direction ensues (due to the hypnotic effect of
continuity coupled with the density of material), resulting in the tendency for most to play a
Gt on the downbeat of bar 81... The final reworking of the main material, bar 81t, becomes
unnervingly ambiguous for our sight-reader and the last chord sounds equivocal: is 1t a
dominant (of C minor) or a tonic (with a tierce de Picardie)?

What was problematic, or at least irritating, for the performer (the downbeat of bar
81) is exciting, or at least intriguing, for the analyst, though both, in fact, experience it as
something of an oddity. The danger to be resisted by the instrumentalist is the temptation to
retreat to the practice-room and ‘iron out' the tendency to 'add’ something to that bar. The
equivalent danger for the analyst is to dissect the score and gather evidence to 'prove’ that the
final chord is either one thing or the other, rather than accept that it is deliberately
ambiguous. It is precisely because there is no absolute analytical notion of value that
everything is kept individual and conventional analysis is rightly limited as a tool.

What performer and analyst need to rationalize is the cause of this disruptive effect.
For the performer merely to remove the problem, or for the analyst merely to resolve it, is to
fail to come to terms with the issue and realize its musical significance. Essentially,
Beethoven has produced a kind of Coda of extensive proportions exploring issues of metrical
disruption coinciding with a sense of tonal ambiguity. The analytical breakthrough when
pursuing this observation is to discover how these two levels of activity work together to
create that effect, whilst the interpretative issue is to explore the range of possibilities of how
best the performer may exploit the drama of this situation. The actual projection of that
drama in the concert hall will be an instinctive act, but in preparing for such a performance

the workings of this piece must be fully understood if their interpretation is to be
convincingly realized. (706-707).

In accounting for the 'extension from the last beat of bar 79' Howell suggests
that the

.Jlocal V-1 alternations in G minor, not only balances tonal ambiguity in favour of tonic
(rather than subddm'mant) prolongation, but quite literally balances out the two-versus-three
metrical issue so that sense is made of the crotchet rest on the downbeat of bar 81 as the final
point of reversion to triple metre at the moment of cadential outcome. Typically

Beethovenian, given one level of resolution (metrical) is the presence of renewed ambiguity
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(tonal), since the main material of the piece is now stated in terms of C minor, through an

adroit change in function of the recurrent G i s (707-708).

Intriguingly, Howell's work also suggests that analysis does not need to
resolve interpretative questions associated with ambiguity; the ideas which are likely

to influence performance often follow from divergent appraisals of the same musical

passage.

However, further analysis reveals an alternative reading since the original 2/4 pairings could
be stressed the other way around... This can be justified for two reasons: the beat that
initiates them is already an upbeat; and the V’-I impulse is more forward-tending than I-V’.
Pursuing this interpretation makes the outcome a little more complicated since a hemiola
across bars 79-80 would be necessary. Simplistically, the two alternatives concern the
placing of stress on either the dominant or the tonic (the moment of tension or of resolution)

in each pair of harmonies. Either view can be justified analytically and both are indicated

here because it is ambiguity (multiguity) which is the very stuff of performance and the role

of analysis in this context is one of raising possibilities rather than providing solutions (1992:
708-709).

Joel Lester (1995)

'Performance and analysis: interaction and interpretation’

Like Howell, the tone of Joel Lester's writing is also non-authoritarian. In
contrast to the extreme positions of analysis and performance outlined earlier by
Nicholas Cook, Lester suggests the possibility of performance influencing analysis—
specifically, as 'an interaction [,] stressing the ways in which analysis can be
enhanced by explicitly taking note of performances, indeed by accounting for them
as part of the analytical premise' (Lester, in Rink, 1995: 1999). In his reading of the
analysis and performance literature, Lester also points out an element—perhaps the

most important one, missing from the debate (197-198):

I suggest that with rare and quite circumscribed exceptions something is strikingly absent
from this literature—namely, performers and their performances. Tovey, Schenker, Berry,
Cone and Howell"® never validate an analysis by referring to singular performances....For

these and virtually all analysts, analyses are assertions about a piece, not about a particular
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rendition. Performers and performances are largely irrelevant to both the analytical process

and the analysis itself. If a given performance articulated the points made in an analysis, that
would not validate the analysis; rather, the analysis would validate the performance (even
when performances differ, like the two described in Schmalfeldt 1985:28). If a given

performance failed to articulate the points made in the analysis, the performance, not the

analysis, would be deemed somehow inadequate (as in Cogan and Escot 1976: 253-254).

This theme, which 1s common to Lester's writing (Lester, 1992; 1998), is

illustrated by a discussion of both analysis and performance surrounding the Minuet
of Mozart's K. 331:

Example 9.2 reproduces Schenker's middleground graph of the Minuet. The
underlying structure that it asserts agrees with sonata-form structure through the 'exposition’,

'development’, and beginning of the 'recapitulation’: the background motion C#-B articulates
the two key areas of the first reprise, and E is transformed in function from a local tonic at
the end of the first reprise to the dominant of A major in the second reprise, all the while
prolonging the background B in the first part of an interrupted structural descent. The
beginning of the thematic and tonal recapitulation is marked by the restoration of the

structural line on C#. Following this point, however, Schenker's analysis no longer reflects a

usual sonata-form scheme. ...

..5chenker's analysis implies that bar 41 [Minuet from Mozart's K. 331] is a
phrasing elision: the cadential dominant of bar 40 resolves on the tonic in bar 41, ending the
first theme-group period on the downbeat just as the second theme-group phrase begins.
Many performances of the Minuet elide the cadence in precisely this manner, such as Lili
Kraus's recording ca 1966. Others take an altogether different approach. For instance, in his
1966 Camnegie hall recital Vladimir Horowitz made bar 40 a half cadence rather than
continue the phrase into bar 41, with a ritardando, diminuendo and noticeable breath at the
end of bar 40 before launching a new phrase in bar 41. In his performance, there is little
sense that the right hand's grace note A completes a cadential arrival, Instead, the second
theme-group phrase emphatically begins on the E, and the descent of a fifth from this E to
the final A is structmﬁlly Integral and essential, not a mere coda. The dominant in bar 40
concludes an open-ended phrase, moving locally to the phrase beginning in bar 41 but
resolving definitively only with the final tonic cadence of the Minuet, which rhymes with the
half cadence in bar 40. In effect, the recapitulation's first theme-group period and second

theme-group phrase relate as in an interrupted descent, which is not at all what Schenker's

analysis shows.
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These two ways of arriving at bar 41 reflect different views of the Minuet's form.
Specifically, they disagree over whether the motivation for musical structure resides in
underlying voice-leading or in themes and key relationships. In effect, Horowitz interprets

the Minuet as a sonata form in which the grounding of the second theme-group in the tonic is

a significant factor in bringing the movement to a close. Schenker and Kraus, on the other

hand, rely on the directed linear motion to the tonic in bar 41 to locate the end of the
Minuet's essential structure (Lester, in Rink, 19935: 199, 201-202).

Lester's point is to suggest that 'The renditions by Kraus and Horowitz are no
less eloquent than the writings of theorists... (203)'. Hence, the multiplicity of
interpretations ‘remains a resource barely noticed by theoretical discourse (214)'.
Lester also indicates that he is not advocating the possibility of a 'bland relativism!'

(211); rather, there is a sharing, which contributes to the understanding of the music.

Indisputable statements can go far beyond assertions of mere 'fact' about the music
(e.g. the C is the first and last note in the right hand in the first melodic unit of Mozart's K.
545) to comprise elements which are not specifically notated in the score. For instance, no

one would deny that there is a tonic cadence at the end of the first waltz in the 'Blue Danube'

set—Rothstein, Ormandy and Paulik all agree on that even though there is nothing in the
score specifying 'tonic cadence', as the required pitches and rhythms are manifest. Likewise,
no one would deny that there is a phrase beginning and ending on the tonic in bars 41-8 of
the Minuet from Mozart's K. 331—Schenker and Horowitz concur on this point even though
no score notation specifies that phrase. Any performance nof projecting these entities—a
performance of the '‘Blue Danube' not articulating a dominant-to-tonic motion into bar 32, or
a performance of the Minuet from K. 331 failing to render bars 41-8 as a phrase in some
sense—could legitimately be regarded as 'incorrect', as failing to follow the score.
Interpretative analytical statements, by contrast, do not describe universals. Rather,
they concern a particular shaping of the piece realised in analysis and (according to the
interaction I am advocating) possible in performance as well. In the 'Blue Danube',
Ormandy's performance contradicts Rothstein's assumption that the hypermetre is inherent in
the score; likewise, Horowitz's performance challenges Schenker's assertion that the basic
structure of Mozart's Minuet necessarily ends in bar 41. ...Horowitz emphasises the sonata-
form structure of Mozart's Minuet, graphically expressing Cone's 'sonata principle' by

making the grounding of the second theme in the tonic key the motivation for the conclusion;

Schenker downplays the thematic aspect and concentrates on underlying voice-leading
structures (Lester, in Rink, 1995: 212).
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John Rink (1995)

'Playing in time: rhythm, metre and tempo in Brahms’s Fantasien
Op. 116’

From a different but related standpoint, John Rink also envisions the
possibility of performance influencing analytical understanding. His position begins
with the ideal of analysis as a by-product of 'intuitive' performance—performance is
not encumbered by analytical thought in the first instance, although it is later
rationalized after-the-fact. Throughout the course of his writings, this theme is a
recurring trope; first in 1990; later in 1995 and again in 2002. In terms of Brahms'
Op. 116 (1995), Rink began by learning and performing the music approximately
two years before attempting to analyse it. The rationale for doing so was to avoid the
possibility of ‘conceiving the performance in terms of the analysis, a process which
typically inspires dubious imperatives to the performer to ‘bring out’ a given motivic
parallelism or structural harmony, often in violation of the sprit of the music' (Rink,
1995: 255). At a later stage, analysis was then enlisted as the means of testing his
earlier intuitive decisions against the analytic process.

Ultimately, Rink envisions performance informing analysis, perhaps more-so,
than the possibility of analysis mapping onto performance (Rink, 1990: 321). Like
Cook and Lester, Rink also takes exception with the hegemonic language exerted by

analysts over performers:

Notwithstanding such commands, a performer 'must' or 'should’ accept an analyst's

conclusions vis-a-vis interpretation only to the extent that he or she believes in them, 'hears’

them and considers them appropriate in projecting the work (322).

Rink also proclaims the possibility of an 'informed intuition' in support of a
singular approach to analysis, which is performer specific, because it 'forms an
integral part of the performing process', and is 'not some independent procedure
applied to the act of interpretation' (323). In this sense Rink views analysis as
'considered study of the score with particular attention to contextual functions and
means of projecting them', with this version of 'analysis' having a different aim than

analyses which are intended for publication:
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Whereas analysts concentrate on musical structure, performers attend primarily to musical

'shape’, which is analogous to structure but tends to be more dynamic through its sensitivity

to momentum, climax, and ebb and flow, comprising an outline, a general plan, a set of
gestures unfolding in time' (Rink, 1990: 323)

Although the 1990 review article does not indicate how this is accomplished,
Rink's later article of 2002 1llustrates the mechanics of his approach. Essentially, it is

to focus on one structural layer at a time—formal divisions and tonal plan, tempo,
dynamics, melodic shape and motifs, and rhythm—elements which have direct
relevance to performers—and then to graph or re-notate these features as the means
for further study. Thus, when intuition is not able to solve the problem at hand,
analysis is enlisted as a 'deliberate’ or 'conscious' act. If the methodology of the 2002

article 1s relatively straight-forward, the earlier writing of 1995 does not proceed in

such concrete terms. One interpretative difficulty, which Rink experienced across

the entire Op. 116, was that Brahms neglected sometimes to notate the pulse-unit

changes across sectional divisions; if the second intermezzo is clearly notated - = -

no markings were given for similar changes of tempo designation in numbers 3 and

7. Rink's main investigative concern was to determine through analysis what unit of

pulse to keep constant (259).

Unlike Howell, who suggests that 'Reading someone else's analysis, even if
specifically targeted as 'performer friendly', is almost the equivalent of asking
someone to practise on your behalf (Howell, 1992: 702)', Rink's starting assumption
was to agree with Jonathan Dunsby’s premise that the Op. 116 is a 'multi-piece’
(Rink, 1995: 256). Rink subsequently added the idea 'ignored' by other analysts
which is the ‘actualisation in time of the principal motifs—in other words, their
contexts in the music’s unfolding narrative (256)'. The basic question then became
how to ‘interpret this music’ based on informed ‘choice’. For him, discrimination
must be 'musically—that is historically, stylistically, analytically, technically,
expressively—viable (257)": ‘If Op. 116 is the integrated 'multi-piece’ Dunsby would
have us believe, it is almost inconceivable that the tempo relationships between
individual numbers were arbitrarily defined by Brahms or left to the performer’s will
(257)'. Rink concludes that this is 'particularly unlikely' because of underlying tempo

changes 1n other multi-movement works by Brahms.
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In order to test this possibility, Rink surveyed several commercially available
recordings of Op. 116. For each piece, he measured the main tempo of the individual
performer (268). These general trends were then compared against his after-
performance hypothesis of tempo and tactus proportions. Of the group of performers
surveyed, only one, Stef)hen Kovacevich, performed faster than the rest—within the

realm of the analytical findings. (In the earlier rendition Rink had performed the

fifth piece with a metronome marking of r.=56, substantially slower than

Kovacevich.) As a result, in order to link the motifs temporally across the entirety of
the work, Rink proposed the possibili*ty of 'a brisker tempo' for No. 5 in order to
'preserve the factus unit shown in Table 12.3 and to align the piece with No. 2's
andante and No. 6's Andantino', the challenge being to 'capture the graceful, intimate

mood required by the composer' at a faster tempo (269).

I am not of course arguing exclusively for these fast, moderate and slow tempos (other
proportional values could work just as well) ... But if proportional tempos in this set are
effected, they will enable the performer to demonstrate the unity of this 'multi-piece’ in a

unique way beyond the analyst's power: in a sense, the performance thus takes on an

important 'analytical' function—the performance becomes an act of analysis (Rink, 1995:
270).

Conclusions

With the introductory survey established, it is now possible to considerlthe
relative merits of each position. Firstly, Repp's article does not offer direct
application to the performance of Schumann's music; its value lies in what it has to
say about timing, specifically, how timing is 'fixed' at the early stages of the learning
process. When analysis 1s not considered in advance of performance—the student
performers in Repp's study had not analysed the piece before they read through it—a
performer tends to imitate the sound of a performance which is already in his or her
mind, the notes on the page serving as the visual stimulus for the aural memory. It is
almost inconceivable that postgraduate piano majors would be playing or hearing

Trdumerei for the first time. What this suggests is that the 'expert' performers may

have had greater insights into the piece because they had spent more time thinking
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about it, as opposed to merely playing through it once or listening to it

subconsciously.

Repp rightly points out that performance stayed constant for the expert
performers over extended periods of time. Yet, he did not explore the other side of
the equation—presumably, at the time the recordings were made, the expert
performers had already formed a 'rational' basis for doing what they 'do'; just because

one performs, this does not mean that conscious thought processes are pushed aside.
In contrast, Rink's rationale for choosing 'intuitive' performance stems from a
different question, which is whether there is value in purposely avoiding analysis in
the first instance, to in effect gain a 'musical’ basis before analysing, before then
returning to the practise room and the concert hall to reinterpret the piece.
Ultimately, Repp's analysis of performance offers an empirical basis for questioning
Rink's methodology, which is whether or not intuitive performance, by itself, has
anything to offer to the learning process.

In contrast to Berry, who posits a cause-and-effect relationship between 'an
analysis' and 'an interpretation', Lester has tended to over-compensate in the opposite
direction by down-playing the possibility that pre-determined analytical thought may
in actuality be useful to the performer. It is entirely possible that a performer may
choose to see beyond Berry's 'prescriptive' remarks In order to gain analytical
insight(s). Lester's position is admirable in that it asserts the possibility of
‘artistic/intellectual equals' (Lester, in Rink 1995: 214), but his chapter also
minimizes the notion that analysts often take performance as the starting point for
their work. If analysts are known to a wider audience for their writings, many are
also highly-skilled performers or composers.

In Cook's and Howell's models, both performance and analysis benefit, when
analysis and performance are pursued simultaneously (this point is returned to
below). In Howell's, the performer is able to enlist analysis as the means of
rationalizing their earlier 'instinctive' experience(s) with the music. Conversely,
Berry envisions analysis as preparation for performance, suggesting that
interpretation may be viewed as much of an act as it is a non-act. This is potentially

a useful position in light of Ravel's comments to Marguerite Long ('don't interpret;

just play'); the interpretation itself may bespeak maturity, because the performance is

not given to €xcess.
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Analysts or performers, who are not necessarily concerned with either the
semantics or the polemics of the ongoing analysis and performance debate(s), may
additionally wonder why Lester's methodology, which enlists performance as the
means of bolstering analytical understanding, is more acceptable than the possibility
of accounting for performance through analysis. This may be partially explained by
a sympathetic reading of Lester's remarks within the context of a histoncal
moment—the new' musicology was, at the time of Lester's writing, distancing itself
from earlier formalist positions.” By referencing the performances of Horowitz and
Kraus (Lester, in Rink, 1995: 202), Lester has purposely shifted the focus away from
‘analysis for its own sake' to a humanized position which considers music and the

musicians who produce it.

Interestingly, it is probably because of this very reason that Lester does not
attempt to articulate how a particular interpretation emerges. His model may serve a
different purpose, which is to present choices to the performer, ones derived from

analvsis or performance. In this sense, Howell's and Rink's positions are also in
y P P

agreement, although they add an additional twist, by inferring a demonstrative link
between analysis and performance, irregardless of whether performance 1is
considered as an outgrowth of, or as a prelude to, analytical thought. Accordingly, as
suggested above in the Preface, it may be possible to gain an awareness of musical
relationships, by reading performances and analyses onto each other in one of three
ways: from performance to analysis; from analysis to performance; or, from
performance and analysis to 'back again'. Lester's position, if constructive, tends to
be weighted towards the first option. This is not to suggest a critical misgiving;
rather, the prospective 'value' is that it enables a reader to understand why an analyst

has represented the music as he or she has, either in terms of a particular

interpretation, or in understanding why issues are problematized, as opposed to being

solved.

It may well be, for instance, that when Horowitz played a half cadence in bar 40 of Mozart's
Minuet from K. 331 he was not consciously aware of anything other than creating an

'‘effective’ performance, however he defined that concept. Indeed, many performers may be
concerned with little more than achieving an 'efiective' performance—one which pleases

their sense of fancy and propriety (stylistic and aesthetic propriety as well as matters of stage

decorum) and which is received by their audiences with approval. But in order to realise



39

such a performance, they must deal with the very same features that analysts regularly

confront, assuming, of course, that there is some relationship between sounding music and
what analysts do when dealing with the range of issues listed in the preceding paragraph.
Thus, Horowitz's half cadence in bar 40 comments on the form of Mozart's Minuet and the

location of its structural conclusion just as much as Schenker's analysis does (Lester, in Rink,
1995: 207-208).

Both Rink and Lester have placed the performer on an equivalent footing
with the analyst. In contrast, Repp's empirical findings elevate the performer to the
level of the composer, by articulating the different sets of responsibilities each has
within the division(s) of musical labour. Hence, a performance of 'pre-existing
Platonic works' (Cook, 1999: 244) is more than a 'realized’ or a 'recreated' act; it is
'comparable to composition (Repp, 1995: 2425)'. Thus, micro-timing as evidenced
by Clynes (1986) ef al, is an elemental feature of performed music. This is also a
direct parallel to Nicholas Cook's earlier writing (1993) where he suggests that

performance of music from the Western-Art tradition is akin to an improvisational

activity. Based on an analytical understanding of formal processes, performers may

be able to, from their approach to timing and articulation, delineate musical

boundaries in aesthetically interesting ways.

Rink's 'currency' (Dunsby, 1989) of 'informed intuition' may also be of worth
to both the performer and the analyst. As Rink suggests, intuition is 'perhaps’
strengthened from analytical thought. However, at this point intuition may have
gone on to become something else. If, as the psychologists of music have advanced,
intuition plays a role in performance, and if formalism has something to offer, both,
together, are not necessarily contradictory; each may reside within the same cerebral
space. However, if 'uninformed intuition' is the only tool available, conscientious
performers might wonder if what they are doing is plausible; consequently, enlisting
analysis to periodically check intuition is appealing.

One of Nicholas Cook’s most intriguing ideas is the possibility of a musical

work ‘representing’ or ‘conceptualizing performances’ (Cook, 1999: 244):

Adopting the Butler/Harris approach, we might want to see what music psychologists refer
to as performance ‘expression’—the unsystematized transformation of notated pitches,

dynamics, and articulation—as an aesthetically foundational aspect of music; structure, as
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defined by conventional analysis, would then constitute a means of representing or

conceptualizing these ‘expressive’ characteristics, an attempt to capture their 'trans-

situational' properties.

In practical terms this may suggest an even-keel for the performer's-work and the
written-down-musical-work. In the case of musicians who engage in both writing
and performance, neither takes predominance over the other; each is seen as a source
of signification in its own right. Subsequently, each separately, or both together,
is/are a representation of the music. In contrast to the distortions of Wagner's
position alluded to above (Bowen, 1993), this accrual of information does not
diminish the composer's position. It may instead be the opposite: there can be

interplay between musical, intellectual and gestural elements, which together, work

in tandem to create the composer's music.

Thesis: larger question addressed

In view of the positions outlined above, the analyses presented below include
the element of performance. Regardless of whether musical structure is the cause or
the manifestation of expression (Cook, 1999), performance expression is a distinctive
and individualized feature. This position is also problematic; the music can never be
fully explained because of this added element. If interpretation is considered as an
isolated instance of creativity, there is not a fixed-body of elements to consider, as
opposed to envisioning interpretation as a generic element. In this sense, an analyst
or performer who sets out to analyse Gaspard de la nuit will never be able to realize
their objective. What Vlado Perlemuter brings to the performance is entirely
different than that of a pianist of a different age and temperament—such as Lang
Lang—Iet alone the host of other performers who are never heard of, Likewise, no
performance can encapsulate the entire range of possibilities because musical
relationships are explored and decisions made. Ultimately, this thesis attends to one
principal concern—how performance and the findings of ‘analysis', if considered

together as a complex of ideas, are 'useful’ to the performer. To this end, Chapters 2-

5 outline a range of 1ssues in support.
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Notes

' For performers interested in this research, an accessible starting-point is Rink, 2002. For those
already aware of general positions, Rink, 1995 or Jos¢ Bowen's '‘Bibliography of Performance
Analysis', which is current as of July 2001, provides additional sources for delving into a multiplicity
of specialised investigations. See http://134.53.194.127/bowenja2/Perf-Biblio.html, <accessed 18
May 2005>.

? ‘Expression can be understood as the inevitable and insuppressible consequence of understanding
musical structure, yet it is also a conscious and deliberate attempt by performers to make their
interpretations audible. As evidence for its unconscious and inevitable presence in performance, some
authors have shown that when performers are explicitly asked to play without expression, the degree
of tempo and dynamic variation is reduced but never eliminated, and that it keeps the same general
pattern that is observed under normal conditions. This aspect of performance expression can be seen
as a consequence of the performer's spontancous and unconscious grasp of the basic elements of
musical structure: crudely put, it seems impossible not to play a note at the end of a phrase with
different expressive features compared to notes in the middle of a phrase (Clarke in Rink, 2002: 65)".

? This is not to dismiss writers of earlier generations. Rather it acknowledges that John Rink (1990)

and Cynthia Folio (1991) have previously addressed how this question is construed in the period
leading up the late 1980's; the writer can do no better.

* In Clarke's introduction to the psychology of music (Clarke, in Rink, 2002), Repp's work is
considered valid, after nearly 10 years of ensuing developments: 'In principle every aspect of musical
structure contributes to the specification of an expressive profile for a piece, but some authors have
shown that phrase structure is particularly salient. Neil Todd developed a model which produces an
expressive timing pattern on the basis of the hierarchical phrase structure of the music, using one
simple rule. The resulting timing profiles compare well with the data of real performances by
professional players. Similarly, in a study of twenty-eight performances of a short piano piece by
Schumann, taken from commercial recordings by many of the twentieth century's greatest pianists,
Repp found a high level of agreement in the timing profiles of the performances, all of which were
organized around the phrase structure. He also showed increasing diversity between the performers at
more superficial levels of expression, suggesting that performer agree substantially about the larger
shape of a piece of music, and express their individuality by manipulating the finer details of structure
and its expressive implementation (Clarke, in Rink, 2005: 64-65)."

° A famous pianist is reputed to have had over 150 splices in his recording of the Webemn Variations
(Edward Auer: masterclass, Bloomington: Indiana, 1993-1995).

® Psychologists of music may also agree to some extent with this perspective: '...as Shaffer among
others has pointed out, small differences in the precise implementation and relative balance of even a
small number of expressive principles will result in potentially distinct characterisations of a piece. ...

Although expression may have a ‘rule-like’ quality, performers also have a (variable) ability

to mimic an expressive pattern they hear—even when it has no reasonable structural basis (Clarke in

Rink, 2002: 65).
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" This is not to suggest that an interpretation can not change; it often does, but it may be difficult to
undo months of work.

® See Cook, 1999: 242. 'More specifically, it is based on Chomsky's distinction between competence
and performance: that is to say, between the abstract knowledge on which any rule-based system
depends and the use of that knowledge in any given situation (the production and reception of speech

in Chomsky's case, of music in Lerdahl and Jackendoff's). Seen from this perspective, performance—

including, of course, musical performance—becomes an epiphenomenon of competence; as Lerdahl

and Jackendoff put it, 'In our view it would be fruitless to theorize about mental processing before

understanding the organization to which the processing leads.’
? Eugene Narmour is not allied with GTTM and his position is discussed in more detail below.
' An example published twelve years after Dunsby's article illustrates this point: In an interview

between John Rink and Murray Perahia (Rink, 2001), Perahia verbalizes how Schenkerian analysis
has shaped his understanding of Chopin's music:

Our most extended discussion focused on the third movement in [Chopin's] op. 58 [sonata].
According to Perahia

the first thing that one tries to do when playing this sonata is somehow [to achieve a]
unifying [image] at least in one's mind, so that the whole thing is either telling some kind

of story, even if the story is only with tones, or [so that] those tones can somehow

metaphorically transform themselves into some kind of story that one can make sense of.

Thus ‘the whole piece can be seen as one, so that one isn't only working on details. At the

beginning, I think that's quite important.' The third movement can be scanned

very simply as an A-B-A section with this tune in B major, the middle section all in E
major [...] Then it gets back to the [...] dominant at bar 97 and there we have the theme
returning.., In some way this is reminiscent of the middle section, which transforms it into

B major. So, one has the whole picture before one begins [.]

As for the details, Perahia deals 'with simplicities first', as in the opening theme (bars 41T.; ex.
2), which ‘is largely 3-2-1', as he demonstrated on the keyboard. He also highlighted the
interruption of the melodic descent at bar 7, the 'stronger dominant tonicisation' at bar 1 1, and the
inner-voice motion in bars 16-18 (see ex. 3). The A} in bar 18 “invites a closure of [the] 321",
but that does not occur until bars 26-27: instead, this 3-2-1 motive goes to E major in bar 18 in
what seems to be a ‘fulfiliment of the whole theme', but 'is actually what CPE Bach would call
"elided” "—a harmonic resolution that is 'in the mind but doesn't exist, it doesn't happen. So this
fulfilment, which I feel is like paradise, never happens, and [the melody] goes down' to the C# in
the middle of bar 19. This frustration of the melodic ascent is telling: indeed, whether or not the
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ascent to E will take place 'is going to be, I think, the point of the whole piece’, as it 'determines
so much [...] And it's this inner voice that somehow shows the disappointment of not being able to
go higher —going to the E.' Resolution eventually does occur, but as always in Chopin's music, it
is 'tinged with bitterness, disappointment, regret, but a triumph nevertheless', as in the coda of the
last movement (bars 274-286), which 'is not just a local moment of glory' but one that 'covers the
whole'—or 'at least the third movement and the last movement' (Rink, 2001: 11-13)'.

11t is argued below that musical time is of value to analytical understanding.

12 Analysis can and does influence timing patterns. This discussion is advanced in Chapter 3 below,

where the phrase structure of Noctuelles is discussed to demonstrate how timing changes from an

understanding of underlying harmonic patterns. As for 'cultural veneration', Dunsby is correct in

asserting that theorists or critics have sometimes used analysis to further a political agenda. If this

thesis has any pretence to an agenda, it is to show the 'logic' of Ravel's compositions and to validate

the 'wisdom' of earlier generations of performers in performing Ravel's music without an excess of

rubato.

13 A recent example from the DDM database is Eddy Kwong Mei Chong, "Extending Schenker's Neue
musikalische Theorien und Phantasien: Towards a Schenkerian Model for the Analysis of Ravel's
Music" (Ph.D. diss,, Eastman School of Music, Rochester, 2002). See
http://www.music.indiana.edu/cgi-bin/chmtV/isearchddm, <accessed 3 June 2005>

4 See Cook, in Rink, 1995: 105-125.

1> Examples in support of this point are presented below in Chapter 3.

'®*Howell's position is more complex than Lester's characterization would suggest. Considering that
the performer and the analyst are the same person in Howell's model, this is a direct link between
analysis and performance, more so than Lester's methodology which maps performance onto
analytical interpretation(s) without taking intent into account. This point is returned to below.

'7 This may represent a second parallel to Dunsby's reading of Glenn Gould's 'sociological' retreat

from the stage.
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Formal articulation

Introduction

Performers tend to think of the word articulation in the context of how to
perform individual notes—for example, whether the note in question is played
staccato or with tenuto. Here, the term is expanded: '...articulation in a broader sense
is sometimes taken to mean the ways in which sections of a work—of whatever
dimensions—are divided from (or, from another point of view, joined to) one
another’.! In Ravel's case, the process of defining sections is readily apparent to the
listener as the divisions are (often) articulated with rubato or allargando. The
opposite may also be true; structural moments are not always delineated by extremes
of tempo fluctuation, especially if the piece 1s built from proportional
correspondences. This suggests that 'the nuance is already built into the notation’
(Howat, 2001/02): the performer may not need to do anything to ‘help the music’
beyond playing the passage 'strai ght'.2

Analytical findings are presented below in support of the arguments above.
In the first instance, a discussion of Valses nobles et sentimentales illustrates two
interpretative possibilities. The first is based on an analysis of the score without
considering temporal process; the latter option includes performance as a feature of
the analysis. The Ondine and Alborada sections illustrate how formal shape is
analytically understood in relation to articulation through performance(s). The
findings presented below thus serve a dual purpose—they provide a basis for helping
performers understand musical nuance within the context of formal shape. They
further demonstrate that an understanding of formal articulation is not complete

unless proportion is taken into account.
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Valses nobles et sentimentales (1911)

The title Valses nobles et sentimentales i1s borrowed from two works of

Schubert—Valses nobles, op. 77 and Valses sentimentales, op. 50. According to
Ravel,

The title Valses nobles et sentimentales sufficiently indicates my intention of
composing a series of waltzes in imitation of Schubert. The virtuosity which forms the basis
of Gaspard de la nuit gives way to a markedly clearer kind of writing, which crystallizes the
harmony and sharpens the profile of the music. The Valses nobles et sentimentales were first

performed amid protestations and boos at a concert of the Société Musicale Indépendante, in
which the names of the composers were not revealed. The audience voted on the probable
authorship of each piece. The authorship of my piece was recognized—Dby a slight majority.
The seventh waltz seems to me the most characteristic (Orenstein, [1990] 2003: 31).

A cursory comparison of Ravel's and Schubert's waltz sets reveals apparent
similarities of approach; firstly, binary and ternary forms are employed within the
individual waltzes, Secondly, in Schubert's Op. 50, the key structure is built from an
upwards cycle of fifths modulations; in Op. 77, thirds relationships are also included
(Example 2:1). Thirdly, Ravel's act of homage may also extend to the short-short-
long motif, which is heard at the beginning of both pieces. Whereas Schubert's
rhythmic pattern relies on an upbeat, Ravel's emphasizes the downbeat (Example
2:2). Although Ravel referred to his own collection of waltzes as a series he mi ght

have also designated it cyclic, as the composite picture emerges from an additive
process of cumulative borrowings.

Form

The large-scale form of Ravel's Valses nobles is built from two sets of three
waltzes that are framed by an introduction (Walfz 1) and an épilogue (Waltz 8; see

Example 2:3). This interior patterning is built from a combination of one waltz that

ends with a fermata (and with slowing) that is also juxtaposed against two
contrasting waltzes, joined together without a break.
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Example 2:1, Valses nobles, key relationships

Schubert: Valses Schubert: Valses Ravel: Valses nobles et
sentimentales, Op. 77 nobles, Op. 50 (1st sentimentales

- twelve
1 C Major 1 C Major (start of 1 G Major

extended cycle of fifths

2 A Major (chromatic 2 C Major 2 G Minor/G Major
thirds relationshir
3 CMajor 3 G Major 3 E Minor/G Major
4 G Major 4 D Major 4 C Major/ Ab Major
5 (E Minor), C Major 5 A Major 5 E Major
6 C Major 6 Ab Major 6 C Major
7 E Major 7 Ab Major 7 A Major
8 A Major 8 Ab Major 8 A/G tonal centres
9 A Minor 9 Eb Major
10 F Major (IVto C 10 Eb Major
major
11 C Major 11 Eb Major
12 C Major 12 A b Major

Example 2:2

Schubert: Valses Nobles, Op. 77

1 =176 (Not Schubert's Marking) >

-

X, .

Ravel: Valses Nobles et sentimentales

Modéré « trés franc
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Example 2:3, Valses nobles, divisions

Introduction A B Fpilogue
Waltz: 1 2,34 S, 67 8

Tonal level

As implied in Example 2:1, a modulatory scheme links the waltzes together.
It is constructed as a symmetrical tonal arch and heard consecutively with the
groupings described above (see Example 2:4). Throughout, the dominant region
(key of D) is never fully realized, in order to create a weakened sense of tonality.
Viewed from this perspective, the opening prolongation of the home-key between
Waltzes 1 and 3 evolves to become a large-scale dominant to the new interior key of

C major (Waltz 4). Once the home-key of G is abandoned, but not entirely forgotten,
it is further undermined by a falling thirds approach from Waltz 5 forward. Thus, at

the level of large-scale structuring, the Valses nobles do not rely on the tensions
created by articulation of tonic and dominant tonalities; instead, it takes a
Schubertian approach to modulation. In contrast, at the level of individual waltzes,
tonic to dominant, or dominant to submediant cadences define the inner divisions.

Example 2:5 summarizes the basic approach to proportioned phrase structuring and

illustrates a co-functioning of musical elements within each of the waltzes.”

Example 2:4, Valses nobles, tonal arch

7
Bar: 1 1 7 15 (45) 4 16 19 67) 1 40
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Example 2:5, Valses nobles, structure of individual waltzes

Waltzt | (4 |4 /B 4" |4

N =0 O il el
ntro'/a’
il 75l 9
6+4+67) | 1+1+2 2+2+2+4 6+6+4
O il O -
CX hansion

f ab, V/IE
(bar 32) Cﬁ/G
centre

bars {14 [5-20 [21-32 3344 4560  |61-80
Waltz2 ————

P el Gl
ritornello

hse

mmf— 17-24

Waltz 2 A’

(continued)

form | Tnwot. |a __ |inwo | blomotifs

+6 color

?to IIT 2to V'/Eb Eb (V) to1

‘bars ]3340 41-48 49-56 5764

Waltz 3

T
2+2+4

phrase

4+4 4+4
2+4+2
comments extended (extended M3 shift B pedal | M3 shift
cycle of cycle of up from D down
fths fifths to Fﬂ from B

R e e
edal
2—56
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Example 2:5, Valses nobles, structure of individual waltzes (continued)

Waltzd {4 B | 0|4

B A (N - A
- S N i L
2

cadence to cadence
C major var 31
to C major V’/B V/E to Ab
1-16 17-24 25-36 37-46
47-54 55-66 67-76

Wale5 (4 = |B | 0000000004

-—
melody)

comments enharmonic M3from Ab of thematic return
Waltz4 (bar 25)

(bar 24=V"/Db)

Enharmonic
shifti-Cg (=
V/V of B)

C# appoggiatura
chord to B
(VIiofe)

B’ inbar27 =

V'/E
‘bars  |1-16 11720 21-28 29-32

Waliz P 1 S S —

phrase bars 6 (X 2), 8 bars
2+2+44

1-

a, F# pedal

ale,
Iﬁk

ke

=

>—60



50

Example 2:5, Valses nobles, structure of individual waltzes (continued)

Waltz7  |{fro 14 | 0

phrase 4+4+8 14 bars = 2+3+3 4 bar phrases
e
5+2
comments Augmented sequential sequential
V/A (bar 18)
hemiola lead-in extended
crescendo
fifths cycle
111-122 (literal 123-130 158
repeat of 4
(contmued)

phrase 4 bar 4 bar 4+37%42+42
phrases phrases
(X 3) (X3)

comments | ambiguous mediant hemiola
transition

relationship
comments | fifths motion | thirds motion/ thirds thirds
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Example 2:5, Valses nobles, structure of individual waltzes (continued)

ety |- || i |
continued) (Transition
a | —

—

2+4 +3
comments fifths motion G pedal ‘
(Eb,Bb,F}) (Eb?: see
bar 61)
G pedal; Eb= C# tritone
bars 44-45 IIl/¢c resolution
G'=V'/C? ar 54 to G (bars 71-72

‘bar | 4145 55-61 6274

Ultimately, the overall key of each waltz has a tonal function as part of the
cycle built from the weakened tonic. This suggests that the piece 'should’ be played
in its entirety. Conceivably, several of the waltzes may also be played together as a
small group—the writer once attended a concert in Hawaii where Noél Lee played
two or three of the waltzes as an encore at the end of his programme. However, this
will not work in every instance; several of the Waltzes do not begin or end in the
same key (e.g. numbers 4 and 7), and the performer will have to choose a
progression of keys that makes sense musically. Conceivably, Waltz 8 may also
work by itself; the G centre at the opening is 'stable’ to the point of standing on its
own, although without an understanding of the motivic borrowings which form the

basis of this waltz, Waltz 8, out of context, may seem confusing to the listener.’

Return to large-scale functioning

The discussion above has illustrated formal and tonal featurés of the Valses
nobles; however, Ravel's tempi indications and localized expression maﬂdngs have
not been factored in. Because of this, it is not possible to deduce or predict the
proportional element solely from the score. As Example 2:6 illustrates, if the length
of Waltz 1 is estimated from Ravel's metronome marking, this produces a result that
is 'somewhat' close to performance. Conversely, if Waltz 2 is considered in the same
way, the finding is not reliable. Ultimately, it is the summation of tempi changes,
realized in performance, which influence the listener's perception of large-scale

shapes over extended periods of time. Performance consequently calls into question



52

the efficacy of relying on the score alone for such measurements, particularly in a

piece without a common pulse.

Example 2:6, Valses nobles, score versus actual performance timings
Valses nobles: notated Projected neutral | Actual time in seconds
metronome marking time in seconds (Dominique Merlet recording)
Waltz 1, =176 81.81816 seconds | 86 (Merlet takes several seconds
[ of pause between waltzes 1 and
2

82
:

Waltz 7, r=(Howat: , 164
opening, r=208; B, J=ca.

Waltz 8, »=76/66 182.94256 243 seconds

Waltz 3, p= (144-1762)
Waltz 4, 4.=80

Waltz 5, =96

QI
N

In order to solve the difficulty of determining how each waltz relates
proportionally, not only to each other, but across the entire piece, Dominique
Merlet's performance was analyzed in order to create a visual representation
(Example 2:7).° Reading from top to bottom, the upper numbers correspond with
cach waltz, and the tonal level is undern<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>