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Abstract

Performing practices in late-nineteenth-century piano playing: implications
of the relationship between written texts and early recordings.

Neal Peres Da Costa

Ph.D.; The University of Leeds, School of Music; December 2001.

Early piano recordings provide audible evidence of the style of late- nineteenth and early-
twentieth century pianists. These clearly exhibit an approach to piano playing which
differs radically from the present. The relationship between the practices preserved in the
recordings and their description in contemporaneous written texts is the focus of attention
here. The investigation shows that the important features of recordings are not faithfully
conveyed by the written texts. Therefore, the recordings reveal a manner of execution and
interpretation that could seldom have been envisaged from the written texts alone.

The recordings examined here include those of a generation of pianists who were trained,
in some cases, 150 years ago. These include Carl Reinecke, Theodor Leschetizky,
Camille Saint-Saéns, and Johannes Brahms, and those of a later generation have also
been considered. Their recordings preserve vital information about general performing
practices of the second half of the nineteenth century, as well as the idiosyncrasies of
their playing.

The significance of early recordings and their importance as a means of appreciating lost
traditions is outlined in the Introduction. Chapter 1 explores the early recording processes
and draws conclusions about the value of the recordings as preserved evidence. The
following chapters investigate practices that are prevalent in the recordings. These
include dislocation (asynchrony of the hands), unnotated chordal arpeggiation, metrical
rubato and various types of rhythmic alteration, and tempo modification. Each chapter
compares contemporaneous and historical written references with numerous recorded
examples provided on the accompanying compact discs. This process reveals, in many
cases, striking inconsistencies, and highlights the gulf between theory and practice. It also
suggests that descriptive language and musical notation have hidden meanings for which
the recordings provide an indispensable key.

Early piano recordings capture an expressive style alien to modern taste. The implications
of this study are that any attempt at historically informed performances must
acknowledge the gulf between current aesthetics of performance and those of the late-
nineteenth and early-twentieth centuries.
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Introduction

Musicians have frequently expressed concern about the adequacy of written texts to
convey all essential aspects of a composer’s intentions. For example, Carl Czemy (1791-
1857), writing in 1846, about the preservation of a style of performing Beethoven’s piano
sonatas that would have been recognizable to Viennese musicians of the first half of the

nineteenth century, stated:

Here closes the series of the grand Solo-Sonatas by Beethoven, which alone would
sufficiently render his name immortal. We have endeavoured by as exact an indication
as possible of the right time, as well as by the accompanying remarks, to facilitate the
study and performance of the same to every considerably advanced pianist.

Beethoven wrote all his works at Vienna, where he resided. It is therefore natural
that here, the mind for comprehending and duly performing them would be preserved,
as by tradition; and experience has proved that such is actually the case. For in other
places, how frequently may not both the time and the character of these compositions
have been mistaken! And this was still more to be feared for the future.'

And other revered musicians feared that neither musical notation nor verbal description
would preserve subtle details of past styles. Towards the end of the nineteenth century,
the famous pianist, teacher and composer Carl Reinecke (1824-1910) gave the following
advice to a young student, concerning Beethoven’s Piano Sonata Op.111:

The indication of the nuances, which Beethoven has bestowed on it, is exceedingly
careful, and whoever follows it conscientiously will at all events miss nothing

essential; but truly, there still remains much to be read between the lines which no
composer can convey by signs, no editor by explanations.’

' C. Czemy, The Art of Playing the Ancient and Modern Piano Forte Works... Being a
Supplement to the Royal Pianoforte School Op. 500 (London, 1846), 68.

* C. Reinecke, Die Beethovenschen Clavier-Sonaten: Briefe an eine Freundin (Leipzig, 1895);

trans. E.M. Trevenen Dawson as The Beethoven Pianoforte Sonatas: Letters to a Lady (London,
1898), 139.



The examination, collation and practical application of evidence about historical

performing practices earlier than the mid-nineteenth century have inevitably focused on
the study of data preserved in pedagogical texts, ear-witness accounts of performers and
performances, and analyses of composers’ notational practices. This approach has
provided invaluable information about evolving tastes and musical vocabulary. In his
article ‘The Present Position of Authenticity’ (1989), Robert Donington vehemently
argued in favour of the use of historical texts, extolling their virtues, but he is also more

sanguine about what one can learn from them than may perhaps be warranted:

For the composer’s intentions, however intuitive and however elusive, at one time
must certainly have existed; and something corresponding to them at least in some
measure can hopefully be recovered provided that we have sufficient degree of
information as to what his notational symbols and his unnotated conventions were.
And this within reason we may claim to do. The contemporary treatises are not all
confusing. It is perfectly possible to piece together a reasonably reliable and consistent
view of large and important areas of factual information which we could never have
guessed from musical intuition alone, provided that we are sufficiently alert to the
many unavoidable divergences of taste and temperament, of time and place, of style
and context, for all of which due and adequate allowance has to be made; and
provided also that in our interpretations we bring to bear the same kind of musicianly
flexibility, which is and always has been the mark of any genuine responsiveness and
spontaneity in the performing arts. A kind of educated flexibility is how I have always
been inclined to define our proper attitude.’

Is it really possible ‘to piece together a reasonably reliable and consistent view’ of
information about historical performing practices? However much it may be possible to
glean, within certain boundaries, the meaning of particular notational symbols or some of
the many unnotated conventions that existed for a specific time and place, the precise

aural effect of such practices remains largely unclear. Despite the abundance of

information presented in written sources, it is obvious that this can only convey, in the

’R. Donington, ‘The Present Position of Authenticity’, Performance Practice Review (1989),
vol. 2 no. 2, 119-20.



majority of cases, an approximation to actual practice. Without audible evidence, it is

impossible to appreciate many of the features of past performing styles that were

transmitted aurally and taken for granted.

The development of recording in the late-nineteenth century is of great significance,
providing for the first time direct evidence, which would otherwise have been
irretrievably lost, of the features of individual musicians’ performance styles. Early
acoustic recordings, and of pianists, player-piano recordings (rolls), shed light on the
performance traditions of approximately the last hundred and fifty years. From these, 1t
has become clear that late-twentieth-century traditions and styles are quite different from
those of even sixty or seventy years ago. Robert Philip’s analysis and comparison of
recordings from 1900 to 1950, clearly illustrates that the following aspects of
performance style have changed significantly: accentuation, articulation, ideals of tone
colour and timbre, tempo fluctuation, tempo rubato; and in the case of vocalists, string
and wind players, portamento and the variation and shading of tone production through
the use of vibrato and non-vibrato. Indeed, reference to a significant change in playing
style in the second half of the twentieth century was made by Edward Sackville-West.
Comparing the recordings of the pianist Moriz Rosenthal (1862-1946) with those of a

later generation, he remarked in 1962 that;

Such recordings as we possess [of Rosenthal] were most of them made thirty-five
years ago or more when Rosenthal was, technically speaking, past his prime, but there
1S scarcely one of them that is not stamped with a musical personality strikingly
different from any presented by the foremost pianists of to-day: If one listens for
instance to any of the Chopin mazurkas which Rosenthal recorded. .. the poetry and

*R. Philip, Early Recordings and Musical Style: Changing Tastes in Instrumental Performance,
1900-1950, (Cambridge, 1992).



distinction seem to belong to another age. The pianist seems unconcerned - as 1f he
were playing for his own pleasure, and did not care whether we listened or not.”

Furthermore, Sackville-West describes Rosenthal’s practice of non-synchrony of the
hands, as well as an apparently ‘cavalier’ attitude to wrong notes, saying that such things
would no longer be acceptable and that ‘nothing but a cast-iron technique... makes

sufficient impression to keep a performer before the public.”

Without doubt, such changes in attitude and playing style went hand-in-hand with
developments in sound recording techniques during the second half of the twentieth
century. But, disregarding distractions caused by poor sound quality in many of the
earliest recordings, further and closer listening reveals that features such as the ad hoc or
seemingly careless approach to the literal notated rhythm, tuning, and basic pulse (which
seem primitive, old-fashioned and curious-sounding to ‘modemn’ sensibilities) are

intrinsic performing practice elements.

Audible evidence, particularly from an era when few or no artificial editing techniques
were available, has to be regarded as the most important primary source for appreciating
performing traditions of that period. In stark contrast, much in present-day commercial
recordings does not necessarily give a true impression of actual performance style. A
producer’s power of intervention through the use of modem editing techniques can, and
often does, alter several significant elements of the initial performance, in some cases

devaluing their worth as preserved evidence. This, coupled with the recording industry’s

* E. Sackville-West, ‘Rosenthal’, Recorded Sound: the Journal of the British Institute of
Recorded Sound (1962), vol. 1 no. 7, 214,
® Ibid., 214.



drive towards artificial perfection and the resulting consumer expectation, has shaped
late-twentieth-century taste. In this context, and as Robert Philip has shown, perfection
has come to mean stricter rhythmic precision of ensemble, absolute respect for notation,
and an eradication of the various types of tempo rubato that were integral aspects of

expression and phrasing around the turn of the twentieth century.

Scholars have only recently begun to engage significantly in the academic study of
recordings from the late nineteenth century and the first half of the twentieth century. The
transfers and reissues of many of the earliest acoustic recordings (in the case of Johannes
Brahms (1833-1897) as early as 1389) and piano rolls to long-playing records and
compact discs provide the most important primary evidence for late nineteenth-century,
and in some cases earlier traditions. Several of these transfers provide examples of the
most famous and revered artists of the second half of the nineteenth century such as the
soprano Adelina Patti (1843-1919), the violinist Joseph Joachim (1831-1907), the pianists
Carl Reinecke, Theodor Leschetizky (1830-1915), Camille Saint-Saéns (1838-1921),
Edvard Grieg (1843-1907), and Vlademir de Pachmann (1848-1933), as well as a
younger generation of pianists such as Jan Paderewski (1860-1941), Fanny Davies (1861-
1934), Moriz Rosenthal (1862-1946), Carl Friedberg (1872-1955), Adelina de Lara
(1872-1961), llona Eibenschiitz (1873-1967), Etelka Freund (1879-1977), and many
others. The surviving audible evidence preserves vital information about general
performing practices of the mid- to late nineteenth and early twentieth centuries as well

as the 1diosyncrasies of their music-making.



A significant factor for consideration is the extent to which early recordings represent an
ongoing tradition. The nineteenth-century musictans noted above may well have
modified elements of their style to some extent, but any change was probably much more
gradual than the rate of change in the late-twentieth century. Communication systems and
multimedia have hastened both the transfer and absorption of information, increasing the
possibility of rapid change. A fascinating example illustrating a fairly slow rate of change
can be seen in the evolution of expressive devices used in string playing from the latter
part of the nineteenth century to the middle of the twentieth century. The earliest
recordings show that, around the turn of the century, many string players of the German
school still played without continuous vibrato and employed varied portamento as the
main expressive device. Vibrato is treated as an ornament, reserved for certain musical
effects like accent or emphasis. During the first decades of the twentieth century,
however, vibrato can be heard more continuously alongside portamento. 1t is not until the
mid-twentieth century or later that portamento falls almost completely out of use, leaving
vibrato predominant as a means of colouring tone. Yet even this type of vibrato 1s
narrower, less continuous and less intrusive than the vibrato generally employed at
present.’ Therefore the transition from the judicious use of vibrato with frequent
portamento to one employing a wide, continuous and largely unvarying vibrato, with

little or no portamento, has taken almost one hundred years.

An analogous development in keyboard playing may be seen in the employment of

techniques such as the dislocation between melody and accompaniment caused by

"This is not true of the period instrument movement that, in general, seems to have rejected

portamento as a general expressive device and uses varying speeds of vibrato ornamentally,
combined with vibratoless tone.



asynchrony between the hands. This expressive device was used particularly in slow
movements and can be heard in the playing of the earliest generation of pianists to record,
and to varying degrees by those of later generations. Remnants of this technique can be
heard on recordings made as late as the 1940s and 1950s. It is noticeable however, that
some late-nineteenth-century pianists and the majority of pianists trained during the
twentieth century employ these devices to a much lesser extent or, in some cases, not at
all. Changing tastes and perhaps technical developments must account for the move away

from performing practices once considered indispensable.

One must always be aware that musical traditions are constantly evolving and that 1t 1
dangerous to assume that one musician’s playing style, no matter how venerated, has
been adopted and transmitted by following generations. In this respect Will Crutchfield
has concluded that:
if everyone played as he was taught, musical style would never change at all. Pupils
play not as their teachers did, but as their reactions to their teachers (imitative,
rebellious, progressive myriad), and to their musical environments, dictate. And they
do not play in the style that was current when they were trained, but rather in the style
that was being developed among the twenty-year-olds when they were trained.”
It is evident that the recording process itself may also be largely responsible for changes
in taste and performance style. Before recording became possible, musicians employed
certain techniques considered expressive without being able to appreciate purely from a
listener’s point of view, the aural etfect. The accompanist Gerald Moore remarks that

with the advent of the microphone:

It 15 still beyond our capacity to see ourselves as others see us - perhaps this is just as
well for our peace of mind - but now it was possible to hear ourselves in very truth. A

* W. Crutchfield, ‘Brahms, by those who knew him’, Opus (1986), vol. 2 no. 5, 14.



newcomer to recording, hearing his voice for the first time, would ask with dismay, ‘Is
this really what I sound like?””
Once it became possible to hear one’s own performance, however, critical listening
intermingled with anxiety about the fact that the recorded result would survive for
posterity must surely have influenced certain aspects of performing style. Moore, whose
experience of recording was wide-ranging, noted the effect it had on his own playing:
The microphone exposed - and continues 10 expose - so many shortcomings in my
playing that I sometimes wonder why I am ever re-engaged. I can only assume it is
because I have never been found out. It is a humiliation to record a piece of music one
has performed in public for years and then to discover how poorly one has played it.
But at least the mike has taught me to listen to myself mighty critically. I owe much to
it though still hating and fearing it.°
The majority of the earliest extant recordings considered here were made in the first
decade of the twentieth century, and some later electrical recordings have also been
considered. These capture the styles of musicians at the end of their careers, in some
cases trained one hundred and sixty years ago. The research to date has largely
overlooked some of the earliest recordings made by pianists such as Reinecke,
Leschetizky and Saint-Saéns. This dissertation investigates what is happening in these
musical ‘snapshots’ in order to distinguish what is old-fashioned or ‘modern’,
1diosyncratic or a general trend. Given the limitations of the recording process discussed
in the following section, the investigation deals only with such practices as rhythmic
dislocation between the right and left hands, arpeggiation, rhythmic alteration (metrical

rubato and inequality) and tempo modification, excluding those practices specifically

based on dynamic nuance or pedalling. These important practices are compared with

?OG. Moore, Am I Too Loud? (1962); this edn. (Middlesex, 1966; repr. 1968), 56.
Ibid., 58.



contemporaneous written texts on performance (some highly detailed, others more
general) in order to evaluate the correspondence between actual practice and its written
description. The study of recordings of the oldest generation of pianists, as well as of
those who followed, in specific conjunction with written texts reveals far more than is

possible from a study of recordings or written texts alone.
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Chapter 1

Early recordings: their value as evidence

For pianists, two methods of recording were possible around the turn of the twentieth
century: acoustic recordings (pre-electrical recordings) and player-piano (roll) recordings.
Acoustic recordings relied on the transmission of sound vibrations via a conically shaped
funnel called a horn or trumpet to a sensitive membrane attached to a needle.
Sympathetic movements of the membrane caused the needle to make an impression into a
suitable medium. Peter Ford’s ‘History of Sound Recording’ (1962) provides many
enlightening details about the development of early acoustic recording technology,
including the following description of Thomas Edison’s phonograph devised in 1877:

It was quite a simple machine. It consisted of a cylinder, 4in. in length and 4in. in
diameter, which had a helical groove of 0.1in. pitch inscribed on its surface. The
cylinder was mounted on a threaded shaft of the same pitch as the groove on the
cylinder. A handle rotated the cylinder and shaft. On each side of the cylinder there
was a framed diaphragm and in the center of each diaphragm there was a steel point. A
sheet of soft tinfoil was wrapped around the cylinder. The point of the recording stylus
was brought to bear on the tinfoil and the cylinder was then rotated as the operator
spoke. The resulting vibrations of the diaphragm were indented into the foil and the
foil was indented into the groove on the cylinder. For replay, the more sensitive
diaphragm at the other side of the cylinder was employed. !

By 1885, however, wax was used instead of tinfoil in order to reduce the insupportable
distortion factor, though this remained a problem for many decades. According to Ford,
instead of using foil, the basic phonograph was adapted by filling the groove of the
cylinder with beeswax’.? Even after shellac discs were invented, the initial recording was

; P. Ford, ‘History of Sound Recording’, Recorded Sound (1962), vol. 1, no. 7, 222.
Ibid., 223.
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made on to wax and subsequently transferred. Acoustic recordings continued unttil the
invention of the microphone in the mid-1920s when it became possible to convert sound
waves into an electrical impulse and amplify this impulse to ‘almost any required

strength’.

Another early-twentieth-century pre-electrical recording process using a reproducing
pi1ano was popular and considered very sophisticated. A remarkable system employing
electrical currents enabled pitch, rhythm, and tempo, as well as dynamic nuance and
pedalling to be recorded by making perforations on to a paper roll. The roll could be
played back on a specially adapted piano that used air pressure created by pneumatic
pumps to depress the keys. The “effect of the recreated piano performance was quite
overwhelming.”* One such system, the Welte-Mignon created by Edwin Welte in
Freiburg in 1904, was purported to be able to replay ‘with great accuracy the most rapid
notes, the most complex rhythms and the most subtle tempo changes.”” In 1948, Richard
C. Simonton provided the following detailed description of the mechanism and technique

involved in the Welte system:

There was a standard Steinway grand piano, equipped with a trough running the length
of the keyboard and immediately under it. In this trough there was a pool of mercury,
and when the key was depressed, a carbon rod attached to the bottom of the key
engaged this mercury and caused an electrical contact to be made. The resistance of
this contact varied with the pressure exerted on the carbon rod so that actually,
depending upon the blow with which the key was struck, there was a corresponding
change in the electrical resistance of the contact made. All of the keys were connected
by wires to the recording machine, which was usually some feet away from the
controlling piano. This machine had within it the conventional rolls of paper which

* J. Borwick, ‘Sound Recording, Transmission and Reproduction’, The New Grove Dictionary of
Music and Musicians, ed. S. Sadie, 1st edn. (London, 1980), vol. 17, 575.

* A. Leikin, ‘The Performance of Scriabin’s Piano Music; Evidence from the Piano Rolls’,
Performance Practice Review (1996), vol. 9 no. 1, 101-3.

> Ibid., 101-3.
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were entirely blank and without perforation, but were ruled their entire length with
over one hundred fine lines, each corresponding to the center line of its control
mechanism. Above the point at which the impression actually took place on the paper
was a series of small rubber rollers of a composition similar to the type used in a
printing press, and these rollers were linked with an ink similar to that used by the
printing industry. The result was that as the keys of the piano were depressed, these
rollers engaged [the piano] and transferred their inking to the paper in such a way that,
depending upon the blow or touch exerted upon the keys of the piano, there was a
corresponding difference of the inking of the paper on the master roll. Other functions
of playing were also transferred, such as pedaling. After the recording was completed,
it was sent to the laboratory and very carefully prepared for being used in the
reproducing machine, or used in reverse in order to give a performance and re-create
once again the actual playing of the artist as the roll had recorded it. For this purpose,
the Weltes had constructed a machine which was the exact opposite of the recording
piano. This device had felt covered levers - one for every key. It was a cumbersome
thing that was placed in front of the keyboard of a piano and when a roll master was
put inside, it actuated the mechanism within this monster in such a way that these
levers came down and depressed the keys with the same dynamics in the same order as
in the original performance. Every precaution was taken to get conditions as nearly
equal as possible to the original performance so these wooden levers were made the
same length as a man’s fingers from the pivot of his wrist to the tips, so that the same
power of touch would produce the same dynamic strength on the piano as the artist
when he struck the keys during the making of the recordin g.6

During the first half of the twentieth century many companies such as Duo-Art, Aeolian
Company, and Ampico, produced piano rolls and most of the famous pianists were

recorded in this manner.

Though acoustic and piano roll recording processes were seen as an important means of
preserving the art of virtuoso pianists of the day, it is evident that both had particular
limitations. Accounts about early acoustic recording sessions give a clear picture of some
of the problems that plagued recording engineers as well as the conditions in which artists

had to work. For instance, when the Gramophone Company first recorded Adelina Patti

® R. Simonton, ‘Notes’, Great Masters of the Keyboard, Columbia Masterworks ML4291-5
(1950), unpaginated.
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in 1906 it is clear from a description by the producer, Fred Gaisberg, that the experience

was somewhat difficult;

It was an ordeal for her [Patti] to sing into this small funnel, while standing 1n one
position. With her natural Italian temperament she was given to flashing movements
and to acting her parts. It was my job to pull her back when she made those beautiful
attacks on the high notes. At first she did not like this and was most indignant, but
later when she heard the lovely records she showed her joy.’

Despite the difficulties, there is little doubt that Patti was charmed with the results. Her

pleasure is recorded in a letter of the 8th of December 1905, to one of her accompanists

Alfredo Banh:

You will be pleased to hear that I have been singing in a Gramophone & that it all has
turned out satisfactorily - my voice & phrasing come easy & simply perfect out of the
instrument & I think the company will make a fortune.®

It is clear however that the method of recording at this time resulted in certain nuances,
such as dynamics and accentuation, being less well preserved than others. Pattt’s niece,

Louise Barili, described what she witnessed at one of the sessions:

The facilities for making the records were crude...Aunt Adelina stood on a small
movable platform which, for shading, was moved toward or away from the recording
machine. As this was done while my aunt was singing, it made her very nervous.
Father, too, was agitated, because he had to play with the piano elevated, high up, on
boxes. Papa was told not to do any shading, as it would not record, but he could never
play mechanically.’

Indeed for pianists there were even more serious difficulties with which to contend.

Recalling his earliest experience of making records in 1921, Gerald Moore described

how, in addition to the sterile surroundings and the over-resonant acoustic of the

7 J.F. Cone, Adelina Patti: (Queen of Hearts (Oregon, 1993), 243.
| Ibid., 244.
® Ibid., 246.
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recording studio which were necessary for maximum impact on the vibrating diaphragm,

the piano itself had to be modified:

I ran my fingers over the keys of the pianoforte and was appalled at the metallic
harshness of the tone; it had the brazen splendor [sic] of a brass spittoon. This brittle
sound was not to be attributed entirely to the acoustics of the chamber, for I found on
examination that the piano, by the tuner’s art, had been rendered as percussive as
possible by the filing down of the felts on the hammers. The anti-upholstery campaign

had extended even to my piano. 0

But as if this was not enough, Moore, like Barili, was instructed to play with unvarying
dynamics and especially not to play softly. He recounts that;

In any recording session, the first record gives the most trouble because it is here that
quality of sound and balance between the two instruments [the violin and the piano]
have to be settled... They had great trouble with me because 1 tried to play softly. Mme
Chemet and I were dealing with a Berceuse but Arthur Clark, opening his kennel
window, insisted on my playing forte all the time. I protested that it was impossible to
bang out all the notes of a lullaby; I should wake the baby. The result, in the test
played back to us, was that I was unheard. I did not relish this. The piano could not be
placed any nearer than it was; already the violinist had hardly enough room for her
bowing arm between the trumpet [the recording homn] and the piano. In the last
reckoning I obeyed official recommendation and clattered my part of the lullaby like a
charge of cavalry, to the approval of all.'!

The difficulty of recording dynamic shading and therefore presumably other nuances
such as accentuation and articulation was a serious matter that naturally concerned many

pianists. Having witnessed and marvelled at Paderewski’s performances on many

occasions, Moore commented on his acoustic recordings of Chopin’s Mazurkas Op. 7

No. 2, Op. 17 No. 4 and Op. 33 No. 4, saying:

Listening now to Paderewski’s recording of these frail pieces it comes as something of
a shock to hear him inject so much passionate fervour into them. (A Mozart string
quartet transcribed for brass band.) One cannot question the taste of this noble artist,
and since he never hurt my sensibilities when I was present at a public performance, |
conclude that he felt impelied to maintain a consistently penetrating forte to register on

'“Moore, Am I Too Loud?, 52.
' 1bid., 53.
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the soft wax of the old recording process. This was my own practice in the early
twenties when to make a diminuendo or attempt to play softly reduced the recording

engineer to despair.'’

Moore also makes it quite clear that, having learned how to adapt one’s playing to the
requirements of the acoustic recording process, musicians had to reassess entirely their
recording philosophy once microphone recording became possible:

To think 1n terms of accuracy and vigour which had sufficed in the past was not
enough, we had to sing and play as musicians, with refinement, with light and shade,
with delicacy of nuance. I even had to play very softly when necessary. The making of
a good record, it was quickly realized, demanded infinitely more concentration and
care from the artists. The microphone picked up everything."’

The matter of tempo was another factor that caused great concern in some early acoustic

recording sessions, particularly when the repertoire exceeded a certain length. The wax

cylinders and discs in use up to the 1920s could only preserve, at most, just over four
minutes of music. The repertoire would either have to be modified by making cuts or by
playing it faster than was comfortable or indeed musical. Here again, Moore’s
reminiscences prove very enlightening. He explains that:

Only two sizes of records were 1ssued under the wax process; the twelve inch running
normally for four and a quarter minutes and the ten inch lasting three minutes and ten
seconds. An extra half-minute could be squeezed on to the disc in extreme cases by
narrowing the playing grooves. This was avoided as much as possible since the quality
of tone deteriorated when the needle approached too near to the centre. A symphony
or sonata movement would take up much more space than could be contained in one
record side and the movement would perforce be halted midway - sometimes on an
unresolved discord. This hiatus was altogether unbearable even to us primitives.
Often, therefore, in the case of a shorter piece the pace would be quickened to a
preposterous tempo 1n our efforts to complete it in record time. When the red light
gleamed, not a sccond was lost, we were away. Runners in a hundred yard sprint were
not quicker off the mark than we. This, in fact, is how Selma Kurz - that wonderful
soprano from the Vienna State Opera - and I endeavoured to record Beethoven’s

'* G. Moore, Furthermoore - Interludes in an Accompanist’s Life (1983); repr. in Collected

Memoires (Middlesex, 1986), 396.
13 Moore, Am I Too Loud?, 56-7.



16

Adelaide, a lengthy song with an extremely slow first section. Long before we had
finished this larghetto we were ‘buzzed’ by the engineer who put his head through the
window to inform us that he had come to the end of the wax. We tried again and now |
played my introduction at a speed that would have shocked Beethoven but Mme Kurz
was standing so far from the piano, with her head in the trumpet, that not hearing me,
and no blame to her, she became slower and slower. I am afraid we had to abandon

poor Adelaide. 4

A similar problem beset the pianist Ferruccio Busoni. Writing to his wife in 1919 about
his recording experiences, he related that:
Yesterday I suffered the gramophone drudge through to the end...they wanted the
Gounod-Liszt Faust-waltz (which lasts a good 10 minutes) - but only four minutes’
worth! - so I quickly had to make cuts, patch and improvise, so that it still retained its
sense; give due regard to the pedal (because it sounds bad), had to remember that

particular notes must be struck louder or softer - to please the infernal machine; not let
myself go - for the sake of accuracy - and remain conscious throughout that every note

was being preserved for eternity. P
But these problems did not necessarily affect all recordings and certainly not those of
shorter works. For example, Busoni’s 1919 acoustic recording of Chopin’s Prelude
Op. 28 No. 7 takes approximately 59 seconds compared with his 1923 piano roll
recording which takes 1.05 minutes. Edvard Grieg’s 1903 acoustic recording of his
Bridal Procession Op. 19 No. 2 takes approximately 2.54 minutes, while his 1906 piano
roll of the work takes 2.40 minutes on the 1934 transfer. A similar pattern is observable
in comparing Saint-Saéns’s 1919 acoustic recording of his Valse mignonne with his 1905
piano roll recording of the same work. The variation is negligible at 2.15 minutes and
2.16 minutes respectively. In all the cases above and many others, the wax cylinder

recording speeds are comparable with piano roll recording speeds. It is evident, therefore,

14 1.

Ibid., 54-5.
'> ‘Busoni to his wife (November, 1919)’, cited in A, Beaumont, ‘Sleeve Notes’, Ferruccio
Busoni: Complete Recordings, GEMM CD 9347 (1989), unpaginated {3].
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that in the case of shorter works, acoustic recordings probably preserve, 1n most cases,

the normal tempo intentions of the artist.

Pedalling is yet another factor that may not have been well preserved in the earliest
acoustic recordings. In this respect, Ford has pointed out that:
Piano solo records and piano accompaniments were usually made using an upright
instrument with its back to the recording horn. In the very early days it was deemed
necessary to wedge the piano pedals so that they could not be used. e
Given the need to play constantly at a high dynamic level, there seems little doubt that
the use of the una-corda or soft pedal would in any case have been prohibited. The

sostenuto pedal would certainly have contributed to a blurring of the already

disadvantaged piano sound in the over-resonant acoustic of the recording studio.

Contemporaneous accounts suggest that piano roll recordings during the early twentieth
century were considered by many to preserve the playing of revered pianists more
successfully. For example, Grieg, impressed by the results of the rolls he heard,
commented in his diary on April 11, 1906:

Played 6 of my piano pieces at Hupfelds’ on his ‘Phonotist’ electric piano. What this
instrument does is unbelievable. The pianola, which impressed me yesterday, 1s
nothing by comparison. No ‘metrostyle’, nothing that is dependent on someone to
guide the performance, because there is no such thing. I heard a Liszt Rhapsody
played by Reisenauer, and it was indisputably Reisenauer’s personal style. I am very
anxious to hear my things replayed by this instrument, '’

'® Ford, ‘History of Sound Recording’, 228.
17 ¢ » . ’ . p . v ’ v

P. Dahl, ‘Sleeve Notes’, Edvard Grieg’s Piano Music in Historic Recordings, trans, W.H.
Halverson, SIMAX PSC 1809 (1992), 62.
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And a reaction to Busoni’s Duo-Art piano rolls in 1924 by one of his students shows

clearly how well the artist’s playing had been preserved:

It was with great interest, not I confess, unmingled with apprehension, that I prepared
to hear the rolls which Busoni had made for the Duo-Art reproducing pianoforte. I
may say quite frankly that I was amazed beyond measure. These rolls are not merely
reproductions - they are Busoni himself, !*

[t is evident that some people considered piano roll recording to be superior to acoustic
recording. In the following extract from The Musical Times, the anonymous reviewer

remarks:

How much more successful a Pachmann roll is than a Pachmann gramophone record!
In the records the tone is usually bad, whereas, presuming the player piano to be a
good instrument, it 1s impossible to get a bad tone from a roll. Moreover, Pachmann
has been known to chip in with audible comments when recording, and such
comments have been duly promulgated per gramophone. When making player-piano
rolls he may talk to his heart’s content, and it gets no farther. His rubaro in Chopin’s D
flat Nocturne is on the lavish side, but the performance is exquisite in all other
respects. 13

And another reference extolling the virtues of the piano roll recording above the acoustic
recording is found in the following reference from The Musical Times. The writer gives

the strong impression that even features such as dynamic nuance and pedalling are
faithfully and successfully preserved, saying that:

For the first time I have had the pleasure of hearing some Ampico recordings. These,
like the Animatic and Duo-Art, can be heard to advantage only on their own
Instruments. Ampico rolls seem to be able to reproduce every possible degree of tone-
colour, phrasing, &c., and in so fluent a manner that the reproduction of the artist’s
playing 1s almost uncannily faithful. I found the best example of this in Robert
Schmitz’s excellent playing of Debussy’s ‘Jardins sous la pluie’... wherein the
pedalling 1s specially good. The varied tones and details are beautifully reproduced.
Such a roll as this Icaves even the best gramophone records of piano-playing [sic] far

'* Anon., ‘Busoni: by one of his pupils’, The Pianola Journal: the Journal of the Pianola Institute

(1998), no. 10, 61-2.
19 Anon., ‘Player-Piano Notes’, The Musical Times (1929), vol. 70, 135.
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behind, if only on the score of tone quality ~ the weak point of the gramophone where
the pianoforte 1s concerned.”’

However, more recent research into the Welte-Mignon system reveals some
shortcomings. Apparently, ‘dynamic range was considerably lower than that of the live
performer’ and ‘the player piano covered only the middle range of the potential dynamic

2! Dynamics were only reproduced in a general sense, ‘missing

span of a concert grand.
the minute, barely perceptible nuances that are crucial for expressive delivery.”** The
pedal mechanism was also apparently problematic; it could not specify the exact position

of the pedal (half, quarter, and so on).

Thus, there is reasonable doubt concerning the faithful preservation of dynamics,
accentuation and pedalling on some piano rolls. In addition, the playback of the final
product was, as suggested by the reference above, best suited to the instrument on which
it was recorded, but this was not always possible; these rolls were replayed on all types of
instruments. In this respect, Robert Philip has noted that the performance of the same roll
on different instruments might possibly produce varying results:

One question...is whether it can be wholly satisfactory to record the behaviour of the

hammers on one piano, and then transfer this information to a different piano with
different acoustical properties and with hammers in a different condition. Delicate

adjustment of the playback mechanism is needed to achieve a plausible result, and it
can never be known how close the reproduction is to the original performance on the
original instrument.*’

20 Anon., ‘Player-Piano Notes’, The Musical Times (1929), vol. 70, 905.

2! 1eiken, “The Performance of Scriabin’s Piano Music’, 101,

* 1bid,, 101,

* R. Philip, ‘Pianists on Record in the Early Twentieth Century’, The Cambridge Companion to
the Piano, ed. D. Rowland (Cambridge, 1998), 78.
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This factor was acknowledged by pianists of the era. Harold Bauer stated in 1948 that:

The final result was always somewhat discouraging in spite of all this trouble, for the
reason that the dynamics set to produce certain effects on the piano which was being
used for such editorial purposes, varied when the record was played on another piano.
This was due to minute differences in quality of tone, and in resistance within the
action, and there was no way of overcoming the difficulty.**

Denis Hall, who has devoted much time and effort to the restoration and the

understanding of player-pianos and rolls, referred to this particular problem, saying that:
The pianos for which reproducing rolls were produced were very different animals
from their modern counterparts. Fashions in piano tone alter over the years as much as
fashions in piano playing. What was admired 70 or 80 years ago may be barely worthy
of mention today. As to piano tone, the pianos of the first 30 or so years of this century

[the twentieth century] 1n general had lighter and softer hammers than are fitted to new
p1anos; this also usually applies to the hammers fitted when old instruments are

rebuilt.

In this light, it is evident that unless piano rolls are replayed under strictly controlled
conditions, certain features may be distorted. These factors aside, however, piano rolls do
preserve with precision many features of the original performance such as the position of
notes, and particularly the rhythmic relationship between notes in one hand and the other,
as well as tempo modifications. Once the perforations were made, it was difficult to make
changes. Thus it may be assumed that, in the majority of cases, the pianists’ placement of
notes and the note duration are exactly reproduced. A photographic example from a Duo-
Art piano roll, showing the roll perforations juxtaposed with the musical notation of a
section from Chopin’s Nocturne Op. 15 No. 2 recorded by Viademir de Pachmann (1848-
1943), was provided by John McEwen in Tempo Rubato or Time-Variation in Musical

Performance (London, 1928). The length of each perforation (the horizontal lines)

* D. Hall, ‘Duo-Art Rolls; a Description of their Production and an Assessment of their

Performance’, The Pianola Journal (1998), no. 10, 40.
 D. Hall, ‘A Window in Time - a Response’, The Pianola Journal (1999), no. 12, 10,
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corresponds with the length of the respective note. The photograph gives a visual

portrayal of important features such as the non-synchrony of the hands at moments that

are notated in the music to be synchronous (Fig. 1.1).

Fig. 1.1 Chopin, Nocturne Op. 15 No. 2, bars 50 to 52 of Pachmann’s Duo-Art
roll, annotated McEwen.

26

A criticism levelled at piano roll recordings is that in ‘modem’ playback, using
instruments that are perhaps different in some way from the original, the tempo nuances
may not be reproduced exactly as recorded. Comparison between several acoustic
recordings and piano rolls of the same work by the same pianist reveal, however, a close
relationship in these performance features. The tempo variations in Saint-Saéns’s
performance of his Valse mignonne are recognizably similar in both types of recording.
For example, the tempo remains steady from bar 1 to bar 48 in both recordings, after

which there is a recognizably similar accelerando. The same is true for other tempo

% Cited in Philip, Early Recordings, 48.
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changes and it is evident that Saint-Saéns’s piano roll does closely resemble his acoustic
recording. Grieg’s two piano rolls of his Bridal Procession Op. 19 No. 2 both preserve
very similar traits to his acoustic recording of it. For example, the characteristic rhythm
quaver-crotchet that appears as a phrase ending throughout the work is often distorted 1n
both types of recording, so that the crotchet is noticeably delayed. Many other tempo
modifications are mirrored, such as the sudden hastening at bar 25 and the broadening in
bars 31 and 32. Hall has presented other comparative information regarding Busoni’s
acoustic and piano roll recordings of Chopin’s Prelude Op. 28 No. 7:
The one Prelude which appears on disc as well as roll (no. 7 in A) is remarkably
similar 1n both versions. Busom plays it twice, bringing out different features 1n the
music on each occasion. The emphasis of the melody at the beginning of the repeat is
clearly there, as 1s the accenting of the first chord in bar 12. The treatment of the alto
line from bars 4 to 10 1s not so obvious on the roll although the dynamic coding shows
that Reynolds [the editor] was aware of what Busoni had played even if he did not

translate the effect successfully to the roll. Nonetheless, the similarities are very
marked; the two performances are quite clearly by the same pianist.”’

Hall 1s also convinced that when piano rolls are played under the right conditions many
aspects of the original performance are reproduced. Comparing the Duo-Art rolls of
certain pianists with their acoustic recordings, he concludes in the case of Paderewski for
example, that ‘one may single out The Maiden's Wish (Chopin/Liszt), the Nocturne
Ragusa (Schelling) and Reflets dans {’eau (Debussy) as instantly being recognisably the

same pianist as on disc. The phrasing, dynamic effects and pedalling are identical. Only

the subtlest of his tone colouring is missing.”*® And concerning Harold Bauer, Hall says

that “his general style is unmistakable in the many titles he recorded for the Duo-Art

which did not appear on disc. His singing treatment of melody-lines, with the left hand

1D, Hall, “Duo-Art Rolls’, The Pianola Journal (1999), no. 10, 4.
*% Ibid., 49-50.



23

not quite together with the right, and his forthright playing of rhythmic passages come

through very distinctly.’*’

Without doubt, there is much important evidence preserved in early acoustic piano

recordings and piano rolls. The above references show, however, that although they
provide a very important window into the past, the information that may safely be
extrapolated from them at this stage is limited to practices that are not directly influenced
by dynamics, tone, touch and pedalling. These practices are investigated in the chapters

that follow.

¥ Ibid., 49-50.



24

Chapter 2

Dislocation

One of the most significant differences between the style of piano playing preserved on
recordings from around the turn of the twentieth century and the characteristic style of
piano playing in the late twentieth century is heard in the employment of such expressive
devices as unnotated dislocation of melody from accompaniment, ' and unnotated chordal
arpeggiation.” Some recordings reveal frequent use of both techniques while more
recently recordings and live performances employ them far less or not at all. In general,
piano playing during the past forty or fifty years has become characterized by an
increasingly neat and synchronized style of playing that is faithful to the musical
notation. This significant change in attitude and practice is one of the many reasons why
early piano recordings often sound curiously disjointed and ‘limping’ by present
standards. The synonymy of synchrony in piano playing and stylistic and tasteful playing
has been generally regarded as axiomatic in recent times. This is clearly exemplified 1n
the horrified reaction of a trained musician to the introduction of an unnotated arpeggio to
a celebrated piece of nineteenth-century music by the pianist Melvyn Tan and the

Australian Chamber Orchestra. In a criticism published in the Sydney Morning Herald

' Referred to as ‘rhythmic dislocation of melody from accompaniment’ in Philip, Early
Recordings, 47. In Stolen Time: the History of Tempo Rubato (Oxford, 1994), 334, R. Hudson
refers to this as the ‘breaking of hands”’.

* Here, chords are composed of two or more notes and are aligned vertically in the notation.

* A term used to criticize asynchronous piano playing in J. Hofmann, Piano Questions Answered
(New York, 1909); this edn. (1920; renewed 1947 by J. Hofmann; repub. New York, 1976), 25-6.
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(November, 1998), the reviewer takes obvious exception to Tan’s interpretation of the

opening chord of Beethoven’s Piano Concerto No. 4 Op. 58, saying that:

Then there was the vexatious question of the first chord. For those unacquainted with
the frailties of modem pianism, the first chord of Beethoven’s Fourth Piano Concerto
is generally held to be the most difficult chord in the repertoire. Playing it is like
performing brain surgery on Stephen Hawkings [sic]: if you don’t get the exact
balance, the exact pressure, the exact weight, you risk killing one of the most sublime
creations of the human spint. Tan rolled it! He arpeggiated it (ie, he played the notes
one after the other, rather than together). Many would regard this as the greatest
dereliction of civic duty since Pontius Pilate. For Tan and Tognetti, however, it
seemed to be an attempt to introduce some of the freedoms of 18th-century
performance practice to this early 19th-century work.*

In spite of such strong present-day objections, it is evident that Beethoven fully accepted
and utilized such practices. In this regard, Carl Czerny’s advice is of great significance.
Recalling Beethoven’s own practices, he placed an arpeggio sign next to the first chord of
this concerto (Fig. 2.1). Confirmation that, in many circles, such techniques were
considered indispensable expressive devices throughout the nineteenth century is found
in several written documents cited in Chapter 3. The aural effect of the application of an
arpeggio to the first chord of this work is heard on Steven Lubin’s 1988 recording with

the Academy of Ancient Music (CD 1/1).

* P. McCallum, ‘When Seeking a Good Tan, Turn Before you Bum’, Sydney Morning Herald
(November 21, 1998), 15.
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Fig. 2.1 Beethoven Piano Concerto Op. 58, first movement, annotated by Czerny.5
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Several references demonstrate the negativity with which localized dislocation in piano
playing has been regarded more recently. Recalling his dismay in 1975 on hearing a live
recording from the 1949 Edinburgh Festival of Schumann’s Frauenliebe und -leben

Op. 42 by the singer Kathleen Ferrier and the pianist Bruno Walter, © the pianist Gerald

Thompson (b. 1933) recounts that:

it was re-recorded on to 33s sometime, I think in 1975, and it just so transpired that in
that year I’d given two performances of this same work with two local sopranos...and
so when [ saw this record I was very excited because I knew that Bruno Walter was
very highly esteemed as a conductor, and I knew that Kathleen Ferrier had profound
admiration for him as a pianist you see, so I couldn’t wait to get back home and play
this record. But as soon as I heard the very first bar, I realized there was something
wrong, that Bruno Walter was putting down his left hand before his right hand, and
this continued to the extent that I don’t think that I could listen to it to the end, I felt
really so distressed, almost ill, and I haven’t replayed it for twenty-six years.’

In Speaking of Pianists (1957), Abraham Chasins denounced certain aspects of the piano

playing of Jan Paderewski (1860-1941), saying that:

> C. Czerny, Supplement, 109.

® K. Ferrier and B. Walter, Schubert, Schumann and Brahms, BBC live recording from the 1949
Edinburgh Festival (Decca - Mono 6BB197-8).

" Transcript of part of an interview with G. Thompson, conducted by N. Peres Da Costa on

September 15 (2001). Thompson conducted a semi-professional career as a piano accompanist in
Wakefield, West Yorkshire.



27

Schumann’s “Warum?” discloses Paderewski’s beautiful tone and poetic feeling. It
also discloses the unhappy traits of melodramatic expressivity - the agonlzed
cantilena, the torn-to-tatters meter, the hands played one before the other.®
In his 1962 article about the pianist Moriz Rosenthal (1862-1946), Edward Sackville-
West opines that ‘it is difficult to say how he compared... with pianists like Busony,
Paderewski and d’Albert. It is obvious that he shared with Paderewski an indifference to
synchronizing the hands - indeed he probably thought it more expressive not to do 50.””
Sackville-West’s comments give the impression that Rosenthal and Paderewski

employed manual non-synchrony somewhat carelessly, though he acknowledges that they

may have considered it an indispensable device.

And in Furthermoore (1983), the accompanist Gerald Moore succinctly summarnizes the
late-twentieth-century attitude to localized dislocation in piano playing. Speaking of
Paderewski, Moore says that:

When Neville Cardus described Paderewski as a visitant from a receding epoch, 1t was
literally true, for his habit of bringing the bass [in] earlier than the treble when the
hands should synchronize was a relic of bygone days and our ears had, perforce, to
become accustomed to it. It is a practice regarded today as the hallmark of the
amateur, evidence of inattentive self-listening, the first weakness that a reputable
teacher seeks to eradicate. However, it may possibly have been regarded as the apogee

of expressiveness a century or more ago.’
Localized dislocation of melody from accompaniment (henceforth called dislocation)
describes a momentary separation between the left and right hands achieved by various

means. This expressive technique is not exclusive to, but is particularly noticeable on,

% A. Chasins, Speaking of Pianists New York, 1957); 3rd edn. with a new preface by the author
(Ncw York, 1981), 90,

? E. Sackville-West, ‘Rosenthal’, Recorded Sound (1962), vol. 1, no. 7, 214.
19 G. Moore, Furthermoore, 396-7.
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recordings of solo pianists.'' The most popular method is to delay a note of the melody in
the right hand so that it is placed directly after the corresponding accompaniment note 1n
the left hand. In fewer cases, the right hand precedes the left. In this sense, dislocation
resembles the technique of metrical rubato, that is, the rhythmic alteration of melody
notes over an accompaniment that preserves the pulse. However, as will be seen, there
are fundamental differences between these practices and therefore metrical rubato 1s
considered separately in Chapter 4. Although dislocation and unnotated chordal
arpeggiation share the similar principle of separation of notes that should apparently, by
their vertical alignment in the musical text, be synchronized, they have significantly
differing characteristics and functions. Therefore, the practice of unnotated arpeggiation

is dealt with on its own in Chapter 3.

In piano playing, dislocation occurred much more often in slow expressive music than in
fast music. Often in compositions of varying characters, it was reserved for the most
expressive part. Some pianists, however, applied it universally. Typically, dislocation
occurred at: a) the beginnings of phrases; b) beginnings of bars; and ¢) moments which
are harmonically strong or dissonant. In some cases, it can be heard on every beat in a
bar. Dislocation occurred 1n a variety of combinations shown below (Fig. 2.2), the main

underlying criterion being the separation of the hands.

'! There are examples found in recordings of singers, string players and chamber ensembles,
some of which are cited below.
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Fig. 2.2 Types of dislocation preserved in early recordings.
Single melody note Chord (notes struck together)
Single melody note ' Chord (notes arpeggiated)
Chord (notes struck together) Single accompaniment note
Chord (notes arpeggiated) Single accompaniment note
Chord (notes struck together) Chord (notes struck together)
' Chord (notes arpeggiated) Chord (notes struck together)
Chord (notes struck together) Chord (notes arpeggiated)

At times, the aural effect of such dislocations is that the accompaniment seems aligned
with the notional beat or pulse and the melody is displaced. At others, it is the melody
that seems aligned with the pulse, the accompaniment sounding anticipated..12 It is not
always possible to be sure what relationship the right and left hands have to a notional
pulse, especially when dislocation occurs in conjunction with a modification of tempo.
Dislocation is preserved on recordings as early as 1889 and continues well into the
second half of the twentieth century, though with significantly declining incidence after
the 1930s. ** Still, it can be heard clearly in some recordings up to the 19505 and 1s
employed occasionally in recordings from more recent times. Figure 2.3 charts some

significant examples where dislocation is prominent, and some in which it is almost

completely absent. The pianists listed include those who used dislocation in a significant

'? This has led to the coining of the term ‘bass-note anticipation’ mentioned below.
'3 Sce Philip, Early Recordings, for a fuller discussion.
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number of recordings, as well as those in whose playing it might reasonably have been
expected because of their age. Other pianists whose recordings reveal that they used
dislocation occasionally or infrequently and who are not listed include Emil Sauer (1862-
1942), Maurice Ravel (1875-1937), Sergei Rachmaninov (1873-1943), Emo Dohnanyi
(1877-1960), Wilhelm Backhaus (1884-1969), Alfred Cortot (1870-1962), Harold Bauer
(1873-1951), Elly Ney (1882-1968), Ignaz Friedman (1882-1948), Benno Moiseiwitsch
(1890-1963), Ethel Leginska (b. 1890), Severin Eisenberger (1879-1945), Myra Hess
(1890-1965), Olga Samarott (1880-1948), Ossip Gabrilowitsch (1878-1936), Edwin
Fischer (1886-1960), Alexander Brailowski (1896-1976), Leopold Godowsky (1870-

1938) and Alexander Goldenweiser (1875-1961).

Fig. 2.3 Dislocation preserved in early recordings. '

COMPOSITIONS WITH COMPOSITIONS WITH
FREQUENT INFREQUENT OR NO
DISLOCATIONS DISLOCATIONS

Brahms Hungarian Dance

Camille Saint-Saéns Chopin Nocturne Op. 15 No .2 | Saint-Saéns Valse mignonne,
(1838-1921) and Beethoven Sonata No. 16 1919, and Valse mignonne,

Op. 31 No. 1 (2nd movement), | 1905, piano roll
1905, piano roll
Schumann Warum? Op.12 -
Leschetizky Les deux alouettes
and Barcarole, 1906, piano roll -
Edvard Grieg Grieg Butterfly Op. 43 No. 1,
_ Remembrances Op. 71 No. 7,

No.3 and Mozart Larghetto
from Piano Concerto K 537 arr.

'* Unless otherwise stated, recordings made before 1924 are acoustic; recordings from 1924

onwards are electrical. All piano roll recordings are indicated.

Carl Reinecke
(1824-1910)

Reinecke, 1905 piano roll

Chopin Noctumne Op. 27 No. 2,
Mozart Fantasia K 537,

Theodor Leschetizky
(1830-1915)
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Alla Menuetto and Finale from
Piano Sonata Op. 7, Gangar
Op. 54 No. 2, Wedding Day at
Troldhaugen Op. 65 No. 6,
Humoresque Op. 6 No. 2, and
Bridal Procession Op. 19

No. 2, 1903
Grieg Bridal Procession Op.19
No.2, 1900

LLandon Ronald
(1873-1938)

Wagner Die Meistersinger
Overture, Grieg Dance Caprice
Op. 28 No. 3, Chopin Polonaise
Op. 40 No. 1, 1900, various
accompaniments to vocal

works with Adelina Patti
including Mozart ‘Voi che
sapete’ (Le Nozze di Figaro),
1905
Chopin Nocturne Op. 15 No. 2,
Impromptu Op. 29,

Marche funébre from Sonata
Op. 35, Valse in A flat Op. 34
No. 1, and Berceuse Op. 57,
1903

Scarlatti Sonata in A Major;
Handel Gavotte and Variations
from Suite No. 14;
Mendelssohn Scherzo Op. 16
No. 2, Spinning Song Op. 67
No. 4 and Hunting Song Op. 19
No. 3: Weber Rondo brilliante
in E flat Op. 62; Massenet
Valse folle, Chabrier Piéces
pittoresques; Pugno Valse
lente, Sérénade a la lune,

Raoul Pugno
(1852-1914)

Alfred Griinfeld
(1852-1924)

J.S. Bach Gavotte from English
Suite No. 6, 1908; Grieg
Schmetterling Op. 43, No. 1,
1899, Vaglein Op. 43 No. 4,
1907, Sie Tanzt Op. 57 No. 3,
1907; Debussy Golliwog's
Cakewalk, 1914

Chopin Nocturne Op. 32 No. 2,
1911; Schumann Trdumerei

Op. 15 No. 7, 1913; Wagner-
Liszt Isolde’s Liebestod, 1909

Francis Planté
(1839-1934)

Chopin Etude Op. 25 No. 1,
Etude Op. 25 No. 2; Gluck arr.
by Brahms Gavotte; Schumann
Romance Op. 32 No. 3, 1928

Ricardo Viiies Scarlatti Sonata L. 461; Gluck
(1875-1943) arr. Brahms Gavotte; Debussy
Soirée dans Grenade, 1930

Vlademir de Pachmann | Chopin Nocturne Op. 9 No. 2 | Liszt Polonaise No. 2, 1915;
(1848-1933) and Mazurka Op. 64 No. 4, Chopin Etude Op. 25 No. 3,
1915, and Nocturme Op. 27 1915: Schumann Grillen
No. 2, 1916; Liszt Liebestraum | Op. 12, 1915

No. 3 S. 541, 1916

Ignacy Jan Paderewski | Haydn Andante & Variations in | All faster works of Chopin
(1860-1941) F, 1937; Mozart Rondo KV such as Etude Op. 10 No. 12,
511, 1937; Beethoven Sonata | 1928, Etude Op. 10 No. 3,
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Op. 27 No. 2, 1937; Schubert
Impromptu D. 935 No. 2, 1926
and Impromptu D. 935 No. 3,
1924; Chopin Nocturme Op. 15
No. 2, 1917, acoustic, Nocturne
Op. 9 No. 2, 1930, Etude Op.

1928, Mazurka Op. 17 No. 4,
electrical; Paderewski Menuet
céléebre Op. 14 No. 1, 1937

10 No. 3, 1928, Waltz Op. 18,
Prelude Op. 28 No. 15, 1928,
John Powell Chopin Nocturne Op. 27 No. 2, | Chopin Scherzo Op. 20 No. 1,
1882-1963 1929, piano roll 1921, piano roll

Frank la Forge Chopin Nocturne Op. 27 No. 2, -
. 1879 1912

Moriz Rosenthal Chopin Noctume Op. 9 No. 2,

(1862-1946) 1935 and 1936, Nocturne
Scarlatti Sonatas in E and G,
1903: Beethoven Sonata Op.

Op. 27 No. 2, Valse Op. 64 No.
109 second movement, ¢. 1950

1928, Polonaise Op. 26 No. 2,
1930, Waltz Op. 34 No. 1,
1912; and faster works of Liszt

such as La leggierezza from 3

Etudes de Concert, and La
Campanella from 6 Etudes
d'exécution transcendent
d'aprés Paganini, recording
dates unknown

2, Mazurka Op. 50 No. 2, 1936,
Schubert Moments musicals
No. 3 D. 780, 1937, generally

Schumann Kinderszenen
Op. 15 No. 1, 1929, Concerto
Op. 54, 1928, acoustic

Fanny Davies
(1861-1934)

Ilona Eibenschiitz
(1873-1967)

Brahms Waltzes Op. 39 No. 2
and No. 15, 1903; Ballade Op.
118 No. 3, middle section only,
1903; Intermezzo Op. 119 No.
2, 1952, Waltz Op. 39 No. 15,
1962

Brahms Rhapsody Op. 79

No. 2, Intermezzo Op. 117 No.
1, 1951; Schumann
Fantasiestiicke Op. 12 Nos. |
and 2; Kinderszenen Op. 15
No. 1, 1951; Arabeske Op. 18,
19351

Chopin Nocturne Op. 55 No. 1,
1921, Nocturne Op. 9 No. 2,
1927: Beethoven Concerto

Op. 37 second movement,
1929: Mendelssohn-Liszt On

Wings of Song, 1927

Chopin Nocturne Op. 9 No. 2;
Schumann Warum? Op. 12
No. 3, 1912; Chopin Valse Op.
64 No. 2 1916

Adelina de Lara
(1872-1961)

Bach-D’Albert Organ Prelude
in D major BWV 5§32, 1921

Mark Hambourg
(1879-1960)

Not in works of Schubert,
Liszt, Mendelssohn that are fast

or in Beethoven Moonlight
Sonata Op. 27 No. 2, 1912

Joseph Hofman
(1876-1957)
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Not in works of J.S. Bach, or
Sonata Op. 109; Brahms other works of Beethoven or
Intermezzo Op. 117 No. 2, Brahms that are fast, or in
1939-40; Mendelssohn Andante | works of Debussy, Poulenc,
and Rondo Capriccioso, 1956 | Fauré and Scriabin

1866-1924 1922 fast or in works of Bach
Carl Friedberg Chopin Nocturne Op. 15 No. 2, | Faster music of Beethoven,
(1872-1955) 1949; Schumann Etudes Brahms Chopin, and
Symphoniques Op. 13, Mendelssohn
Romance Op. 28 No. 2;

Beethoven Sonata Op. 14
No. 2, 1953

Brahms, Sonata Op. 5,
Intermezzo Op. 116 No. 2 and
Intermezzo Op. 117 No. 2,
1953; Capriccio Op. 76 No. 1,
1950; opening of J.S. Bach
Prelude in E flat minor, 1957

Beethoven Andante from

Walter Gieseking
(1895-1956)

Etelka Freund
(1879-1977)

The recordings presented in Figure 2.3 show that between the late-nineteenth century and
at least the 1950s, many pianists made dislocations. It seems to have been considered
most appropriate in slower expressive compositions of Classical and Romantic repertoire,
less so in later nineteenth-century and more contemporary repertoire, or in music that was
fast or required a more incisive and sharp thythm. In addition, as noted above, several
pianists seem to avoid its use altogether; their playing sounds much more synchronized.
The possible reasons for this will be investigated further. During the past forty or fifty

years, pianists have used 1t extremely rarely if at all.

Recent research about dislocation in piano playing does not appear to have taken into
account significant evidence preserved in the earliest piano recordings. And certain

important written texts have also been overlooked. Richard Hudson states that dislocation
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‘became a special characteristic of the period [the early-twentieth century]’" but that ‘in
spite of the widespread use. .. by most of the acclaimed pianists over a rather considerable
period of time...the theorists and other writers never mention it as a valid means of
expression.” '® Written references cited below show, however, that there was certainly
positive support for the use of dislocation in certain circles. And even when some writers
verbally opposed it, their recordings reveal, in some cases, a prolific use of it. In addition,
there is strong basis for believing that dislocation was commonly employed throughout
the nineteenth century and that early-twentieth-century recordings capture the end of a
long tradition, not the beginning of a new one. In any case, Hudson makes no reference to

the piano rolls of the oldest generation of pianists including Reinecke, Saint-Sa¢ns and

Leschetizky.

Sandra Rosemblum says that dislocation (which she describes as “splitting the hands”)
‘may represent a degeneration of the true contrametric separation of melody and
accompaniment’ associated with pianists such as Chopin.!” She does not, however, give
any evidence for this theory. Robert Philip states that ‘until the 1920s many pianists,
particularly those of the older generation (Paderewski, Pachmann, Rosenthal ef al.), made

a habit of this non-synchronisation’. '® He mentions in passing that ‘twentieth-century

dislocation might be really old fashioned, and represent the end of a nineteenth-century

]9

tradition’ ", but he does not present in sufficient depth the evidence for this. Elsewhere,

13 Hudson, Stolen Time, 334.

° Ibid., 336

'7S.P. Rosenblum, “The Uses of Rubato in Music, Ei ghteenth to Twentieth Centuries’,
Performance Practice Review (1994), vol. 7 no. 1, 52.

18 Philip, Early Recordings, 47

" Ibid., 239.
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Philip opines that ‘it is impossible to judge what Leschetizky’s playing sounded like from
his piano rolls, but that it is clear that ‘he used as much dislocation of bass and treble as
Paderewski at his most extreme.’*® However, the features and frequency of their
dislocations are not described. Philip makes no reference to perhaps the oldest pianist to
have made piano rolls, Carl Reinecke, nor does he mention the piano rolls of Saint-5ans.
These and other recordings warrant further examination because they capture intrinsic

elements of the style of late-nineteenth-century pianism such as dislocation.

The practice of dislocation is discussed in some late-nineteenth-century written
documents. However, considering its widespread utilization, it is surprising that many
highly detailed performing practice codifications by pedagogues such as Adolphe
Christiani (1836-1885), Mathis Lussy (1828-1910), and Hugo Riemann (1849-1919) fail
to mention it at all.*! Nevertheless, its importance was noted by one of Theodor

Leschetizky’s former students and teaching assistants, Malwine Brée (b. 1861), in 1902.

Leschetizky’s importance as a nineteenth-century performer and pedagogue 1s apparent

by the vast number of pianists who sought his guidance. In a career that spanned 75

years, ‘in excess of 1200 pianists are known to have studied with him.’** After lessons

with Czerny, Leschetizky embarked on concert tours and taught extensively. He was head

of the piano department of the St. Petersburg Conservatory (founded by Anton

%0 Philip, ‘Pianists on Record’, The Cambridge Companion to the Piano, 87.

*! A. Christiani, The Principles of Expression in Pianoforte Playing (New York, 1885); M. Lussy,
Traité de l'expression musicale, accents,nuances et mouvemenis dans la musique vocale et
instrumentale (Paris, 1874); H. Riemann, Der Ausdruck in der Musik (Leipzig, 1878) and
Katechismus des Klavierspiels (Leipzig, 1888).

2 1, Methuen-Campbell, ‘Theodor Leschetizky’, The New Grove Dictionary of Music and
Musicians, ed. S. Sadie, 2nd edn. (London, 2001), vol. 14, 584.
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Rubinstein) from 1862 to 1878 after which he returned to Vienna. His home there

‘rapidly became a focus both for aspiring pianists and for various visiting musicians of
the day, many of whom would be persuaded to play at the famed fortnightly classes.’?
He soon became the most sought-after teacher of the day. Amongst those of his students
who conducted active concert careers were Paderewski, Schnabel, Gabrilovich, Ney,
Moiseiwitsch, Friedman, Hambourg, and Brailowsky. Leschetizky claimed to have
upheld Czerny’s precepts and is also known to have enjoyed and adopted a style of
playing melodies that he heard in the performances of the salon composer Julius

Schulhoff (1825-1898).

The following letter from Leschetizky to Brée endorses his full acceptance of all that 1s

propounded in Die Grundlage Der Methode Leschetizky (1902), translated in the same
year as The Groundwork of the Leschetizky Method:

“Vienna, Feb. 24, 1902
Mme. MALWINE BREE.

Honoured Madame: My best thanks for the dedication of your book, which I of
course accept most gladly. As you know, I am from principle no friend of theoretical
Piano-Methods; but your excellent work, which I have carefully examined, is such a
brilliant exposition of my personal views, that I subscribe, word for word, to
everything you advance therein. Your “Groundwork of the Leschetizky Method” leads
with a practised hand along the same path on which, for many years, you have won
such striking success as my assistant by teaching in accord with my intention.
Moreover, the tone of your work is not monotonously didactic, but enlivened by clever
conceits and humour.

Approving the illustrations of my hand as genuine and lifelike, I declare your
book to be the sole authorized publication explanatory of my method, and wish it all
success and popularity.

With sincerest regard, (Signed)
THEODOR LESCHETIZKY.*

** Ibid., 584-585.
* M. Brée, Die Grundlage der Methode Leschetizky (Mainz, 1902), trans. Dr. T.H. Baker as The
Groundwork of the Leschetizky Method (New York, 1902), iv.
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Brée elucidates several of Leschetizky’s thoughts on arpeggio playing that will be

examined in Chapter 3. Included in these, however, 1s the following reference to

dislocation:*

Neither should bass tone and melody-note always be taken precisely together, but the
melody-note may be struck an instant after the bass, which gives it more reliefand a
softer effect. However, this can be done only at the beginning of a phrase, and usually
only on important notes and strong beats. (It 1s better for the h?nds to coincide
precisely on weak beats.) The melody-note must follow so swiftly as to make the

pause hardly noticeable for the uninitiated; e.g., in Chopin’s Nocturne:

Chopin's Nocturne
mf f— >

T

— e
L 4",
—t
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The significance of Brée’s description and annotated musical example will be discussed
below. Verification that Leschetizky considered dislocation indispensable is found in the
reminiscences of another of his students, Frank Merrick (b. 1886). In an article
commemorating the one hundred and fiftieth anniversary of Leschetizky’s birth, Merrick
relates some of the insights gained during his lessons with Leschetizky at the turn of the

twentieth century:

There are some habits which Leschetizky used to advocate which have now fallen out
of fashion. One was the way in which chords would be spread out in one hand, or the
hands not played together. In some places he said that the right hand should be played

%3 Ibid., 72-3.

AGVYEI ALISHIANN SO33
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slightly before the left, or that a 7th should be broken because of the dissonance. In
those days people regarded these things as intensifying expression, but now think [of]
them as over-sentimental.*

With little doubt, the practice of dislocation clearly described by Brée and mentioned by
Merrick was not peculiar to the late-nineteenth and early-twentieth centuries. Dislocation
must have been quite common, and perhaps even employed in a more exaggerated
fashion, earlier in the nineteenth century. This notion is supported in an enlightening
reference by Sigismund Thalberg (1812-1871) in his L 'Art du chant appliqué au piano,
Op. 70 (c. 1853), in which arrangements of opera arias were used as instructive pieces for
the piano. Thalberg recommends the use of dislocation in a similar way to Brée, but
criticizes its overuse. In his fifth rule he states that:

It will be indispensable to avoid, 1n playing, the habit at once ridiculous and in bad
taste, of withholding too long the production of the notes of the melody a long time
after those of the bass have been sounded; thus producing from the beginning to the
end of a composition, the effect of repeated syncopations. In a slow melody, written in
notes of long duration, it produces a good effect, especially on the first delivery of
each measure, or at the commencement of each phrase, to sound the melody after the
bass, but only with an interval so brief as to be almost imperceptible.*’

In terms of the present discussion, this rule is certainly an important one. Apart from
documenting the existence of the practice of dislocation, it illustrates that it was

widespread and, according to Thalberg’s sensibilities, used beyond the limits of good

2: F. Merrick, ‘Memories of Leschetizky’, Piano Journal (London, 1980), vol. 1, no. 2, 13.

*"'S. Thalberg, L 'Art du chant appliqué au piano, Op. 70, 1st series (Paris, 1853), unpaginated 2,
trans. in Thalberg's and Vieutemps' Grand Concert Book, containing Thalberg and Vieuxtemps '
Authentic Biographies and Sketch of the Rules for Piano Forte Playing etc (New York, 1857), §;
‘Il sera indispensable d’éviter, dans I’exécution, cette maniére ridicule et de mauvais goiit de
retarder avec exagération le frappement des notes de chant longtemps aprés celles de 1a basse, et
de produire ainsi, d’un bout a I’autre d’un morceau, des effets de syncopes continues. Dans une
mélodie lente écrite en notes de longues durée, il est d’un bon effet, surtout au premier temps de
chaque mesure ou en commengant chaque période de phrase, d’attaquer le chant aprés la basse,
mais sculement avec un retard presque imperceptible.’
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taste. It is obvious that the frequency with which the device was introduced, and the
apparently exaggerated time lapse between the melody note and the corresponding note
of the accompaniment, created in the playing of some pianists very noticeable and
monotonous syncopations. How these practices actually sounded, however, cannot be

determined with certainty.

A correlation between this and practices in singing is evident in the rules of the
nineteenth-century singing teacher Manuel Garcia (1805-1906). In his New Treatise on
the Art of Singing (London, 1857), Garcia advised that the insertion of a rest, resulting 1n

the dislocation of the melody from the accompaniment, enhances dynamic changes in

certain types of repeated figures:

The forte should answer to the forfe in energetic passages; in graceful ones, on the
contrary, the piano should follow the forte. Every transition from one degree of
strength to another, produces a marked effect; only when a pianissimo follows, it
should be separated from the forte by a slight rest, striking the note an instant after the
bass...This rest affords relief after loud notes, and prepares us for seizing all effects,
however delicate, that follow, - especially if the first consonant that ensues after the

rest is produced with vigour.*’

Garcia also provided an annotated example (Fig. 2.4) from Rossini’s Orello. His advice to
‘strike the C after the bass’ must refer to the beginning of the word ‘consolar’. The
similarity between this expressive vocal technique and dislocation in piano playing is
clear. It is evident that Garcia considered such practices to be different to those of

metrical rubato because he discusses them 1n separate sections.

** M. Garcia, Garcla's New Treatise on the Art of Singing — a Compendious Method of
Instruction (London, Beale & Chappell, 1857), 55.
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Fig. 2.4 Rossini Otello, with Garcia’s annotation.*’
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In Germany during the mid-nineteenth century, the use of dislocation was certainly being
positively advocated in some circles. Discussing ways of emphasizing melody notes,

Sigmund Lebert and Ludwig Stark mention dislocation in their influential Grosse

theoretische-praktische Klavierschule (1858), explaining that:

one 1s allowed, and even should in most cases, play the melody notes imperceptibly

later than the accompaniment, which leads to a kind of “arpeggio”.”

This reference to ‘a kind of arpeggio’ suggests that Lebert and Stark recognized a
distinction between dislocation and arpeggiation. Dislocation produced the effect of

arpeggio, but was strictly speaking a different technique; however, it is difficult to
appreciate how such apparently imperceptible delays would have been perceived in

reality.

Furthermore, the practice of dislocation can be traced back to a much earlier era.

Documentary evidence shows that by at least the end of the seventeenth century, lutenists

29 1.2
Ibid., 55.

*0'S. Lebert and L. Stark, Grosse theoretische-praktische Klavierschule fiir systematischen

Unterricht nach allen Richtungen des Klavierspiels vom ersten Anfang bis zur héchsten

Ausbilding, 3 parts (Stuttgart, 1858), 3; ‘man darf also und soll sogar in den meisten Fillen 1) die
Melodie unmerklich spéter anschlagen, als die Begleitung, was eine Art Harpeggio bewirkt...’
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often separated a melody and bass note for special expressive effect. The French theorbist
and lute teacher Perrine (b. 17th century) notated this effect, calling it harpegement or
séparation, in his Piéces de luth en musique (Paris, 1680) cited in Figures 2.5 a and

2.5 b.%! Perrine states that ‘the oblique line drawn between two notes [Fig. 2.5 a] signifies

that it is necessary to play one after the other.’*

Fig.2.5a Perrine, Harpégement or séparation in lute playing,™
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