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INTRODUCTION

In everyday life, music is experienced in many forms of performance. Probably through
the increased availability of new media, its recorded manifestations are now more
accessible than ever, and so for most of its listeners music’s existence in sound and
time is an undeniable fact. Through this lens, some traditional assumptions may be
revised (as I set out to do in section A), such as (i) the value of scores; (ii) the Western
‘work-concept’; (iii) the relationship between the composer, the performer, and the
listener; and, as a consequence, (iv) the notion of musical structure. It is in this sense
that performance acts ‘as a kind of deconstructive lever’ (Cook 2001: 6) in this
dissertation. The following discussion addressed these issues only in preliminary
fashion superficially in order to contextualise my doctoral project, which is outlined at
the end of this Introduction (B).

A. Music Performance and the Theoretical-analytical Tradition
i. Notation and Performance
Theorists and analysts have customarily considered scores to be capable of registering
composers’ intentions for music’s ‘fundamental’ parameters,1 namely pitch, rhythm, and
to a certain extent dynamics. However, when one acknowledges music’s temporal and
sounding nature, both in the composer’s mind or through musicians’ playing or
singing,2 scores lose such absolute authority: they reflect music’s parameters only
roughly in the form of reified abstractions. Music does not consist of isolated moments
in the way notation may suggest;3 instead, it progresses in a continuous flux of sound
(and silences) that includes not only the attacks but also the connections between the
notes.4 Moreover, the concretisation of any musical parameters is subject to a

1

One of the purposes of this dissertation is to explore which parameters are most relevant to musical
structure, and, indeed, if a hierarchical ordering thereof is justifiable. Hence the inverted commas: at this
point, I cannot claim that any parameters are structurally more ‘fundamental’ than others. Along these
lines, Schenker commented on the role that ‘secondary’ parameters play in the shaping of music, even if
his graphs do not always make it explicit. For specific research questions, see Section B below, ‘The
Project’, p. 12.
2
See Section A.iii below, ‘Analysis and/or Performance’, esp. p. 7.
3
Scores are, by definition, ‘synchronic’ – or timeless – and thus contrary to music’s diachronic nature. See
Cook 2010: 5, Samson 1999: 37-42.
4
See Cook 2010: 17, Small 1998: esp. chap. 7, 11. This idea is also related to Mieke Bal’s literary theory,
as expounded in Chapter 1.b.iii. ‘Narrative Form’, p. 36.
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multiplicity of factors that are never the same across different renditions, even if the
musician has absolute technical command.5 That is to say, hardly any musical
parameters are ‘indisputable’.6
Scores are nevertheless important: they help musicians’ memory and give clues
for in-time and in-sound re-creations of musical works.7 They also offer a set of
possibilities among which performers must make a selection, whether consciously or
not. In other words, scores are not ‘limiters’ (Small 1998: 110); rather, they
‘underdetermine their performances’ (Cook 2001: 16).8 Along these lines, I understand
them ‘in terms of the practice and real time of performance’ (Rink 2015), as open to
varying interpretations and not as strict sets of ‘coded instructions’ (Small 1998: 122).
The notion of scores as ‘scripts’ (Cook 2001, 2003) underpins the theoretical and
analytical discourse in the six ensuing chapters, legitimising my study of both scores
and, especially, recordings.
ii. The ‘Work Concept’ and the Notion of Authorship
Intimately bound to the notion of scores as faithful transmitters of composers’ will
(Texttreue)9 is the idea that works are products primarily created by composers,
captured by musical notation, and projected by performers whose main task is to grasp
the intended essence of the ‘work’. Usually performers are relegated to the role of a
mere transmitter of ideas that were conceived prior to their interpretation. They become
‘at best an intermediary’ (Cook 2001: 6) between the creative author and the audience,
making himself ‘as transparent as possible’ (Small 1998: 154) (Figure I.1, p. 283).10

5

For instance, the tuning of a piano is typically left to the tuner’s discretion. External conditions, such as
temperature, also affect the tuning and stability of the strings’ tension. For further discussion, see
‘Intonation’ in Chapter 2.a.i. ‘Studies of One Parameter’, pp. 68-70.
6
This adjective (‘indisputable’) was shockingly employed by Joel Lester as late as in 1995 in one of the
first volumes entirely devoted to performance (see Lester 1995: 212). Even if this text has prompted a lot
of criticism, this term seems not to have caused any significant reactions in the reviewed literature.
7
See Clarke 2004, Cook 2001, Rink 2015.
8
As Edward T. Cone says, every performance implies decision-making, representing ‘not an
approximation of some ideal, but a choice’ (Cone 1968: 34). Therefore, it is not possible to accept Small’s
assertion that, due to our reliance on scores, ‘performing musicians, even eminent concert and operatic
soloists, may go through an entire career without ever making a musical gesture they can call their own’
(Small 1998: 110-11). For further discussion on decision-making in performance, see Clarke 2002: esp.
64; Cook 2001; Lester 1995: esp. 199; Rink 2002: esp. 35, 2004a: esp. 126-27; Rink et al. 2011; and
Rothstein 1995: esp. 237. See also Dunsby 1995: esp. chap. 2, Hastings 2006: esp. 43-46 for a
valorisation of the role of chance vs. thought in performance.
9
Translatable from German as ‘fidelity to the “text”’. Alfred Brendel (1976: 26) argues that this term
captures musicians’ overall attitude better than Werktreue; see note 12 below, p. 3.
10
For instance, Jonathan Dunsby refers to this idea as a ‘triarchical relationship’ in which the performer
has a ‘pivotal authority’ (Dunsby 1995: 51 and 42). In the search for the roots of this hierarchical relation,
David Clarke argues that some nineteenth-century writers, such as E. T. A. Hoffmann and Emil Körner,
already suggest ‘a contract between composer and listener – and their mutual empowerment’ (Clarke
2003: 162).
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However, this is no more than a historical construct applied to Western ‘art’ music
(Cook 2001: 3; 2013: 239), the origins of which can be traced to Plato’s Theory of
Ideas.11
Interestingly, performers themselves often accept this willingly: they seem to
achieve self-realisation when ‘discovering’ the ‘idea’ behind the notes, appealing to
Werktreue.12 Even if they may consciously strive towards originality, they generally try
to reconcile it with the composers’ indications (in the score) in an attempt to ‘uncover’
the music’s essence.13 Yet, if composers’ ideas are captured in scores only
imprecisely, the ‘notion that a composer has left us something (some thing) that
includes within it a particular network of interrelations generating ... definable meaning’
is therefore 'not sustainable’ (Leech-Wilkinson 2012: paragraphs 5-6). In truth,
performers do not simply attempt to revive a composer’s intentions or necessarily to
entertain the listener, but ‘to create an aesthetical experience in real time’. 14 Thus, both
composers and performers play a fundamental role in the creation of music.
However, it is only in recent times that some scholars have started to consider that
performances are not ‘imperfect’ or ‘imprecise’, but rather ‘where, perhaps, the “work”
might be said to be ultimately located’.15 The stemmatic family-tree model – with the
original conception of the ‘work’ on the top and the performances emanating from it in a
vertical axis (Figure I.2a, p. 283) – is sometimes substituted for a horizontal paradigm16
in which scores and performances are all considered as instantiations of the ‘work’
(Figure I.2b, p. 283). In Nicholas Cook’s words, ‘the work does not exist “above” the

Figures I.1, I.2, I.4, and I.5, pp. 283 and 286, are the product of my personal interpretation of the texts
to which they refer; they do not appear in the original sources. All of the figures in this dissertation are
included in Appendix I, pp. 283-64.
11
According to Plato’s Theory of Ideas, there is a distinction between the ideal forms of things – in this
case, musical ‘works’ as conceived by composers – and their imperfect reflection in the human world, i.e.
performances. The same dichotomy can be seen in the conceptual pairs of product/process (Cook 2001),
music/musicking (Small 1998), texts/acts (Taruskin 1995), creativity/creating (E. Clarke, in a CMPCP staff
meeting, King’s College London, 19 October 2012), and even in the Cartesian dualism between ‘mind’ and
‘body’ and the derivative ‘knowing-doing’ division (Goehr 1996: 5). For further discussion, see Cook 2012:
esp. 3-4, Ingarden 1986, Small 1998: esp. 2, 61, 173.
12
Translatable from German as ‘fidelity to the “work”’. To Mstislav Rostropovich, a ‘work’ is ‘a whole world
which gradually grows out of the composer’s wishes’, in agreement with his efforts to ‘get inside the
composer’s mind’ (Rostropovich 1983 [1995]: 52), and Emanuel Feuermann spoke of ‘the responsibility of
the performer to the wishes of the composer’ (Morreau 2002: 277). See also Leech-Wilkinson 2012:
paragraph 1.2, Brendel 2002: 200, and an interview to Lluis Claret in Appendix X.b. For a counterexample,
see the interview to Gary Hofmann in Todes 2014.
13
As Lydia Goehr puts it, the ‘double-sided assessment of performers’ results in a conflict between being
mere transmitters and at the same time considered as geniuses, between the ‘perfect performance of
music’ and the ‘perfect musical performance’ (Goehr 1996: 4).
14
Daniel Leech-Wilkinson expressed this idea during the CMPCP staff meeting that took place on 19
October 2012 at King’s College London. See note 11 above for further details regarding that session.
15
Brian Ferneyhough, as cited in Cook 1999b: 38.
16
Nicholas Cook has based this paradigm on both the Wittgensteinian family resemblances model and
Richard Schechner's ‘related forms’. He has also applied the discussion on intertextuality in Korsyn 1999.
For further discussion, see Cook 2001: 17-18, 2003: 206.

3

field of its instantiations, but rather encompasses it’ (Cook 2003: 207). In fact, one
could even say that, to listeners, ‘works’ ‘simply do not exist’ (Martin 1993: 123).
Analogously, musicological discourse on Western Art Music has not yet totally
acknowledged performers as creators – or at least co-creators17 – even if several
theorists have already tried to re-conceptualise the relationship between performers
and composers. For instance, Nicholas Cook proposes a ‘multi-dimensional’ model that
‘incorporates, minimally, the score, the performance, and an interpreter (who will
always be a listener and may or may not also be the performer)’ (Cook 1999b: 40);18
Daniel

Leech-Wilkinson

suggests

that

compositional and performative activities;

19

performance

style

determines

both

and Julian Hellaby (2009) explores how the

impact of the era (style), the authorship (score), the genre, and the topic varies among
performances.
Unfortunately, none of these models is comprehensive enough, as each fails to
incorporate other factors that may have a potential influence on musical processes, for
instance the medium through which music is projected, as well as aspects related to
score-production (the acts of editors, copyists, printers, or the conventions of musical
notation). To overcome this, I present a preliminary model (Figure I.3, p. 284),
according to which a certain composer produces an indefinite number (1-n) of scores to
reflect a given musical conception. Those scores 1-n are used by editors, printers, etc.
to produce editions (1-x), which in turn are employed by performers to produce
performances. It is during performances – and not in scores – that music materialises
in sound and across time, and is heard by (and potentially has an impact on) listeners.
These processes are always influenced by the conventions and performance style(s) of
the epochs in which they take place, and by the agents’ and receivers’ knowledge and
previous experiences.20 Therefore, performances are not fixed, tangible, or isolated
products. Rather, they result from the combination of multiple factors, including the
potential relations between:21
 the composer’s and editors’ intentions, as reflected in scores
17

I wonder whether it will ever be the case. We still talk of composers’ works, and generally I will follow
suit. Yet, as a reflection, it might be useful to think of works as collaborative processes in which performers
are critical participants. In this dissertation, I might want to think about, for instance, Fournier and
Backhaus’ unique interpretations of Brahms’s Cello Sonatas, and not about those sonatas as interpreted
by that duo.
18
Based on Kevin Korsyn’s (1999) adaptation of Bakhtin’s literary model to musicological research. Cook
2001: 25 expresses the same idea.
19
Performance style composer notation ││ Notation performance style performer listener. See LeechWilkinson 2012: paragraph 5.1, including figure 3a there.
20
Hans Robert Jauss, and ‘Reception Theory’ in general, would call each listener’s expectations and
knowledge his or her ‘horizon of expectations’.
21
Harold Bloom’s assertion that ‘there are no texts, only relations between texts’ (Harold Bloom, 1985: A
Map of Misreading (Oxford: Oxford University Press), 3; as cited in Korsyn 1999: 56) is highly illustrative,
as it reflects the post-structuralist tendency to view texts as ‘networks or relational events’.
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 performances and their performers, both past and present22
 listeners’ perceptions and reactions, potentially including analysts’ reflections
 the physical space, including gestures, bodily motion,23 acoustics, etc.
 the sounds that performers create
 the instrument(s) on which performers play – or the voice
 the format through which those sounds are transmitted, including audio
recordings.24
This dissertation specifically addresses the last of these musical relationships,
exploring how performers, through their handling and treatment of musical sound and
its manifold parameters, might influence the listener’s inference of structural relations.
The prototype functions as a theoretical foundation for the second part of this
dissertation, although the process that starts with the composer’s musical idea and
continues to the actual production of music is so complex, and is formed by so many
stages that depend on a multitude of factors, that my analyses are not a model
demonstration of its practical viability. More proposals about possible ways to
materialise these ideas into musical analysis effectively are certainly necessary.
iii. Analysis and/or Performance25
As a result of performers’ traditional subservience to composers, practitioners have
begun to feature in analytical discourse only recently and not without controversy.
Some theorists have seen performers as ideally the receivers of the analysis: the
analyst strives to illuminate them about the ‘right’ decisions and the elements they
should project – or conceal – in their interpretation.26 However, since the 1980s

22

This might be indicative of performers’ belonging to ‘schools’ or simply their exerting influences on
others. See the Transition in this dissertation, esp. note 73 on p. 128, for a discussion of the
(non-)appropriateness of the idea of ‘school’ in respect of music performance.
23
This connects with ideas of groupings and motives; see ‘Groupings and phrase-arch theory’ and
‘Performance motives’ in Chapter 2.a.ii. ‘Studies of Multiple Parameters’, pp. 70-72, 73-74.
24
In Part II I treat some of these relational processes in connection with Brahms’s Cello Sonatas, normally
as relevant but not critical elements in the structure-focused discussion.
25
This is a direct reference to Rink 2002.
26
Wallace Berry’s Musical Structure and Performance (1989) typifies such an attitude, positioning
theoretical and analytical activities as the epitome of musical knowledge, and suggesting that the analyst is
thus entitled to teach and judge the performer. A notably late example along this lines can be found in
Swinkin 2016. See also Berry 1966, 1971, 1986, 1988; Cone 1968; Dunsby 1995; Narmour 1988;
Rothstein 1995; and Schmalfeldt 1985.
I personally suspect that such attitudes are the result not only of good will but of an attempt to justify
one’s work in a traditional musicological context. Contrary to expectations, Berry nonetheless contends
that ‘there is no “best” or “correct” interpretation of a piece’ (Berry 1988: 3; reproduced in his 1989: 10);
see also Berry 1976: 3. Likewise, Cone (1968) does not believe in unique, ‘ideal’ performances, instead
acknowledging their ‘multiplicity’. Along similar lines, Alan Dodson proposes an ‘alternative stabilization’
ideal, which aims to theorise the ‘differences between performances in structural terms, but to do so
without privileging one performance over the others’ (Dodson 2002: par. 1.5). In its fundamental principles,
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musicology has increasingly explored the other path, i.e. the possibility of moving from
performance to analysis.27 However, most analysts tend to deal ‘mostly with
specificities, not generalities’ (Rink 2004b: 39). They usually rely on empirical data for
describing what they hear or see28 in terms of management of tempo and dynamics
especially, but do not evaluate them critically in order to arrive at conclusions that could
be extrapolated to other pieces – and they are not always less ‘radical’ or ‘objectifying’
than the stances they wanted to resist. To remain at the surface of performance is no
more useful than analysing scores: both approaches describe different types of musical
products – either written or recorded – and do not always explore the principles lying
behind them.
Although the concerns of performers and analysts do not necessarily ‘fully
intersect’ (Dunsby 2009: 2),29 one cannot always ascertain a clear distinction between
their occupations. Musicians and theorists alike engage ‘with the same object’ (: 5), i.e.
music, and their activities are both manifestations of particular interpretational
procedures thereof.30 Musicians might be said to be ‘continually engaged in a “process
of analysis”, only of a kind different from that employed in published analyses’, as it is
guided by what may be called ‘informed intuition’ (Rink 1990: 323).31 This is not blind
confidence in instinct, as some seem to suggest,32 but a recognition of what actually
takes place in the performative act.33 Along these lines, Rink (2002: 45ff.) presents
some of the ideas that are pivotal for performers and which analysts would need to
adopt in order to give full credit to music’s ‘existence in sound and over time’: 34
it is very similar to Cook’s ‘horizontal paradigm’, although applied to the relation among performances, and
not between scores and performances; see p. 3 above, incl. note 16.
27
As an example, Jonathan Dunsby asks himself why – and appears to regret that – ‘music analysts seem
to fail to learn from performers, or certainly from performances’ (Dunsby 2009: 5). Due to the advantages
that the format presents, recordings in particular have attracted significant attention. For further discussion,
see the start of Chapter 3, pp. 101-3.
28
Some computational programs allow for visual representations of musical sound; see Chapter 3 for an
assessment of the software and the analytical methods that I used in the analyses commented in Part II.
29
From a semiological viewpoint, Jonathan Dunsby (1989) speaks of the two poles of the performer, who
is engaged in the making of music (‘poïetic’ pole), and of the analyst, who aims at understanding it
(‘esthesic’ pole). For further discussion, the author himself refers to a previous Guest Editorial that he
wrote for the journal Music Analysis (Dunsby 1982).
30
As Lowe puts it, an interpretational idea can be defined as a ‘mental image or conception of a piece of
music that exists in an interactive and mediatory relationship with the other two more concrete
phenomena’, i.e. performance and analysis (Lowe 2003: 49). See also Lowe 2000.
31
Further references can be found in Rink 2002, 2004a.
32
Dunsby deprecatingly refers to a ‘British tendency to worship intuition’ (Dunsby 1995: 56).
33
See Hastings 2006 for further discussion, especially in relation to the influence that embodied
knowledge has on performance.
34
Rink (2002) also explores a number of techniques that performers might use in their unique analyses
and that might be useful tools in the musicologist’s own analytical work too. I make use some of them in
Part II of this dissertation, specifically rhythmic reductions, an exploration of the formal divisions and the
basic tonal plan of four movements of Brahms’s Sonatas for Cello and Piano, Opp. 38 and 99, prior to a
more detailed, theoretically motivated analysis of the score. I apply the notion of ‘intensity curve’, although
not defined through dynamic variations only. For detailed theoretical discussion, see Chapter 1, esp.
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temporality lies ‘at the heart of music’, and thus neither performers nor
analysts should treat compositions as synchronic objects.



the ‘score’ alone is not the music.



‘analytically determined decisions should not be systematically prioritized’.



an ‘“informed intuition” guides, or at least influences, the analytical
process’, ‘although a more deliberate approach can also be useful’ (Rink
2002: 39).35

Even though Rink’s approach may lack a certain methodological rigour,36 it manifests
that analysis and performance are in fact reconcilable, and, likewise, that the discipline
of analysis is not as impermeable as has been alleged; rather, it is open to new
perspectives and methodologies.
One might also argue that analysis is an act of performance, albeit of a highly
particular sort.37 When reading scores, one is most often unconsciously performing the
music in one’s mind, or recreating the sounds whose indications musical texts contain.
In this way scores do not remain silent, but acquire a sounding dimension inside us and
thus turn into processes that take place in – an internal – sound and over time (Dunsby
1993).38 In other words, by analysing – or simply reading – scores, we give them the
temporality they lack so they metamorphose into musical processes. In both analysis
and performance, then, we retransform the synchronic into the diachronic.39
Even if the wide circulation of conventional theories of music seems to indicate
otherwise, music’s inherent diachronicity has nonetheless occupied a central position in
writings on music since early times – and from disparate perspectives. Some scholars
have even argued that music possesses a time of its own: not a time separable from
ordinary time, but a time in the formal sense (Alperson 1980: 407-8).40 That is, music

Subsection b.ii. ‘Energeticist Conceptions of Musical Form’, pp. 30ff., and Chapter 2, esp. Section c.
‘Motion and Intensity in Performance’, pp. 83-87.
35
These arguments are taken almost unchanged from Rink 2004a: 128.
36
In Nicholas Cook’s opinion; see Cook 1999b: 14-22.
37
‘The analysis and interpretation of music are, for better or worse, also performances, subject to
(self-)criticism and to revisions the next time around’ (Schmalfeldt 2011: 21). In other words, ‘performance
lies beneath all hearings (including all imaginings) of scores and thus all conceptions of composition (and
analysis)’ (Leech-Wilkinson 2012: paragraph 2.1).
38
As Khoo states, ‘the imagined domain is the realm in which mental constructs of volume and/or motion
take shape’ (Khoo 2007: 81).
39
Furthermore, the two activities necessarily entail making choices among the set of possibilities that are
being offered in both scores and performances, and, thus, not only performance, but also the analysis of
both scores and performance, is always biased. See note 8 on p. 2 above.
40
Victor Zuckerkandl (1956: 201ff.) even argues that the concept of ‘musical time’ should inform the
conception of time prevalent in physics: a time which is experienced, produces the events, and is not
necessarily divided into parts of exactly equal duration. Reportedly, these ideas are consonant with Henry
Bergson’s proposals; see Krebs 1998: 108.
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does not simply take ‘place in time’: it is ‘made of time’ (Cook 2013: 70).41 Along these
lines, Edward T. Cone’s (1977) mode of analysis ideally synthesises the temporalexperiential and the synoptic-analytical ‘readings’ that can be made of musical works
(Figure I.4a, p. 285).42 The third reading – the ‘ideal reading’ – combines the other two:
Although it cannot avoid attending to the overall pattern investigated by synoptic analysis, it will
allow itself to recognize that pattern only as a gradually emerging one, and it will concentrate on
the strategies of concealment and disclosure by which the author controls the process (Cone
43
1977: 559).

Through it the reader establishes logical connections among the events and thereby
gains an impression of the whole. Likewise, underlying Janet Schmalfeldt’s 1985
article, ‘On the Relation of Analysis to Performance’, there is a suggested collaboration
between synchronic44 (the analyst’s) and diachronic (the performer’s) understandings
of music and of its form (Figure I.4b, p. 285).
iv. Musical Structure?
All of these issues acquire special relevance in the study of the most complex and
controversial concept in music theory: the notion of structure. In the ‘strictest sense,
there are no structures except mathematical structures’, which, by nature, are abstract
constructions of a ‘series of symbols that are related within a system’.45 The traditional
conceptualisation of musical ‘works’ as similarly abstract ‘synchronic’ products made
the adoption of such an idea of structure possible in music theory. In fact, the
understanding of the form and structure of musical compositions has been the
cornerstone of myriad theoretical and analytical endeavours, most notably since the
nineteenth century (and the emergence of the ‘work-concept’):46 as defined by Bent
and Pople, ‘analysis may be said to include the interpretation of structures in music,
together with their resolution into relatively simpler constituent elements’ (Bent and

41

This is comparable to Alperson’s (1980) distinction between the ordinary time and time in the formal
sense, or between clock-time and linear-subjective time; see also Kramer 1973. This is to be developed in
Section A.iv below, ‘Musical Structure’, esp. pp. 10-11.
42
It is noteworthy that Cone (1977) draws a direct parallelism between music and narration, connecting
this discussion to the arguments expounded in Section b.iii. ‘Narrative Form’ in Chapter 1, esp. p. 36. His
model is furthermore in clear disagreement with Arnheim’s (1978) Gestalt-based model of perception, as
explained in Section A.iv below, ‘Musical Structure?’, esp. p. 9.
43
Cone applies this type of analysis especially to harmonic function, stressing that ambiguities are
resolved and reinterpreted only as the process unfolds.
44
‘Relating to or treating of different events or things belonging to the same time or period; involving or
indicating contemporaneous or simultaneous occurrence’. Definition No. 1b, under ‘synchronous, adj.’, in
Oxford English Dictionary Online, March 2014 (Oxford University Press), http://www.oed.com/view/Entry/
196401, accessed 24 May 2014.
45
Jean-Jacques Nattiez, 1990: Music and Discourse: Toward a Semiology of Music (Princeton, Princeton
University Press), 15-16; as quoted in Dunsby 2009, 10-11.
46
As explored in Section A.ii above, ‘The “Work Concept” and the Notion of Authorship’, pp. 2-5. See also
Burnham 2002: esp. 880, 890.
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Pople 2001: 208).47 ‘Form’, then, is habitually approached as synonymous with ‘the
constructive or organizing element in music’ (Whittall 2001), i.e. with an overall
arrangement of musical materials grounded on static, hierarchical, and divisible
structures. These structures are usually conceived vertically, and reduced to a
synchronous state;48 tellingly, they are also thought to be predetermined by the
composer, especially in terms of relations of pitch and metre.49 Felix Salzer’s view is
symptomatic of such views: he defines form as ‘the organization and division of ...
structure into definite sections, and the [hierarchical] relation of those sections to each
other’.50
Such traditional conceptions of musical form are rooted in the visual contemplation
of art,51 whereby time ‘is not usually a component of the perception of events’ (Arnheim
1978: 652). Along these lines, Rudolph Arnheim draws a distinction between the
‘visual’ and the ‘spatial’ modes of perception, i.e. between synchronic and diachronic
mechanisms for the interpretation of reality. More importantly, he regards those modes
not simply as opposed, but rather as fundamentally complementary aspects of a
synchronic abstraction. To him, we ultimately perceive events in a simultaneity that
aspires to encompass both the overall form and the relations among its constituent
parts, i.e. the form and the structure of musical compositions (Figure I.5a, p. 286).52
The imprint of Gestalt theories is clearly recognisable: in order to understand a piece
as a whole, there is a ‘transposition of the temporal into the spatial’:53 i.e. succession
and diachronicity are replaced by simultaneity and synchronicity.
In accordance with these predominantly organicist views,54 the structure of a
musical composition is ‘optimally represented in notation’ (Cook 2013: 17), as

47

The fact that the 1980 edition of The New Grove Dictionary of Music and Musicians (vol.1, 340) offers an
identical definition indicates that the same paradigm has governed music analysis throughout at least the
last forty five years.
48
A comparable idea underlies Christopher Small’s assertion that ‘to discover the form it is necessary to
paralyze the narrative moment’ (Small 1998: 167). This is to be developed in Chapters 1 (Section b.iii.
‘Narrative Form’) and 2 (Section b. ‘Narrative Theories and Musical Performance’).
49
‘In the most fundamental sense, [form is] the shape of a musical composition as defined by all of its
pitches and rhythms’ (Randel 1978: 177). For a discussion of meanings attributable to the word ‘shape’,
see Chapter 2.d. ‘The Notion of “Shape”’, pp. 87-93.
50
Quoted in Whittall 2001 from Felix Salzer’s Structural Hearing (1952).
51
See Eco 1955 [1989], where he explores this idea on the basis of Luigi Pareyson’s Estetica: Teoria della
formatività (1960).
52

‘What counts in experience is the order of things, regardless of whether the sequence exists in
simultaneity or occurs in succession’ (Arnheim 1978: 652).
53
Arnheim (ibid., 646) develops this idea on the basis of Paul Fraisse’s Psychologie du temps (1957). This
is developed in Chapter 1, Section c. ‘Related Perspectives from Psychology’, esp. pp. 39-40.
54
Nicholas Cook summarises traditional views on music, especially Schenker’s, as ‘understood to subsist
in its structure, where structure can be more or less resolved into notational categories’ and depending on
‘compositional parameters such as dynamics and orchestration (Cook 2013: 31).
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composers determine it, performers ‘reproduce’55 (ibid., emphasis added) – or, at most,
convey it to the audience(s) – and analysts uncover it. The Formenlehre56 tradition,
moreover, has mainly evaluated it as concurring with, or deviating from, certain fixed
formal schemes. In other words, musical structure has traditionally been represented
as a closed, static, architectural, and relational system in whose creation performers
have no part, and which can be grasped through synchronic analysis of scores.57 Such
an approach to musical form reveals an underlying conception of musical works not
only as static products, but also as existing independently from the processes of their
creation, performance, and perception. The related definitions of musical structure are,
in sum, at odds with the diachronic, processual, and collaborative nature of music. 58
In general terms, post-structuralism responded drastically to these ideas, turning
its back on the analysis of musical form and, accordingly, advocating a reconfiguration
of music theory beyond structural constraints. Some scholars have questioned the
validity and viability of the idea of musical ‘structure’,59 whereas others have opted to
nuance its application, as conciliatory positions are possible and, indeed, necessary.
Jonathan Dunsby (2009) proposes the term ‘quasi-structure’ as ‘more correct’ to
account for music’s uniquely constructive aspect, and John Rink argues in favour of the
notion of ‘shape’,60 which is ‘dynamic through its sensitivity to momentum, climax, and
ebb and flow’ (Rink 1990: 323).61 Yet even if changing the words we use to name
concepts could seem to offer a solution, it is not wholly satisfactory. If there is a
contradiction between the practical manifestation of an idea and its theoretical
characterisation, the latter is unavoidably inappropriate.62

55

Nicholas Cook also speaks of performers as ‘expressing’, ‘referencing’, and ‘signifying’ structure (ibid.,
31, 245). For their part, Daniel Leech-Wilkinson uses the term ‘outlining’ (Leech-Wilkinson 2012: 4.9), and
John Rink resorts to the word ‘projecting’ (Rink 2002: 39, 2004a: 128).
56
Lit. ‘morphology’. Accordingly, in music the term Formenlehre literally means the study of musical
elements (i.e. motives), their internal constituents, and the manner in which they relate to other elements,
thus forming the ‘syntax’ of the work. However, in the middle of the nineteenth century, this relatively open
concept turned into a much more restrictive approach, whereby music theorists ultimately focused on
composers’ techniques for the handling of musical materials according to a number of codified formal
archetypes, such as the sonata, fugue, or rondo forms. See notes 32 on p. 25 and 73 on p. 32,
corresponding to Chapter 1, for examples in twentieth-century musical theory.
57
Even the majority of the theorists who have considered time and motion as important aspects of musical
form, have not always acknowledged the function that performance plays in its definition. This is
developed throughout Chapter 1.
58
‘Most theorist’s analysis does not construe music as intrinsically temporal, in the way that performance
is, but treats it as some kind of non-temporal structure that is unfolded through time’ (Cook 2013: 45).
59
See, for instance, Leech-Wilkinson 2012.
60
This is developed in Chapter 2.d. ‘The Notion of “Shape”’, pp. 87-93.
61
Rink even confronts the two words, speaking of ‘music's shape, as opposed to structure’ as one of the
assumptions that he regards as central to performers’ analysis (Rink 2002: 39; original emphasis). See
relevant discussion in Section A.iii above, ‘Analysis and/or Performance’, esp. pp. 6-7.
62
This is developed in Chapter 2, esp. Section d.ii. ‘Musical Structure Revisited’, pp. 91-93.
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The idea that music is ‘made of time’ (Cook 2013: 70), and that time is the basis of
its form,63 means that, in music, time is exploited as a formal element, and the temporal
succession of sounds is critical for the creation of its structures. Diachronicity and
musical structure, then, are not necessarily incompatible. Accordingly, music’s
‘chrononomy’64 does not automatically imply the discredit of analysis, but rather a
reformulation of traditionally-accepted notions of ‘form’ and ‘structure’. Along these
lines, Anthony Newcomb propounds a totally diachronic view of musical structure
(Figure I.5b, p. 286):
We shall turn away from the approach to form as formal schemata – what various critics call
variously the spatial, static, synoptic, or synchronic view of form. We shall be concerned less with
what we understand the unit to have been when it is finished, and more with what we understand
the unit to be from moment to moment according to the way things are proceeding at that
particular time (Newcomb 1983: 233-34).

The function of the events is not predetermined but continuously reshaped and
redefined as new elements, and consequently new relations among them, emerge over
the course of time.
However, synchronicity can be helpful, and perhaps unavoidable, as an analytical
tenet: for instance, the moment that we ‘take’ two presentations of a single melodic,
rhythmic, and harmonic motive which are not strictly consecutive out of a given
performance and compare them, as I do in some of the analyses in this dissertation,
we are ‘freezing’ the time across which the performance naturally unfolds. In fact, some
scholars who contemplate music’s diachronicity as central to any theoretical or
analytical inquiry65 recognise that musical form is an associative activity:
Here I repeat ... that the form can manifest itself and be recognised only in the proper movement
of music, in the process of its construction, although it is visualised as synthesis of relationships
by our consciousness post factum, as capturing of what is heard, or is fixed in our consciousness
66
as one such unity (Assafjew [Asaf'yev] ca. 1930 [1976]: 215).

In other words, musical form is experienced diachronically and interpreted not only
prospectively but also retrospectively.67 However, our global understanding thereof
implies a sort of analytical synchronism. Therefore, my analyses in Part II conform to a
paradigm that, while being able to exploit traditional strategies, would always place
diachronicity in a central position (Figure I.6, p. 286).

63

See Section A.iii above, ‘Analysis and/or Performance’, p. 7.
Morgan (1980: 527) traces the origins of this term back to Igor Stravinsky’s Poetics of Music in the Form
of Six Lessons (1947).
64

65

This is the case of the so-called ‘energeticists’. I discuss the most important points in their theories in
Chapter 1.b.ii. ‘Energeticist Conceptions of Musical Form’, pp. 28-33.
66
‘Hierbei wiederhole ich ..., daβ die Form sich nur in der eigentlichen Bewegung der Musik, im Prozeβ
ihrer Herausbildung offenbart und erkannt werden kann, jedoch als Einheit von Beziehungen von unserem
Bewuβtsein erst post factum, als Erfassung des Gehörten, vorgestellt bzw. in unserem Bewuβtsein als
eine solche Einheit fixiert wird’. If not stated otherwise, translations from German to Spanish are mine.
67
This is developed in Chapter 1.c. ‘Related Perspectives from Psychology’, esp. pp. 40-41.
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B. The Project
Given these positions on the issue, this dissertation explores whether or not the notion
of structure is still viable when the music’s performative reality is fully acknowledged.
To do so, it addresses the following research questions:


What is musical ‘structure’? Is it a viable concept in terms of the musical
experience of performance?



How can the analysis of (recorded) performances support the notion of
musical structure as dynamic/diachronic?



Which parameters are most relevant to this notion of musical structure?
Which criteria must be taken into account when segmenting a piece of
music?



How do performative parameters – especially timbre, articulation,
intonation, dynamics, and timing – affect the creation and perception of
musical structure?



Do equal/varying performative strategies result in the same/different
structural constructions?



To what extent are performers’ interpretations of structure durable over
time? Do their varying interpretations always project the same
understanding of structure?

It is true that the software and representational means available at present (2018)
have significant limitations for the analysis of audio recordings. For instance, the
computer programs that I have employed cannot discriminate dynamic values for
separate parts, and as a result they treat them as if they were merged into a single
line.68 The visual representations of sound waves are similarly hard to interpret in
respect of timbre. However, these and other limitations have motivated me to adopt a
multi-modal analytic approach that is consonant with the complexity of musical art. I
regard scores and performances not as opposed but rather as equally relevant for this
same project, acknowledging their limitations and advantages, as well as my
responsibility for their interpretation without falling into the error of a ‘simplistic’
translation from one into the other.69 In the analysis of recordings more specifically, I
resort to empirical approaches to the corresponding sound waves in combination with
more ‘subjective’, aural analysis of the performances. In fact, as the dissertation
progresses, I lay greater emphasis on the latter type of analysis, showing that its
68

The distinction of separate parts is problematical in itself, as most of the audio recordings that I analysed
do not use multi channel techniques. See Appendix III.a for full details.
69
This is a direct reference to Rink 1990: 321, where he criticises ‘one-to-one’ mappings from analysis to
performance, such as Berry’s (1989), as ‘too simplistic … translation[s]’.
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results do not need to be less meaningful than those that I obtained from data-based
analysis or by taking scores as a departure point. Aural analysis contextualises and
gives meaning to raw numerical data, the analysis of which moderates my own
preferences, prejudices, and weaknesses, and the limits of human perception and
memory in general. Even if this dissertation is primarily analytical and theoretical, my
performer and listener ‘selves’ play significant roles too. During the analytical process,
my past experiences as performer of, and listener to, Brahms’s Cello Sonatas, Opp. 38
and 99, inevitably influence my perception and expectations.70 Sometimes my intuitions
as performer and listener guide, or at least trigger, my analyses; on other occasions, I
take a more purely analytical approach to shed light on my earlier impressions. Without
such a wide-ranging perspective, I could not have reached the results that I present in
this dissertation.
As a consequence, this dissertation is product of a constant dialogue between
performance, listening, theory, and analysis. In it, I attempt to solve the quandary
posed in an article by John Rink (2002), i.e. to do with the dynamic between ‘analysis
and (or?) performance’,71 as well as another quandary between quantitative and (or)
aural analysis by combining all of these approaches, without sacrificing any of them. In
this light, I aim to explore:


how score- and performance-based analyses can be integrated in
musicological discourse



how scores can be diachronically read and understood



how the mere description of performative parameters can be transcended



how theoretical models might be revised/reassessed in the light of musical
practice as observed through experimental/empirical findings



how aural and performance-based analysis in general could inform
theoretical descriptions of music.

In other words, this dissertation aims to offer new perspectives helping to bridge the
apparent gaps, and thus to abandon traditional hierarchies, between:


composers and performers



performance and analysis



quantitative and aural approaches to the analysis of recordings



parameters that have been traditionally been conceived as ‘fundamentally’
defining music and those that depend more obviously on performers

70

The analyses in Part II of this dissertation present my own perceptions as an experienced listener of
Brahms’s cello sonatas. This does not mean that my commentaries are not relevant for non-trained
listeners, as their interpretations are likely to be shaped by the kind of details that only professionals can
identify and describe.
71
In relation to the elemental exposition in Sections A.iii above ‘Analysis and/or Performance’, pp. 5-8.
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the notion of musical structure and the diachronic nature of music.

To achieve this, I have made a selection among analytical and theoretical
approaches, specific compositions on which to base the case studies, the editions of
the composer’s scores for those pieces, and recordings thereof by a further reduced
number of performers.72 As a result, the analyses in Part II are necessarily restricted to
one (i.e. my) interpretation of twenty recordings of three specific movements from a
pair of compositions of a particular repertoire, namely the cello-piano duo sonata in the
late nineteenth century in the German-speaking domain. Although this intentional
specificity might seem a limitation, it favours – and, in fact, makes possible – the
attainment of the goals that I have contemplated for the project. These are:


to offer a comprehensive explanation of, and to illustrate, how we might
infer structural relations from the manner in which performers handle
sound’s parameters simultaneously



to develop – unavoidably ‘synchronic’ – representational means that may
facilitate the understanding of structural relations in music performance
and, at the same time, capture the diachronicity and intensity inherent to
any musical process. This is part of a broader methodological objective,
namely to lay the foundations for an analysis of recorded performances
that, while making use of ‘synchronic’ strategies, advocates and sustains a
diachronic understanding of music.



to expand the theoretical bases on which a potentially diachronic
understanding of musical form may rest, setting out a potential framework
in which traditionally overlooked theories could acquire fuller significance;



by applying these theories, methods, and representational resources to the
analyses of several recordings of Brahms’s Sonatas from Cello and Piano,
Opp. 38 and 99 – and by pondering their significance and practical
pertinence – to ultimately interpret the notion of musical structure in terms
coherent with music’s temporal and sonorous, i.e. performative, nature.

A smaller group of recordings and/or performers would have necessarily constricted
the results obtained, as any generalisation would be of dubious legitimacy. On the
other hand, a larger number would have been unwieldy, especially within the context of
doctoral research.
To tackle these issues, the dissertation is divided into two main parts. They
respectively focus on the complementary areas of music theory and analysis. Their

72

This is discussed in the Transition, esp. Sections a. ‘Brahms’s Sonatas for Cello and Piano’, pp. 118-24,
and b.i. ‘Sources’, pp. 125-30.
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titles, as well as those of the remaining sections, correspond to the customary broad
thematic-harmonic sections – and their functions – within sonata-form movements:


This ‘Introduction’ contextualises the doctoral project and outlines some
fundamental premises for the dissertation a as a whole.



Part I (‘Exposition: Conceiving Musical Structures’) ‘expounds’ its
theoretical and methodological bases.



The ‘Transition’ connects the two Parts by outlining the case studies and
sources that I use in Part II to investigate in practice the ideas discussed in
Part I.



Part II (‘Development: Inferring Musical Structures’) illustrates some of the
ways in which the previously-reviewed theories can have practical,
analytical relevance, ‘elaborating’ them in the light of musical performance.



Finally, the ‘Reprise and Coda’ does not simply synthesise the conclusions
to which I allude through the dissertation. Rather, it goes further by 1)
analysing the obtained results in respect of the questions that have guided
the study; 2) getting to their core, ultimately serving to propound a revision
of the concept of structure ideally congruent with the diachronic, sounding,
dynamic, and individual nature of music; and 3) speculating on further
paths that this research eventually opens in the field of musicology.

The abundant cross-references that pervade the dissertation facilitate insight into the
discussion as a global and coherent project. As in a ‘complex dynamic system’ (Fabian
2015, 2017),73 elements interact in a non-linear way, forming loops74 and clusters,
which ‘co-operate with each other and also compete with other clusters’ (: 60).
Because the relationships among elements might be provisional, sometimes the
discussion jumps from one plane and/or parameter to another in order to account for
the sheer complexity of the notion of musical structure; this is as inevitable as it is
potentially salutary. More importantly, the cross-references mirror the expectant and
retrospective interpretations that characterise any process of formal inference, as the
analyses in Part II ultimately illustrate. Therefore, the organisation and the
nomenclature of the dissertation are metaphors of its main subject of study, i.e. musical
structure.
More specifically, Chapter 1 (‘“Diachronic” Structures: Evaluating Scores’) explores
73

Dorottya Fabian understands musical analysis as a complex dynamic system. She derives this idea from
Deleuze and Cilliers’ writings, especially Paul Cilliers, 1998: Complexity and Postmodernism.
Understanding Complex Systems (London: Routledge) and Gilles Deleuze, 1994: Difference and
Repetition, trans. Paul Patton (New York: Columbia University Press). See Fabian 2015 for a
comprehensive survey.
74
See Chapter 2.c. ‘Motion and Intensity in Performance’, pp. 83-87, and especially Repp 1993: 56-54 for
ideas on non-linear motion in music.
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music’s diachronicity as related to the perception of motion, change (Section a), and,
importantly, as a fundamental prerequisite for the understanding of its formal aspect
(b). Although the relationship between form and process has been debated since
ancient times (b.i), the appraisal of diachronicity in music theory gained momentum at
the turn of the twentieth century, when the so-called ‘energeticists’ – such as August
Halm, Ernst Kurth, Boris Asaf’yev,75 and Ernst Toch – reacted against the
schematically orientated Formenlehre tradition (b.ii).76 To explicate music structure as
diachronic/dynamic, some scholars have recourse to narrative strategies, for which the
passing of time is theoretically essential (b.iii). On the whole, these ideas originate from
common perceptual tendencies (c) and can be more easily comprehended through
visual representations (d).
To acknowledge music’s intrinsic diachronic and sounding nature, Chapter 2
(‘“Diachronic” Structures: Evaluating Performances’) investigates how notions of
musical structure acquire fuller meaning in the context of performance. Musicians can
realise and project structural relations through their handling of music’s surface, or, in
other words, of musical parameters (a). In respect of the latter, I concentrate on the
effects of timing, dynamics, timbre, articulation, and intonation variations, either
separately (a.i) or, more importantly, simultaneously (a.ii). Particularly significant in this
sense are Todd’s conception of musical phrases as punctuated through coordinated
increases and decreases in tempo and dynamics (a.ii.1), the study of local stresses as
potentially having structural significance (a.ii.2), and a revision of the concept of
‘motive’ beyond score-dependent parameters (a.ii.3). Just as scholars have interpreted
musical scores in literary terms, they may theorise performance as inspiring a narrative
understanding of a very special sort (b). Equally the energeticist postulations
expounded in Chapter 1 have a counterpart here (c), revealing an even stronger
linkage to ideas of motion and intensity. On these grounds, I ultimately hypothesise that
musical form may be conceived as a ‘shape’, as a temporally changing process that
emerges from the varying structural relations established among all of its constituent
elements (d). Again, these ideas require specific representational methods (e). Finally,
Chapter 3 (‘Analysing Musical Structures’) describes the software (a) and the methods
(b) that I have employed to carry out the analyses presented in Part II, including the
collection of numerical data from recordings (b.i); the detection of small-scale strategies
shared among performers, which might have a motivic function (b.ii); aural analysis
(b.iii); and the generation of specific representational figures (c).
75

For the sake of consistency, I use the English transliteration of this theorist’s surname (as appears in
Grove Music Online), although in the 1976 source that I have consulted it is germanised as Assafjew. For
full details, see the bibliographical references at the end of the dissertation.
76
See note 56 on pp. 9-10 above.
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To illustrate and ‘develop’ these claims further, Part II contains my analyses of
twenty recordings of specific movements from Brahms’s Sonatas for Cello and Piano,
Opp. 38 and 99, as well as of the composer’s scores. Chapter 4 (‘The Definition of
Structural Relations: Temporal and Dynamic Procedures’) examines how performers’
handling of timing and dynamics can have a significant impact on the listeners’
structural perception of a given musical piece, in this case the Adagio affettuoso of the
second of these sonatas. In Chapter 5 (‘Broadening the Purview: Articulation Strategies
and Motion’) I expand the analytical focus by adding articulation to the group of
performative

parameters

that

might

influence

listeners’

potentially

formal

understandings of music. Due to its compositional features, the third, fugal E minor
movement of Brahms’s Op. 38 is especially apposite as a case study. In Chapter 6
(‘Narrating ‘Diachronic’ Structures: Processes of Timbral Transformation’) I adopt an
even more clearly performative stance, as it is primarily based on my perceptions of the
select group of recordings of the opening movements of both Sonatas, alluding to
Brahms’s scores only fleetingly. In this fashion, I discuss the structural relations that I
personally discern in those recordings in terms that have not been sufficiently
considered in the musicological literature, namely as a narrative-like construal of
sounds’ diachronic unfolding.
The subsequent theoretical and analytical discussion as a whole illustrates how
ideas that are fairly evident in the context of performance – and for some music
theorists too – give a better account of what musical ‘structure’ is, if we actually can
accept such a straightaway thing as a definition. In this way, I counter Jim Samson’s
assertion that music analysis ‘is [always] premised on a closed, homogeneous concept
of the artwork’ (Samson 1999: 43).77 We need not abandon analysis but rather should
‘rethink both the activities and the objects’ thereof (Korsyn 1999: 59; first emphasis
added): music is a diachronic process, not a synchronically graspable structure. What
matters most is not to produce a formula to which, for instance, every sonata-form
movement would conform, but to acknowledge that these are open, not pre-determined
processes evolving in time and sound. Therefore, I retain the term ‘structure’, yet
denote the relations that ‘particular materials and processes’ (Arnold 2011) establish –
or that we perceive them to establish, as I progressively argue in this dissertation – in
their overall progress as they mould an global outline, or ‘form’. To me, ‘structure’ and
‘form’ are two facets of the same idea,78 i.e. musical organisational relations, one
77

The same notion pervades Korsyn 1999: ‘Music analysis treats pieces as closed, static entities’ (: 55).
Revealingly, the terms ‘form’ and ‘structure’ usually receive undifferentiated uses. In fact, whereas the
major dictionaries of music (The New Grove Dictionary of Music and Musicians, Die Musik in Geschichte
und Gegenwart, and Oxford Music Online) treat ‘form’ extensively, they do not include separate entries for
‘structure’. Instead, the latter emerges under the rubric ‘form’; see, for instance, Arnold 2011.
78
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referring more to their small-scale arrangement, whereas the latter expresses a wideranging understanding thereof.79
This dissertation ultimately explores why, and also some of the ways in which,
musical structure can and should be conceived diachronically as a process of inference
that is unique to each perceiver. Its contribution resides not only in the resulting
revision of the notion of musical form, but also in the solid theoretical and analytical
foundations that it provides for such a re-conceptualisation. Through comprehensive
scrutiny of apparently heterogeneous theories and by applying reliable analytical
methods in the analyses in Part II, this project ultimately demonstrates that not only can
the field of performance studies blossom without radically dismissing previous
achievements in music theory or analysis, but also how the latter, and musicology in
general, can benefit from performance-focused approaches that place music’s
diachronicity, temporality, and individuality in the centre of any relevant enterprise. By
the same token, I aim to illustrate a manner in which the analysis of musical
performance can act ‘as a model for the performativity of analytical writing’ (Cook
1999a: 252), and also how performance is of importance not only ‘for its own sake, but
[also] for what it can tell us about music theory in general’ (: 242). Along these lines,
the specificity of this doctoral project will ideally pave the way for further investigations,
whether or not on the topic of musical structure, as it has the potential to enrich,
expand, and ultimately enhance research through the recognition of performance
studies not only as a distinctive area of knowledge, but also, and more importantly, as
an integral field worthy of full assimilation into music theory and as potentially
significant for performers’ activities as well.

79

Similar arguments are apparent in ‘energeticists’ theories. See especially Assafjew [Asaf'yev] ca. 1930
[1976], Brenn 1953, and the discussion thereof in Chapter 1.b.ii. ‘Energeticist Conceptions of Musical
Form’, pp. 28-33.
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PART I
EXPOSITION:
CONCEIVING MUSICAL STRUCTURE

CHAPTER 1
‘DIACHRONIC’ STRUCTURES:
EVALUATING SCORES
a. Musical Dynamics and Motion
In musical contexts, the term ‘dynamics’ is commonly applied to gradations in tone
volume. Nevertheless, it possesses a second, more general meaning connected to
movement. As defined in the Oxford English Dictionary, ‘dynamics’ refers to
the branch of Physics which treats of the action of Force: in earlier use restricted to the action of
force in producing or varying motion, and thus opposed to Statics (which treats of rest or
equilibrium under the action of forces); more recently, the name Kinetics has been introduced for
the former, Dynamics being taken in a more comprehensive (and more etymological) sense, to
include Statics and Kinetics. But the earlier usage, in which Statics and Dynamics are treated as
co-ordinate, is still retained by some physicists, and has largely influenced the popular and
1
transferred applications of the word and its derivatives.

Along these lines, scholars have spoken of music in terms of motion – either as
antipodal to movement and stasis,2 or as pure movement – even if, literally, music is
not locomotion ‘because a tone, as an aural object, does not change locale’ (Rothfarb
2002: 929).3 However, the mapping of the scientific conceptualisation of movement
onto music is far from straightforward, even if even if we acknowledge that the idea of
musical motion is just a deeply anchored conceptual metaphor whereby we might see
either the music itself or ourselves (as listeners) as moving through space4 (Riemann
ca. 1900).
Specifically, the idea of invariably ongoing motion is not wholly satisfactory in
music, as the latter ‘offers experiences of change that are at odds with our common
understanding of time’, i.e. as continuous5 onward movement (Adlington 2003: 318).
1

Definition No. 1a under ‘dynamics, n.’, in Oxford English Dictionary Online, March 2014 (Oxford
University Press), http://www.oed.com/view/Entry/58824, accessed 24 May 2014.
2
‘Statics’ might be defined as ‘the study of or theory relating to a subject or thing in a stable state or
condition; those aspects of something which are stable or in balance; that which does not change or
progress. Chiefly contrasted with dynamics’. Definition No. 1c under ‘statics, n.’, in Oxford English
Dictionary Online, March 2014 (Oxford University Press), http://www.oed.com/viewdictionaryentry/
Entry/189291, accessed 24 May 2014. A. B. Marx was one of the first to apply the notion of stasis to
music, speaking of Bewegung and Ruhe; see pp. 23, 27, 36-37 below.
3

As Zuckerkandl puts it, ‘In music … there is nothing that can move, nothing in relation to which anything
can move; there is nothing but tones – and they do not move’ (Zuckerkandl 1956: 83-84).
4
For further valorisation of these ideas, see Adlington 2003: 304. Section c below, ‘Related Perspectives
from Psychology’, esp. p. 41, and, especially, Chapter 2.c.i. ‘Change, Motion, and the Body’, pp. 83-85.
5
‘The various methods of joining ... make for unbroken flow, for continuous movement, and prevent
faltering and stagnation’ (Toch 1948 [1977]: 194; original emphasis). To Hugo Riemann (ca. 1900: 5),
changes in pitch and speed are always continuous, never terraced.
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For instance, tones follow one another with no glide connecting them,6 which leads to
the conclusion that the idea of continuous and, ostensibly, goal-directed, motion is not
the only one conditioning our understanding of music.7
In fact, the notion that the sense of movement may depend not on continuity but
rather upon change is pervasive in much theoretical literature. Already Greek thinkers
deemed motion to be essentially provoked by change: in size or number (quantitative),
in nature or constitution (qualitative), of location (spatial), or of time (temporal).8 Along
these lines, musical movement may be conceptualised as a consequence of change in
music’s parameters: volume and texture (quantitative), timbre and articulation
(qualitative), pitch (spatial), and duration (temporal). Similarly, Henri Bergson posits
that ‘there are changes... [and] there are movements, but … movement does not imply
a mobile’.9 Therefore, ‘motion does not mean to be first here, then here; it means to be
on the way from here to there’.10 What matters is not the location, but the process,
along which there are changes in ‘dynamic qualities’ (Zuckerkandl 1973), i.e. states of
tension.
Along these lines, our perception of musical motion depends on change in at least
one parameter.11 Importantly, change does not need to be continuous in all levels in
order to be perceived as such: ‘continuity on one level does not necessarily entail
continuity in another; in other words, continuity is a hierarchical concept’ (Khoo 2007:
84; original emphases).12 Moreover, simultaneous dynamic processes in various
parameters do not necessarily concur in direction (progressive, recessive, static,
erratic), structural significance, or rate of change (gradual, sudden, etc.) (Berry 1976: 1,
8, 377).
In more extreme situations, change can result in opposition, which, for its part,
might also be the source of musical motion. Wallace Berry, for example, speaks of ‘a
dialectic … [of] opposing tendencies of growth and decline’ (Berry 1976: 6). Moreover,
dichotomies such as form vs. content, or internal vs. external, may be resolved
6

This leads Zuckerkandl to problematise that ‘all we have are stationary tones strung together without any
transition – a perfect example of discontinuity’ (Zuckerkandl 1956: 89).
7
In this regard, Adlington contends that, in our perception of music, the idea of continuous movement
intermingles with other images, such as tension, light, and weight (Adlington 2003: esp. 318).
8
See Rothfarb 2002: 930-31.
9
Henri Bergson, 1946: ‘The Perception of Change’, in The Creative Mind, trans. Mabelle L. Andison (New
York: Dover Publications), 137; as quoted in Zuckerkandl 1956: 141.
10
Henri Bergson, 1939 [1965]: Matière et mémoire: Essai sur la relation du corps à l’espirit’ (Paris: Les
Presses universitaires de France); as quoted and translated in ibid., 136; no page number is given for the
original publication.
11
‘The sense of “motion” … largely depends … on change within one or more element-successions’ (Berry
1976: 4; original emphasis).
12
Khoo (2007: 85) distinguishes among the following levels: (i) note-to-note; (ii) in a figure/phrase; (iii)
across sections; and (iv) in an entire piece. For his part, Paul Kivy (2004) speaks of the experience of
continuity between designated sections in a multi-movement work.
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dialectically through the notion of movement (Köhler 1996: 13). Thus, Herder, who
considered music as the art of movement, speaks of the tension between time and
space, and he, Kurth (1925), and Asaf’yev (ca. 1930 [1976])13 refer to the opposition
between energy and matter as the foundation of musical motion.14 A. B. Marx
conceives music’s dynamic impulse as residing in the confrontation between stillness
(Ruhe) and movement (Bewegung),15 an idea that has been developed to encompass
the contrasting states of release (or calmness) and tension (Schering, Mersmann,
Halm, Hess).16
The dialectical nature of dynamics has been explored in more specifically musical
terms. To mention just a few examples, on the one hand Schenker and Asaf’yev adopt
a harmonic perspective, where motion results from the opposition between tension and
relaxation within the tonal system. In contrast, Alperson (1980) and Berry (1976) apply
this idea to rhythmic regularity and irregularity (or stability and instability). Hess (1960),
Zuckerkandl (1956) and Larson (2012) base the dialectical confrontation on both tonal
and metric grounds. Whereas Zuckerkandl conceives the scale and metre as dynamic
fields,17 Larson speaks of inertia (tendency to descend), magnetism (tendency to
stability), and gravity (tendency to continue in the pattern perceived).18 He deviates
from most of these theorists,19 arguing that music might not be goal-directed, that is,
that not all musical processes are necessarily organically attracted to a certain event:
13

Asaf’yev ca. 1930 [1976] contains two texts that were originally published in Russian, around 1930 and
in 1942 respectively. The first one, Die musikalische Form als Prozeβ is found on pages 23-224; Die
Entonation takes up the remaining part. As the references that I include in this dissertation appear in the
first part, I date the volume as ca. 1930. See note 75 in the Introduction, p. 16, for a discussion of the
English phonetic adaptation of the German spelling of this theorist’s surname.
14
Kurth also alludes to the opposition between kinetic and potential energies. See Rehding 1995, Rothfarb
1988: esp. 152.
15
Although the terms ‘stasis’ and, especially, ‘statism’ are perhaps more adequate in scientific contexts,
the corresponding German word Ruhe might also be translated as musical ‘stillness’, ‘rest’, or, more freely,
‘motionlessness’ or ‘stability’, as Leonard Meyer (1983) does; see p. 24 below. I also employ
‘motionlessness’ in Chapter 4 (Section b.ii. ‘The Integration of the Coda’), p. 148.
As opposite to Ruhe, Bewegung can also be translated as ‘agitation’ (Unruhe) (see
https://www.langenscheidt.de/), as I do in Chapter 4 (Section b.iii. ‘Global Perspectives’: ‘Casals and
Horszowski (1936)’), p. 160. This acceptation is in close relation to Berry’s (1976) idea of irregularity or
instability (see below). A. B. Marx considered the dialectical opposition between Ruhe and Bewegung as
both the source of motion and the basis of sonata-form compositions; see Section b.i below, ‘Form as
Process’, pp. 25-28.
16
The conception of dynamics as including motion and stillness is all the more appreciable in these
approaches. However, these scholars do not always employ the term ‘dynamics’ consistently, showing an
intermingling of dualistic and monistic notions. For instance, depending on the occasion, Asaf’yev is
inclined to consider dynamic impulse as opposed to stillness, or as comprising both movement and
motionlessness. See also Section b.ii. ‘Energeticist Conceptions of Musical Form’, esp. pp. 28-29.
17
‘The tones of our tonal system are events in a dynamic field, and each tone, as its sounds, gives
expression to the exact constellation of force present at the point in the field at which the tone is situated.
Musical tones are conveyors of force’. He subsequently argues that ‘rhythm now presents itself to us as
motion in the dynamic field of meter’ (Zuckerkandl 1956: 37, 174; original emphasis).
18

Larson (2012) bases his arguments in Toch 1948 [1977] and Lerdahl 1996, as well as in the works by
Rudolf Arnheim, Jamshed J. Bharucha, and Elizabeth Hellmuth Margulis.
19
With the exception of Dahlhaus; this is explored in Section b.i below, ‘Form as Process’, pp. 25-28.

23

20

Meyer’s description of musical inertia (which he calls ‘good continuation’) ... is an incomplete
(and, in fact, misleading) explanation of the operation of musical forces ... [His] assertion that ‘we
expect continuation only so long as … it can be understood as motion toward a goal’ is
contradicted by melodies in which musical inertia carries motion beyond the goals to which
magnetism draws them, creating musical gestures that are analogous to the graceful physical
gestures that circle about a goal, change direction at unstable points in continuous motions, or
change direction at stable points on which they pause (Larson 2012: 263; original emphasis).

Halm takes a related yet more fundamentalist, harmony-based stance: to him,
tones have their own will towards change and thus towards motion, the latter being the
‘sensation of flowing through time’ (Halm 1913 [1947]: XXVI).21 Tones possess
opposing centrifugal and centripetal tendencies,22 or inertia and materiality (: 223ff.),
and it is this musical ‘drama of forces’ (: 50)23 that produces dynamism. The internal will
of tones is primarily manifested in harmony:24 dissonance is the source of energy,
which accumulates in processes of intensification (Steigerung) (Kurth 1925: 285).25
Adopting a loosely phenomenological approach,26 Halm argues that sounds’ will is, in
reality, the external manifestation of music’s profoundest will: ‘If you wish to understand
the invisible, look carefully at the visible’. To discover it, one needs empathy
(Einfühlung),27 ‘self-immersion into music’s ebb and flow – its dynamics – and into the
elements of which it is composed’ (Rothfarb 2009: 75):28 While sharing many of his
teacher’s – i.e. Halm’s – ideas, Ernst Kurth significantly deviates from him when
proposing melody, and not harmony,29 as the primary manifestation of music’s inner
will. Interestingly, he interprets motion from a markedly psychological perspective, and
bases it on ‘psychic states of tension’ (: 4).30 As Danuser puts it, ‘Kurth looks for the
20

In Leonard Meyer’s Emotion in Music (1956).
‘... das Flieβen durch die Zeit’; as trans. in Kelly 2008: 38.
22
Willy Hess (1960: 21) similarly refers to the tendencies of unification and separation, which, to him, are
electric poles.
23
‘Ein Drama von Kräften haben wir vor uns’. This idea of ‘drama’ is directly related to the discussion of
narrative ideas of musical form in Section b.iii below, ‘Narrative Form’, esp. pp. 36-37. As indicated in the
Introduction, note 66 on p. 11, published translations are used where appropriate; all others translations
are mine.
24
‘We easily observe [how] the internal force of the events, the expression of which are the so-called
dynamics, operates through harmony’ (Halm 1978: 92): ‘Die innere Kraft des Geschehens, deren
Ausdruck die sogenannte Dynamik ist, sehen wir also vorzüglich durch die Harmonie wirken’.
25
Halm (1978) uses the same term, for instance on p. 94: ‘in der Kunst der Steigerung’.
26
See Rothfarb 1993, 1996; Rehding 2001.
27
According to Rothfarb (2009: 75), this idea was popularised by Theodor Lipps but goes back to Herder.
Hulme valued this same quality in what he called ‘vitalistic’ art. For further discussion, see note 71, pp. 3233 below.
28
‘Willst du das Unsichtbare erkennen, so sieh sehr genau auf das Sichtbare!’ (August Halm, 1914: Die
Symphonie Anton Bruckners (München: G. Müller); as trans. in Rothfarb 1996: 65, 2005: 139).
This idea of empathy has been applied to bodily responses in music perception. In this sense, Lee
Rothfarb (2009: 178) mentions the works of David Lidov, Robert Walser, Candance Brower, Janna
Saslaw, and Arnie Cox.
29
In this respect, Hess is indebted more to Halm than to Kurth, as he considers melody as emanating from
the energy of harmony and rhythm; see Hess 1960: esp. 18, 21.
30
‘... psychischen Spannungszuständen’.
21
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energetic behind the musical material’ (Danuser 1986-87: 86),31 and not inside it, as, I
argue, Halm does.

b. Dynamic Form
Dynamic ideas about music have led to an understanding of form as a process that is
in a continuous state of transformation, that is, in motion. This section explores how a
number of scholars acknowledge – and represent – the diachronic, motional aspect of
music in their theories of form, speaking of it in terms of energy, force, and intensity.
Images of process and change also feature in conceptualisations of musical form as
narration, and, by the same token, our perception of music seems to be rooted in our
sense of motion and energy.
b.i. Form as Process
No one denies the commonplace that musical form represents a process (Dahlhaus 1977 [1991]:
113; emphasis added).

Since the moment ‘in which form began to emerge as a self-standing music-theoretical
concept’ (Schmalfeldt 2011: ix); that is, coincidentally with the consolidation of the
‘work-concept’, the standardisation of Classical formal procedures, and the blossoming
of pedagogical literature on the subject around the middle of the nineteenth century,32
ideas of processuality have been frequent in literature on musical form – even if
twentieth-century manuals on the topic omit the discussion thereof almost completely.33
However, soon the idea of ‘form’ was equated to ‘schema’, which seems to indicate
that, since its germination, modern musical theory was characterised by an opposition
between ideas of form and process.34 The conflict was still patent at the end of the
following century: to Leonard B. Meyer (1983), for instance, ‘processes’ and ‘forms’
show different degrees of closure, that is, arrival at stability (: 81),35 in such a way that
‘what is processive on one level … becomes formal … on the next’ (: 91). They act
independently as generators of structures, and, although they usually support each
31

‘Kurth sucht die Energetik hinter dem musikalischen Material auf’.
According to Timothy L. Jackson, ‘the normative procedures of sonata form … [were] codified in the
Formenlehre of the mid-nineteenth century’ (Jackson 1996: 67). Supporting this assumption, James
Hepokoski asserts that the ‘normative practice, or set of reified defaults, urged by the Formenlehre
traditions [was] for better or worse a fundamental frame of reference for the institution of Germanic art
music at least from the time of A. B. Marx on’ (James Hepokoski, 1993: Sibelius: Symphony No. 5
(Cambridge: Cambridge University Press), 6-7; as cited in ibid., 64). See also the Introduction to this
dissertation, esp. note 56 on pp. 9-10.
33
Such as Caplin 1998, 2013; Hepokoski and Darcy 2006; Rosen ca. 1988; and L. Stein 1962, 1979.
34
Schmalfeldt (1995: 40) relates this dichotomy to Marx Evans Bond’s division into ‘conformational’ and
‘generative’ approaches to form.
35
Note the relation to ideas of stillness, rest, and Ruhe, as discussed above, note 15, p. 23.
32
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other (: 104), they are sometimes ‘out of phase’, to borrow Lerdahl and Jackendoff’s
(1983) terminology.36
In any case, by 1800 Schlegel had defined Romantic poetry as ‘constantly
developing’, claiming furthermore that this is ‘its true nature: it can forever only
become; it can never achieve definitive form’.37 Along the same lines, Hegel
emphasised this notion of Werden (becoming) through the image of Aufheben
(overturning), which unites a concept with its opposite ‘in such a way that they
“overturn into one another”, thus losing their one-sidedness’ (Schmalfeldt 1995: ix). It is
a process of synthesis taking place as time elapses.
Similar thoughts reverberate in Theodor W. Adorno’s and Carl Dahlhaus’s
writings.38 To both, musical events are constantly changing in structural function: at
every moment they are not yet what they point to, but at the same time no longer what
they seemed to be:
The formal sense of a work is not constituted by the final shape alone, in which all the events
have conjoined: the totality of provisional structures – as they have been suggested and revoked,
39
have complemented or contradicted each other – is also part of it’ (Dahlhaus 1977 [1991]: 118).

To Adorno specifically, the form of a musical piece depends on the composer’s
techniques of motivic transformation and developing variation, whereby motives are
constantly subjected to a process of dialectical opposition before they reach synthesis:
therein lies the meaning of ... form as process, so that through the incessant ‘mediation’ between
individual moments, and finally through the consummation of the form as a whole, the seemingly
40
antithetical motifs are grasped in their identity.

As in A. B. Marx’s case, Hegelian dialectics and ideas of the dynamic merge in
Adorno’s conception of sonata form as a large-scale process of Ruhe – Bewegung –
Ruhe:41 in it, the two opposites are synthesised in the recapitulation.42
Dahlhaus goes a step further by saying that the process is not only the guarantor
of coherence or ‘the means whereby the result is achieved’, but also the goal itself
36

They use it already in Lerdahl and Jackendoff 1977: 164, 1981b: 499. David Epstein (1995a) applies this
idea of phase synchrony to performance, specifically to rubato playing; see relevant discussion in Chapter
2, Section a.i. ‘Studies of One Parameter: Tempo rubato’, pp. 53-54.
37
As quoted in Parkany 1988: 262.
38
They treat those ideas in connection to Beethoven. That is why Schmalfeldt (1995 and 2011) speaks of
a Beethoven-Hegelian tradition initiated by A. B. Marx and developed by Dahlhaus and Adorno. She
presumably considers herself to be a part of it.
39
This idea of ‘shape’ is even more significant in relation to music performance; fur further discussion, see
Chapter 2.d. ‘The Notion of “Shape”’, pp. 87-93.
40
Theodor W. Adorno, 1949 [1998]: Beethoven: The Philosophy of Music (Stanford: Stanford University
Press), 13; as quoted in Schmalfeldt 2011: 3.
41
Movement – calm – movement, corresponding to the exposition – development – recapitulation. It was
A. B. Marx who, reportedly, ‘put the stamp of approval on the term ‘Sonatenform’ with regard to the
individual-movement structure’ (Hepokoski and Darcy 2006: 15) and not in relation to the movement cycle
only. Both Burnham 1989 and Khoo 2007 offer extended interpretations of Adolf Berhnard Marx‘s Die
Lehre von der musikalischen Komposition (1837).
42
Note the similitude with Asaf’yev conception of musical form as an incessant process of oppositiontowards-synthesis; see Section b.ii below, ‘Energeticist Conceptions of Musical Form’, esp. p. 29.
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(Dahlhaus 1977 [1991]: 115). There are provisional structures that emerge, change,
and interact with one another throughout the whole of the temporal unfolding.
Accordingly, he proposes a shift ‘from ergon to energeia’ in conceptualisations of
musical form (: 116).43 Anthony Newcomb similarly argues that:
We shall turn away from the approach to form as formal schemata – what various critics call
variously the spatial, static, synoptic, or synchronic view of form. We shall be concerned less with
what we understand the unit to have been when it is finished, and more with what we understand
the unit to be from moment to moment according to the way things are proceeding at that
particular time (Newcomb 1983: 233-34).

Dahlhaus even propounds the substitution of the organicist notion of – goal-directed –
process for that of ‘event’: historical – as opposed to processual – events proceed (go
forward) but not necessarily with a fixed goal. They shed light one into another, both
backwards and forwards,44 and are not ‘the result of a goal directed development, but
... the outcome of the action in which agents and forces work with and against each
other – without, as a rule, any of the actors foreseeing that outcome’ (Dahlhaus 1984
[1991]: 163).45 Yet, as discussed in the previous section, transformational processes –
or changes – do not invariably yield a sense of forward motion,46 and, likewise, musical
processes do not need to be goal-oriented.
At any rate, form is arguably inseparable from the process of forming: it is ‘the very
[formative] process in its conclusive and inconclusive aspect’,47 a process that is
‘constantly creating and re-creating its own meaning, its own patterns, its own center,
the relations of its beginning and its present moments to its projected ends’. 48 As a
result, when I speak of form in this dissertation, I am referring to ‘forming forms’ that
are intrinsically dynamic.

43

Energeia – or actuality – is defined as ‘the motion, change, or activity that represents an exercise of
fulfilment of a possibility’ (the ergon). See http://en.wikipedia.org/wiki/Potentiality_and_actuality, accessed
12 May 2014.
44
Note the relation to the discussion of prospective and retrospective interpretation in Section c below,
‘Related Perspectives from Psychology’, esp. pp. 40-41.
45
The same idea is discernible in Janet Schmalfeldt’s (2011) exploration of the processuality of musical
form. She furthermore relates it to extramusical interpretations and analyses it on a large-scale to
encompass multi-movement works; see Chapters 9 and 6 there.
46
This idea resonates in some narrative theories that treat events as causing or undergoing processes of
transformation, which, furthermore, might not be presented in a strictly sequential order. See Section b.iii
below, ‘Narrative Form’, esp. p. 35, as well as Chapter 2.b. ‘Narrative Theories and Musical Performance’,
esp. Section ii. ‘Agency’, pp. 77-80.
47
Luigi Pareyson, as quoted in Eco 1962 [1989]: 163.
48
Newcomb (1983: 234-35) takes this quote from J. Hillis Miller, 1968: The Form of Victorian Fiction (Notre
Dame, IN and London: University of Notre Dame Press), 46-47.
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b.ii. Energeticist Conceptions of Musical Form49
Metaphors of energy pervade writings that explore music as a dynamic process. They
often acquire dynamic overtones that manifest their relation to psychological or even
social concerns. Such ‘energeticist’50 theories of musical form blossomed with impetus
at the turn of the twentieth-century in the German-speaking world. Although the
recourse to force and energy was not new,51 these theories exerted a powerful and farreaching influence, which, although diminished in the years immediately following the
Second World War, was considerable throughout the first half of the twentieth century.
It can still be felt nowadays, in, for instance, some in scientific studies of music
perception.52 However, modern theory has not sufficiently explored this ‘energeticist’
literature, limiting itself to translations (most of the books remain untranslated into
English) or partial surveys.53
‘Energeticists’ concur in the general conceptualisation of form as processual, yet
differ markedly in the details. To Marx, Halm, Kurth, and Hess, form requires the
existence of both motion and rest, but conceive their relation in dissimilar terms. To
Halm, their opposition ultimately results in their synthesis. To Hess, in contrast, the
‘architectonic’ and the ‘dynamic’ are not two opposing formal principles, but rather two
formal energetic poles ‘between which the electric current flows’ (Hess 1960: 9).
Similarly, when Kurth says that form is ‘not a static but a dynamic notion’ (Kurth 1925:
241),54 he is considering that movement emanates from the transition between the
static and the dynamic:55 ‘One could also say “movens” (what is moving) to designate
the pervasive transformations of the formal principle, the transition from the static and

49

This Section is to be interpreted in relation to Section c.ii. ‘Intensity’ in Chapter 2, pp. 86-87.
Rudolf Schäfke first coined this term in 1934 to refer to the works of Heinrich Schenker, August Halm,
and Ernst Kurth, and to the terminology used by Arnold Schering, Hans Mersmann and Kurt Westphal (see
Rothfarb 2002: 927). Nevertheless, I employ the term in reference to a larger group, of which Boris
Asaf’yev, Franz Brenn, and Ernst Toch, among others, are part. ‘Energeticist’ and ‘energeticism’
specifically allude to these theorists’ ideas. Conversely, I use the adjective ‘energetic’ concerning energy
and force in a more general sense.
51
For instance, A. B. Marx had already employed terms such as drive, force, intensification, and tension
(Trieb, Kraft, Steigerung and Spannung); as listed in Köhler 1996: 80, Parkany 1989: 66.
50

52

This is developed in Section c below, ‘Related Perspectives from Psychology’, pp. 38-43.
Lee Rothfarb’s studies (esp. Rothfarb 1988, 1995, 1996, 2002, 2005, 2009) facilitate access to a large
part of this theoretical corpus. Kelly’s dissertation (2008) also stands out, although her preface to the
complete translation of Halm’s Von zwei Kulturen der Musik does not offer a personal interpretation of the
text. Most studies have mainly focused on the works by Halm and Kurth; Asaf’yev seems to be considered
as a secondary figure, and others in the group are treated almost exclusively as irrelevant satellites. Also,
the exploration of form is generally superficial, as in Köhler’s book Natur und Geist: Energetische Form in
der Musiktheorie (1996): it is more an account of resonances of nature in music literature than an appraisal
of dynamic form, and he summarises the writings by Kurth and Halm in such general terms that all the
nuances are lost.
54
‘Form ist daher an sich kein statisch sondern ein dynamisch zu fassender Begriff’.
55
‘... die Wandlung des Formalistischen ins Dynamische’.
53
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fixed borders into the flowing energetic actions’ (Kurth 1925: 333).56 Interestingly, Kurth
argues that one can ‘advance to analysis only when the synthesis is understood’, and
that one can grasp form ‘synthetically, not analytically’ (: 527, 279; emphasis added). 57
The inner, psychic tension does not resolve synthetically but rather accumulates
(Steigerung) until the music reaches the overall form, or the overall ‘wave’. And only
when one appreciates how the psychic forces and impulses manifest themselves as
musical form can one attempt to analyse how every musical motive emanates from
them. To venture the other way would be pointless: ‘The description of the external
form cannot shed light on the essence of the psychological process that provokes it’
(Kurth 1917 [1956]: 4).58
Marx, Halm, Kurth, and Hess coincide in their view that the static is a formal
category of its own, even if it undergoes a process whereby it is transformed into
motion. In contrast, Asaf’yev and Brenn claim that it is precisely on account of this
process that immobility is only a theoretical construct. To Asaf’yev, musical elements
stand in dialectical opposition one to another; although they strive towards synthesis, it
is achieved only fleetingly, as the result immediately enters in opposition with another
element. The process of opposition-towards-synthesis, then, never ceases: thesis +
antithesis = synthesis (= new thesis) + antithesis = synthesis (= another new thesis)
…59 He relates this to the idea of social choice. Through listening, we determine which
elements contrast with previous constants. At first they are in conflict, but throughout a
long process of selection listeners become used to them. Elements that are now
integrated into the system were previously felt as extraneous:60
When we explore these processes, we discover that they are dynamic and dialectical, and that
none of the crystallised formal schemes is authorised to impose a claim for permanence,
61
aesthetic irrevocability, ‘eternity’, or absoluteness (Assafjew [Asaf’yev] ca. 1930 [1976]: 125).

Westphal similarly observes dynamism only in the light of motion, change, and tension.
Rest and relaxation are incompatible with music’s dynamic essence.

56

‘Auch könnte man ... hier eigentlich movens (das Bewegende) sagen, um die durchdringenden
Wandlungen des Formprinzips, den Übergang aus Statischem und fester Teilbegrenzung ins flieβende
Kräftewirken, auszuprägen’.
57
‘Man kann ... an die Analyse erst erschreiten, wenn die Synthese verstanden ist’; ‘die Form synthetisch
statt analytisch zu fassen’. Kurth is speaking of synthesis as the wholeness of musical form, and not to
Hegelian dialectics. See the commentary about Cone’s ‘synthetic’ mode of analysis, in the Introduction,
Section A.iii. ‘Analysis and/or Performance’, esp. p. 8 and Figure I.4a, p. 285.
58
‘Darum vermag die Beschreibung der Erscheinungsfrom nicht das Wesen des psychologischen
Vorgangs aufzuhellen, der sie auslöst’.
59
This clearly resembles Theodor W. Adorno’s idea of processual form; see Section b.i above, ‘Form as
Process’, pp. 26-27.
60
See Assafjew [Asaf’yev] ca. 1930 [1976]: esp. 26-27.
61
‘Wenn wir diese Prozeβe untersuchen, so entdecken wir, daβ sie dynamisch und dialektisch sind und
daβ keines der herauskristallisierten Formschemata irgendwie berechtigt ist, einen Anspruch auf
Permanenz, ästhetische Unanfechtbarkeit, „Ewigkeit“ und Absolutheit zu erheben’.
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‘Energeticists’ frequently couple dynamism with an organic conception of musical
form, whereby they see it as a whole generated by the ‘concurrence of organised
forces’ (Halm 1913 [1947]: XLIII).62 Along these lines, formal processes are necessarily
ordered logically, as, in them, all elements are mutually related: ‘something from all is
in all’ (Hess 1960: 7). In view of this, Kurth (1925) speaks of form as a big ‘wave’ that
encompasses and at the same time rules over all of its constitutive elements. Similarly,
Wallace Berry theorises that structure ‘is to be seen holistically’ (Berry 1986: 405) as
an ‘intensity curve’ stemming from the hierarchical ‘confluence of shaped lines … which
either agree (are complementary) in intensity direction or disagree’ (Berry 1976: 9).63
Within this curve, increasing, subsiding, and unchanging levels of intensity in tonality,
texture, rhythm, and metre trigger progressive, recessive, and static formal
tendencies.64 More specifically, Berry identifies four types of rhythmic-metric impulses
(: 347):


initiative: the clearest and most unequivocal



conclusive: weak and metrically recessive



anticipative: upbeat or anacrusis



reactive: exert a forward thrust and thus are responsible for the sense of
motion and energy in a given passage.

Overall, ‘energeticists’ claim that schemes in the tradition of the Formenlehre65
have absolutely nothing to do with form’s essence: ‘strictly speaking, in music we have
no form but a formal process. We must become used to seeing in the term “form”
something different from the external adumbrations’ (Kurth 1925: 234-35).66 At this
point it is necessary to note that, to distinguish between the internal process and the
external adumbration thereof, and thus to nuance their conception of musical form, ;
the German language put at these theorists’ disposal a number of terms that have no
strict translation from German, although they did not always apply those words strictly.

62

‘[Ein] Zusammenwirkens von organisierten Kräften’.
Images of curves and waves are discussed in detail in Section e below, ‘Representations of Dynamic
Forms: Waves and Curves’, pp. 44-46.
64
This classification strongly recalls A. B. Marx’s theory of musical motion, as progression, recession, and
succession can be categorised as modes of Bewegung, whereas stasis is equivalent to Ruhe. See Section
a. above, ‘Musical Dynamics and Motion’, esp. p. 23.
In 1986, Berry suppressed the static tendency from his classification. This may indicate that he moved
from a dialectical conception of dynamics to regarding stasis as non-existing in music.
65
See note 32 on p. 25 above.
66
‘... daβ wir in der Musik streng genommen keine Form haben, sondern einen Formvorgang. Wir müssen
uns also daran gewöhnen, beim Begriff „Form“ in etwas andern die Hauptsache zu sehen als in den
äuβeren Umrissen’.
63
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They commonly preferred Formung67 to Form with reference to music’s processuality.
Kurth even used Erformung, which can be translated as ‘primary forming process’:
Therefore it is better to speak of Erformung (=Ur-Formung) ... ‘Form’ and ‘adumbration’ designate
a later stage: the organisation of what is being formed. Erformung points to the unconscious
unfolding and becoming, the instinctive events, the original psychological force’ (Kurth 1917
68
[1956]: 10-11).

In any case, to all of them the truest essence of music is processual and internal.
Such formal processes are ‘alive’, ‘animated’ by music’s internal motion and forces:
Form is nothing external. [Yet] the ‘external’ form is something internal too. The external form is
the internal form that has become audible and manifest and – because of the internal form –
therefore pure music [is] at the same time animated corporeisation of force, life, entelechy and
intellect ...
Form in a categorical sense is not merely outline and proportion, not merely something
69
inherent, or structure, but linked to the innermost, enlivened by the animate and something alive
... Musical form is furthermore fundamentally dynamic, processual, not in opposition to ‘flux’; a
musically-appropriate notion of form must have at its basis the totality of the musical concrete in
its specific character of a musical motion, of a process; otherwise it is not its appropriate essence,
but a totally possible, although externally generated, abstract aspect (Brenn 1953: 31, 39;
70
emphases added).

This strongly recalls Hulme’s idea of musical form, as its ‘vitalistic’ worth ‘consists in the
value of the life which it contains for us’,71 or, in other words, in the ‘dynamic qualities of
music, as expressed in fluctuations of tempo and intensity’ (Taruskin 1988: 156).
Devoid of any social resonance, Hess (1960: 142ff.) solves the putative dichotomy
between process and schema72 by defining his four basic ‘formal types’73 not as
67

Similarly, Yorgason (2009: 17) refers to meter and measuring as manifesting the same relation as Form
and Formung. Kurth also employed the term Gestaltung, which Parkany (1989: 94) translates as ‘shaping’.
However, I translate Form as ‘adumbration’ instead as ‘shape’ because ‘energeticists’ do not use the
German word Form with the same processual meaning as performers do with ‘shape’, which I equate to
Formung; see Chapter 2.d. ‘The Notion of “Shape”’, pp. 87-93.
68
‘Darum ist ... statt von Form besser von Erformung (=Ur-Formung) zu sprechen .... „Form“ und
„Formung“ bezeichnen bereits ein weiteres Stadium, Organisierung des Erformten. „Erformung“ deutet auf
das unbewuβte Vorbrechen und Werden, instinktives Geschehen, die psychologische Ursprungskraft’.
69
As I argue throughout the dissertation, musical elements do not have inherent properties.
70

Form ist nichts Äuβerliches. Auch äuβere Form ist etwas Inneres. Äuβere ist die hörbar und aufweisbar
gewordene innere Form und – weil innere Form – darum in reiner Musik zugleich leibhafte Verkörperung von
Wirkungskraft, Leben, Entelechie und Geist ...
Form im kategorialen Sinn ist nicht bloβ Umriβ und Proportion, nivht bloβ etwas äuβerlich Anhaftendes, auch nicht
Struktur, sondern mit dem Innersten verbunden, bei Lebendigem beseelt und etwas Lebendiges ... Musikalische
Form ist ferner wesentlich dynamisch, prozeβhaft, kein Gegensatz zu „Fluβ“; ein in der Musik adäquater Formbegriff
muβ das einheitliche Ganze des musikalischen Konkretums in seinem spezifischen Charakter einer musikalischen
Bewegung, eines Prozesses, eines „Ereignisses“ zugrunde legen und ihm gerecht werden; andernfalls ist er nicht
wesensgemäβ, sondern ein wohl möglicher, aber äuβerlich angelegter abstrakter Aspekt.

At this point, Brenn refers to a philosophical text: Nicolai Hartmann, 1921 [1940]: Der Aufbau der realen
Wert: Grundriβ der allgemeninen Kategorienlehre (Berlin: de Gruyter).
As expected, Brenn also acknowledges that temporality and dynamism are crucial for the ‘internal
form’, i.e. for the structure of the music (: 10). He uses ‘structure’ to denote the internal disposition of
musical processes, whereas, to him, ‘form’ refers to the totality of those processes (Brenn 1953: 10). As
mentioned in the Introduction to this dissertation, I employ these two terms in this particular way, although
slightly flexibly, in Part II.
71
T. E. Hulme, 1924: ‘Romanticism and Classicism’, in Speculations: Essays on Humanism and the
Philosophy of Art, ed. Herbert Read (London: Routledge): 115; as quoted in Taruskin 1988: 155.
72
Or between ‘vitalism’ and ‘geometry’, as Hulme labeled them:
In art this state of mind results in a desire to create a certain abstract geometrical shape, which … shall be a
refuge from the flux and impermanence of outside nature. The need which art satisfies here, is not the delight in the
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schemes but as ‘intellectual entities’, namely rondo, variation, arch form (aba), and bar
form (aab). Any musical form can be ascribed to one of these primary types, or to their
combinations. They manifest degrees of attraction within the pairs calm/energetic and
limited/unlimited:74 rondo and arch are inactive, whereas variation and bar are active;
rondo and variation display an unlimited movement, in contrast to arch and bar forms
(Figure 1.1, p. 287). To Asaf’yev, both ‘form as process and form as crystallised
schema (that is, construction) are two sides of one and the same aspect: that of the
organisation of the movement of socially viable … relations between sounds’ (Assafjew
[Asaf’yev] ca. 1930 [1976]: 25).75 The external shape of music is the outer
manifestation of the inner process, necessary for it to be grasped by human intellect.
To Kurth, the primordial force that ‘enlivens’ the music emanates directly from the
composer’s psyche, and is in turn transmitted to melody (Kurth 1917 [1956]) and
harmony (1920). Tor him, energy has an empirical and psychological basis, in this
manner challenging Rothfarb’s (2002) assertion that ‘energeticists’ do not approach
energy and, consequently, form from a psychological standpoint.76 Even Asaf’yev, who
criticises Kurth for speaking of ‘types of energy that were not accessible to the ear’,77
considers that intonation is an ‘acoustic manifestation of human conscious processes’
(Assafjew [Asaf’yev] ca. 1930 [1976]: 15). Psychic force is not aprioristic, i.e. it is not
directly responsible for the energising of musical events. Yet psychological processes
are not the source of the force. Rather, since they share the same structure (a
dialectical synthesis of opposites),78 we understand psychological processes through
our experience of musical motion. As discussed in the Introduction, to Asaf’yev, the
forms of nature, which is a characteristic of all vital arts, but the exact contrary. In the reproduction of natural objects
there is an attempt to purify them of their characteristically living qualities.

T. E. Hulme, 1924: ‘Romanticism and Classicism’, in Speculations: Essays on Humanism and the
Philosophy of Art, ed. Herbert Read (London: Routledge): 85-86; as quoted in Taruskin 1988: 157.
73

Halm refers to a text by Alfred Lorenz as the source from which he took this idea. I hypothesise that the
text is Das Geheimnis der Form bei R. Wagner (1924-33).
74
As is explored below in Section c. ‘Related Perspectives from Psychology’, pp. 39-40, according to
Gestalt psychology we tend to organise and group events as either positive or negative manifestations of
certain properties. This idea might underlie other approaches to music, as, for instance, narrativity and
spectral analysis. See discussion of Pasler 1989 on p. 35, and of Cogan 1984 in ‘Timbre’ in Chapter 2.a.i.
'Studies of One Parameter’: ‘Timbre’, pp. 61-65.
75
‘Die Form als Prozeβ und die Form als herauskristallisiertes Schema (genauer: Konstrucktion) sind zwei
Seiten ein und derselben Erscheinung: der Organisation der Bewegung sozial brauchbarer …
Klangverbindungen’.
76
Energeticists’ ‘emphasis on internal logic aims at separating the logical from the psychological, thus
aligning energeticists with Edmund Husserl’s anti-psychologistic viewpoint’ (Rothfarb 2002: 928).
Strikingly, Rothfarb’s chapter opens the section on Music Psychology in the volume. Alfred Brendel’s
contention that ‘the psychological process establishes the form of the movement, but the form itself is also
cast in such a way that one can deduce from it the psychological process’ is meaningful in this context
(Brendel 1976: 50).
77
Lehmann and Lipppols explain this in the preface to Die musikalische Form als Prozeβ, referring to
Asaf’yev’s 1931 Russian translation of Kurth’s Grundlagen (1917).
78
Note the parallelism with A. B. Marx’s ideas; see Section a above, ‘Musical Dynamics and Motion’, esp.
p. 23.
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perception of music occurs both prospectively and retrospectively on the basis on the
connection that one draws between musical elements.79
To ‘energeticists’, therefore, musical form is a ‘play of forces’ that commonly
embraces both kinetics and statics, without necessarily resulting in a synthesis. To
them, musical parameters manifest these forces, and thus exteriorise the forming
process. However, their models are not as comprehensive as they explicitly intended,
as, as a whole, they fail to recognise the formal role of parameters other than melody,
harmony, and rhythm, such as dynamics, timbre, and articulation.
b.iii. Narrative Form80
The notion of musical form as a process has usually entailed the defence of the
inseparability of structure and meaning. As expected, ‘energeticists’ argue that form is
the true content of music, neglecting any extra-musical explanation. For example, A. B.
Marx thinks of musical content not ‘as the opposite of form but as “form-bound”,
intelligible only through the agency of form’; to him, ‘form is not a constraint, but a
condition, of content’ (Burnham 1989: 251). Also Halm and Kurth see expression as
inherently dependent on structure, and, consequently, musical form as ‘the seat of
musical expression’ (Newcomb 1983: 227). That is, to them musical structure creates
meaning.
These views manifest themselves more clearly in ‘narrativist’ approaches to
music.81 According to them, form and – expressive – content are directly associated:
[There is no] distinction between structure and other aspects of the music ... Nor does this
account of structure permit a distinction between ‘structure’ and a more ‘humanistic’ or ‘emotive’
aspect of the music … The notion of ‘structure’ seems stable when it is vaguely specified as some
sort of ‘patterning of sounds’ and placed in opposition to ‘affect’, ‘emotion’, and so on … [Yet] by
introduction of the dramatic aspects I have presented, the contrast breaks down (Maus 1988: 72).

On a more basic level, some scholars have argued instead for a comparison
between music and literature (either narration or drama), propounding varied definitions
of the minimum musical units that can be subjected to analysis. These range between
motives,82 whole phrases,83 and even functions.84

79

In Section A.iv. ‘Musical Structure?’, esp. p. 11. See Section c below, ‘Related Perspectives from
Psychology’, esp. pp. 40-42.
80
This Section is to be interpreted in conjunction with Section b. ‘Narrative Theories and Musical
Performance’ in Chapter 2, pp. 74-83.
81
Term coined in Karl 1997. Tellingly, Halm (1913 [1947]: 35) himself employs the term ‘narrativity’ in
relation to musical processes.
82
Boris Tomashevsky, 1925 [1965]: ‘Thematics’, in Russian Formalist Criticism: Four Essays, ed. L.
Lemon and M. Reis (Lincoln: University of Nebraska Press), 61-95; as mentioned in Pasler 1989: 236
83
Christian Metz, 1974: Film Language: A Semiotics of the Cinema, trans. M. Taylor (New York: Oxford
University Press); and Seymour Chatman, 1978: Story and Discourse (Ithaca, NY: Cornell University
Press); as mentioned in ibid.
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Narrative approaches may also help to develop conceptual paradigms that may be
applicable in both music and literature. Modern literary theories define narration in nonrestrictive manners, converting it into an organisational ‘principle [that] does transcend
the boundaries of artistic medium’ (Seaton 2005: 78). Specifically, the ‘narrativist turn’
at the end of the twentieth century85 shows an ‘abiding concern with the process and
not merely the product’.86 Narrative is, by nature, diachronic,87 and thus it is, in fact, ‘the
principal way in which our species organizes its understanding of time’ (Abbott 2008: 34; original emphases). It is not only a ‘form of representing reality’, but, and more
importantly, of ‘constituting reality’ (Bruner 1991: 5) diachronically,88 and, as such, it
can offer ‘new ways of dealing with music’s temporality’ (McClary 1997: 21) by
‘understanding and organising of events’ as a comprehensible series of … acts’
(Newcomb 1994: 84). Along these lines, [musical] structure emerges as simply ‘the
ordering of events in time’ (Meelberg 2004: 293).
Along modern narrative theories, the nature of the events is absolutely
unconstrained.


They ‘themselves … create the order of time’ (Abbott 2008: 3-4; original
emphases), yet their order does not have to be lineal or goal-directed.



They are not abstract, but rather concrete and context-dependant.89



They do not need to be many in number.



They carry out specific functions in particular instances and in specific ways.
Binary elements90 – or ‘foils’ – generate sequences that may carry out the
functions of enclosure, disruption, subversion, counteraction, interruption,
integration, divergence, withdrawal, and realisation (Karl 1997: 20-21).91 By
virtue of their functional importance, musical elements exert an influence on

84

Roland Barthes, ca. 1977: ‘Introduction to the structural analysis of narratives’, in Image, Music, Text,
trans. S. Heath (New York: Hill and Wang), 79-124; as mentioned in ibid.
85
As opposed to classical, structuralist narratology.
86
David Hermann, 1999: ‘Introduction: Narratologies’, in Narratologies: New Perspectives on Narrative
Analysis, ed. David Herman (Columbus: Ohio State University Press), 11; as quoted in Nünning 2008:
243.
87
In Favio Shifres’ words, narrative is ‘a human behavioral propensity’, rather than an aesthetic product
‘for which the experience of narrative time [can be] crucial’ (Shifres 2004: 3). For Pasler, too, narrative is ‘a
mode of thinking’ about organisational principles (Pasler 1989: 253).
88
Similarly, Tarasti speaks of narrative in terms of a ‘human competency that involves putting temporal
events into a certain order’; Eero Tarasti, 1994: Theory of Musical Semiotics (Bloomington and
Indianapolis: Indiana University Press), 43; as quoted in Rink forthcoming 2018b.
89
Newcomb 1994: 86ff., on the basis of Bruner 1991.
90
See note 74 on p. 32 above.
91
Karl adapts the notion of structural function as given in Vladimir Propp, 1958: ‘The Morphology of the
Folktale’, The International Journal of American Linguistics 24, 19.
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the overall structure and thus ‘can be understood to represent quasi-sentient
agents92 and their actions’ (: 16).


The way in which they carry out those functions is not always linear or
unidirectional.93



They might establish a number of relations. According to Powers (1977)94
there are four,95 whereas Karl (1997) speaks of binary relations of similitude
and dissimilitude. The resemblance to Asaf’yev’s energeticist perspective is
evident, as, to both, musical processes are classified in our unconsciousness
as open or closed structures depending on their relations of identity and
contrast (Assafjew [Asaf’yev] ca. 1930 [1976]: 196). In a Kurthian style too,
Karl speaks of a ‘drama96 of mental life in which an antagonistic force within
the first theme of a sonata-form movement undermines the interests of the
work’s persona’ (Karl 1997: 13).

That means that, in a narrative construal of music, elements do not have to establish
causal relations (Abbott 2008: 13): ‘[n]arrative itself, simply by the way it distributes
events in an orderly, consecutive fashion, very often gives the impression of a
sequence of cause and effect’, those inferred relations may be a fallacy. That is, the
‘defining feature of narrative’ is not the ‘sense of causation’ (: 41, 42), but rather the
fact that the events ‘undergo or cause transformation’ (Pasler 1989: 241; emphasis
added),97 in line with the theories of processual form discussed above.98 Analysis, then,
should not focus on the structural relations per se, but rather in the many dynamic
transformations and changes that the events necessarily experience across time.
Pasler distinguishes between simple and complex modifications. Among the former,
there are changes of status (positive or negative),99 mode, intention, manner, and
aspect. She also contends that, in music, there can be ‘a certain kind of relationship
92

Karl takes the notion of ‘agent’ from Cone 1974. For a discussion of agency in music, see relevant
section in Chapter 2.b. ‘Narrative Theories and Musical Performance’, esp. pp. 77-80.
93
Events might be processual, which does not mean that the process traverses a unidirectional path. See
discussion of Dahlhaus 1977 [1991] and Section b.i above, ‘Form as Process’, esp. pp. 26-27.
94
Powers (1977) draws upon Lyons’ semantic theory, as in John Lyons, 1963: Structural Semantics: An
Analysis of part of the Vocabulary of Plato (Oxford: Blackwell); 1968: Introduction to Theoretical Linguistics
(Cambridge: Cambridge University Press).
95
Namely incompatibility (negation), loose synonymy (equivalence in a given context), hyponymy
(inclusion), and oppositeness.
96
See the discussion of musical drama vs. narrative below, p. 37.
97
The relation to ideas of dynamism and change, as explored in Section a above, ‘Musical Dynamics and
Motion’, pp. 23-27, is clear, as well as to notions of agency in music; see ‘Agency’ in Chapter 2.b.
‘Narrative Theories and Musical Performance’, pp. 77-80. Moreover, Pasler argues that events must relate
to each other in a way that they form a whole that is self-regulated, strongly reminding of ideas of
organicism and internal logic in music. For related arguments, see Almén 2003: 5-8.
98
See section b.i above, ‘Form as Process’, pp. 25-28.
99
See note 74 on p. 32 for further discussion of the manner in which we organise events. This is also
related to Robert Cogan (1984) analytical approach to timbre; see Section ‘Timbre as a non-absolute
parameter’ in Chapter 2.a.i. ‘Studies of one Parameter’, pp. 63-65.
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between events which are in themselves complex states of being’ (: 242), namely
tension and resolution.100 For her part, Mieke Bal (1997) argues that events are
‘transitions from one state to another’ (: 6) and thus temporality and processuality are
at the centre of any narratological inquiry.
Several theorists have considered the paradigm of sonata form as most suitable
for an exploration from a narrative viewpoint, as it ‘invites an interpretation as a
musically narrative genre’ and is ‘a metaphorical representation of a perfect human
action’ (Hepokoski and Darcy 2006: 252). Similarly, A. B. Marx’s Ruhe – Bewegung –
Ruhe archetype might be seen as an example of the traditionally proposed correlation
between the Setup – Conflict – Resolution structure of narrative texts and the
Exposition – Development – Recapitulation plan for sonata-form compositions.101 And
Edward T. Cone explains that we listen to music in the same way as we read detective
stories.102
Repetition is pervasive in the Classical and Romantic repertoire, not least in
sonata-form movements.103 Although not strictly studied in relation to narrative, it has
nonetheless been associated with linguistic syntax, potentially offering some insights
into score-based motivic, phrasal, or sectional repetition. To Lidov (2005), who adopts
a semiotic stance,104 there are three types of musical repetition depending on the
number of occurrences, their proximity, and its position:


Formative: it re-interprets the repeated material. It can occur in single
immediate repetitions, as well as in multiple and delayed repeats,
serving to define musical units; establish their position in the structural
hierarchy; or identify differences and similarities (: 31).



Focal: it draws the attention to repetition per se as a ‘symbolic activity’, i.e. it is
self-referential. It might happen in multiple immediate repetitions and in
twofold ‘repetition which crosses the boundary of a longer unit’ (: 33)



Textural: it ‘points to other musical signs while … influencing their quality’ (35).

Szegedy-Maszák (1983) offers a simplified model, according to which either the
constituent parts or the relation between parts is repeated; in the first case, a new
relation emerges and, thus, repetition ‘becomes polysemantic’ (: 41). As a whole,
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Note the ‘energeticist’ resonances.
As mentioned in note 41 above, p. 26, A. B. Marx apparently was the first theorist to coin the term
‘sonata form’. A recent example along similar lines is Davies 2017. See Chapter 6 for analytical discussion
of this idea, esp. Section a. ‘The Setup: Conflict and/or Concord’, esp. pp. 210, 212.
102
See Section A.iii. ‘Analysis and/or Performance’ in the Introduction, esp. p. 8, and Figure I.4a, p. 285.
103
Compare with the discussion of large-scale repetition as dependent upon performers in Section i. ‘Time’
Chapter 2b. Narrative Theories and Musical Performance’, pp. 76-77.
104
For further examples along this line, see Dunsby 1982, 1983.
101
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repetition creates expectancy,105 makes variation possible, facilitates comprehension of
the message, and produces ‘a structural [polyvalent] correspondence among the
various segments of the work’ (: 43).
The comparison of music with not only linguistic structuralism,106 but also narrative,
but also has been questioned. Maus (1997) suggests that, in music, there is no division
between past and present, and, thus, an analogy between music and narration is not
pertinent; in any case, music could be compared to drama instead.107 Lévi-Strauss
adopts a similar attitude.108 Yet, to him, music is not completely foreign to narrative: its
diachronicity ‘is an incitement to a narrative thread which narrativizes music’ (as quoted
in Nattiez 1990: 257; original emphasis). Narrative is not ‘a story, but … an act’ (: 243;
original emphasis), an attitude or, again, a way of understanding. Karl (1997) does not
enter the debate and simply contends that musical works are organised by a ‘plot’ that
operates at all hierarchical levels, covers their whole extension, and emerges from the
interaction of ‘formal and semantic-expressive aspects’ determined by musical ‘foils’
(: 15).109 In other words, to Karl, musical form is to music what plot is to narrative: the
overall processual organisation of potentially contrasting events. Music could be called
‘proto-narrative’ (Shifres 2004: 2) in the sense that it might incite ‘narrative
interpretation’ (Wolf 2002: 80).110
Fred Maus too explores the idea of ‘musical plot’, ultimately identifying some
events as fictional actions that represent ‘vigorous forces’ which can ‘move away from
each other, reaching a point of palpable conflict’ (Maus 1991: 11).111 ‘Energeticist’
resonances are prominent in his model, as he explains musical structure in terms of
three large actions that once again reflect the Marxian scheme of Ruhe – Bewegung –
Ruhe:
An ideal narrative begins with a stable situation that some force will perturb. From which results a
state of disequilibrium; by the action of a force directed in a converse direction, the equilibrium is
re-established; the second equilibrium is quite similar to the first, but the two are not identical ...
[When there is] a state of disequilibrium; by the action of a force directed in a converse direction,
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For references, see note 79 above, p. 32.
For an example, see Nattiez and Dunsby 2000.
107
Similarly, Smith (2012) speaks of the ‘drama of tonal pairing’ in compositions by Brahms and
Schumann. As is mentioned in Chapter 2 (note 137 on p. 75), apparently drama was the preferred model
for performance rhetoric. For a summary and analysis of various proposals, see Almén 2003: esp. 31-32.
108
‘In music we cannot separate what is told (story) from how it is told (discourse)’ (Nattiez 1990: 243).
This is developed in Chapter 2.b. ‘Narrative Theories and Musical Performance’, incl. note 139 on p. 75.
109
As characterised on p. 36 above
110
Note the similarity to Nattiez’s approach: music’s temporal linearity ‘is an incitement to a narrative
thread which narrativizes’ it (Nattiez 1990: 257; original emphasis). Along the same lines, Lawrence
Kramer (2001) speaks of ‘narratographic’ strategies.
111
McClary (1997) also includes conflict as one of the events that might occur in a narrative. Maus (1988)
explains those actions by means of fiction figures.
106
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the equilibrium is re-established; the second equilibrium is quite similar to the first, but the two are
112
not identical.

Lévi-Strauss’s concurs: ‘It is inconceivable that there should be any musical work that
does not start from a problem and tend towards its resolution’.113 In musical plots, then,
there are forces that both produce and disrupt the states of equilibrium and imbalance.
Similarly, Tarasti speaks of musical narrative as an ‘arch-progression’ across which we
may organise events in such a way that tensions emerge from beginning to end.114 Just
as musical passages do not often ‘directly represent a specific experience’, in music,
the ‘specifics of any extramusical implication … are undetermined’ (Hepokoski and
Darcy 2006: 252). In other words,
It is not that music does anything as crude as to tell a story, but rather that as one chunk or
phrase or event is followed by or transformed into the next, a sense of narrative develops which in
its own, musical terms is coherent and directed (by the composer or performer or both, in
collaboration with the listener) (Leech-Wilkinson 2017: 467).

On the whole, the theories reviewed in this section show that ideas of music as
process, energy, disequilibrium, conflict, and narrative are not only compatible, but also
intimately connected. Despite some logical objections, ‘energeticism’ and ‘narratology’,
which at first may seem to have little in common, share some fundamental premises:
through their lenses, structure emerges not as predetermined, but rather as unfolding
in a constantly dynamic process of (trans)formation. In other words, narrative is
‘experienced in time through sequences of events whose most striking characteristic is
their vitality, created through the manner in which they change’ (Leech-Wilkinson 2017:
467; emphases added).115

c. Related Perspectives from Psychology
The perceptual relation between musical and physical motion has been the focus not
only of music theory, but also of many cross-modal psychological studies of music
perception. It has been reported that the correlation between changes in musical
parameters (specifically pitch, tempo, and loudness) and the perception of movement
is independent from the participants’ musical training:
intensifications in musical parameters are indeed associated with intensifying motion, while
musical abatements are related to abating or passive motions. Thus, the ‘energy level’ and the
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On the basis of Tzvetan Todorov, 1981: Introduction to Poetics, trans. Richard Howard (Minneapolis:
University of Minessota Press), 51; as quoted in Maus 1991: 16.
113
Claude Lévi-Strauss, 1971 [1981], The Naked Man (London: Harper & Row), 660; as quoted in Nattiez
1990: 241.
114
Eero Tarasti, 1994: Theory of Musical Semiotics (Bloomington and Indianapolis: Indiana University
Press), 43; as discussed in Rink forthcoming 2018a.
115
On the basis of Daniel N. Stern, 2004: The Present Moment in Psychotherapy and Everyday Life (New
York and London: W. W. Norton).
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direction of ‘energy change’ ascribed by listeners to imagined motion nearly always correlate with
the hypothetical intensity direction of the associated musical motive (Eitan and Granot 2006: 237).

More specifically, smaller inter-onset intervals and heightened motivic pace
perceptually correspond to increased speed and approaching progression; rises in
pitch relate to vertical ascent, right-hand movement, and approaching motion; and increased loudness (crescendo) correlates with approaching movement and augmented
‘energy’. The cognitive relation between music and motion is, then, ‘surprisingly multifaceted. Musical parameters associate simultaneously with several aspects of motion,
not only those traditionally associated with them’ (2006: 242).
The connectivity of auditory and motor areas in the subcortical part of the brain,
where stimuli of both types are processed as visual representations (Eitan and Granot
2007), is strong evidence for such correlations. Neil Todd (1999) explains that motion
and music are associated through two cerebral mechanisms: a vestibulomotor
mechanism that operates at a lower level, and an audio-visuo-motor mechanism that
functions at higher levels, is more indirect, and apparently results from learning.
Significantly, the brain shows increased plasticity and structural changes after musical
exposure (Keller 2012), and also areas associated with visuospatial processing are
activated during the performance of music-related activities.116 Neurobiological
research, then, seems to demonstrate the existence of direct perceptual links between
locomotive and musical motion, casting doubt on the theoretical opposition defended
by Zuckerkandl and Rothfarb.117
As Eitan and Granot’s (2006) report on the experiment just mentioned shows,
energetic terminology pervades this kind of study.118 Perceived tension (or stability) is
habitually explored in relation to the degrees of the chromatic scale.119 Building of the
work of Berry (1973), they also probe the notion of ‘intensity’ through a multi-parametric
analysis. They define it as ‘intensifications or abatements in the stimulus level’
produced by changes in direction within a ‘bipolar “quantitative” continuum’ (Eitan
2007: 141).120 Since ‘intensity changes in different musical parameters can be
perceived as similar’ (: 39) and in some cases are additive, they arrive at ‘integrated
intensity contours’ that can serve as both motives121 and thematic, stylistic, and
116

See Eitan and Granot 2007 for a list of relevant bibliography on the subject.
See Rothfarb 2002, Zuckerkandl 1956, and the discussion thereof in Section a above, ‘Musical
Dynamics and Motion’, pp. 21-23.
118
Meaningfully, Lee Rothfarb’s chapter on energeticist theories in The Cambridge History of Western
Music Theory (Rothfarb 2002) appears in the fourth part, entitled ‘Music Psychology’.
119
See Krumhansl and Kessler 1982, Lerdahl 1996.
120
Note the similarity to Hess 1960: esp. 9; see Section b.ii above, ‘Energeticist Conceptions of Musical
Form’, esp. pp. 27-31. As discussed in the Introduction, esp. Section i. ‘Notation and Musical
Performance’, esp. p. 1, musical sound implies a continuous flux of sound (and silences).
121
This is developed in ‘Performance motives’, Chapter 2.a.ii. ‘Studies of Multiple Parameters’, pp. 73-75.
117
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‘rhetorical’ prototypes. Along these lines, intensity is a cross-dimensional quality that
allows us to draw connections between perceived magnitudes in music and physical
movement (Eitan and Granot 2006).
Not only physical movement but also grouping is crucial for the perception of
musical structure. On the basis of space-based Gestalt psychological theories,122
structure can be thought of as ‘a mental construct’ (Lerdahl and Jackendoff 1981a: 86)
that completes or deletes patterns according to the laws of:


Good Continuation, or Phi phenomenon: we tend to interpolate of a link
between two separate occurrences, perceptively converting them into a
single event.123



Proximity: we have a propensity to perceive objects or shapes that are close
to one another as forming groups.



Similarity: we tend to perceive stimuli that physically resemble each other as
part of the same group.



Closure: we tend to complete figures or forms even if they are incomplete;



Prägnanz: we perceive the simplest possible perceptual organisation
(Gjerdingen 2002: 968; Krumhansl 1996: 402).

That is to say, we ostensibly organise, classify, and ultimately group objects through a
process of transformation according to their hierarchically perceived binary relations of
continuity/interruption, proximity/distance, similarity/contrast, closure/nonclosure, and,
ultimately, simplicity/complexity.124 Such relations might be ‘obvious or either
recognized in retrospect’ (Lerdahl and Jackendoff 1983: 101), that is, we perceive
structure both prospectively and as we connect – or disconnect – events to previous
ones. Apparently, the same basic principles govern the perception of all musical
parameters: groupings in duration, harmony, metre, and melody generate structures
through expectations of such properties and their post-facto interpretations (Eitan and
Granot 2006; Narmour 1996).125 Therefore, empirical experiments support ‘energicist’
ideas, such as Asaf’yev’s (ca. 1930 [1976]), ideas that the perception – or experience –
of musical form depends on both prospective and retrospective interpretation.126
From a narratologic vantage point, Krumhansl (1996) relates musical units to
linguistic ones, claiming an analogy between music and verbal discourse on account of
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For contextualisation, see Section A.iv. ‘Musical Structure?’ in the Introduction, esp. pp. 8-9.
According to Lerdahl and Jackendoff (1981b: 481-82), the analogues between musical and visual
intuitions are most clearly manifested in the perception of overlaps and elisions.
124
See note 74 on p. 32 above.
125
See Todd 1995, Narmour 1996 for further discussion,
126
For further discussion, see Section A.iv. ‘Musical Structure?’ in the Introduction, esp. p. 11.
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the ways in which musical ideas are introduced and section ends are marked.127
Hepokosky and Darcy too resort to literary theory to explain how listeners perceive
musical form in a ‘process of accumulation over time’ (Hepokoski and Darcy 2006).
Quoting Wolfgang Iser, they propose an analogy between listening and reading as in
both
The whole text can never be perceived at any one time … The ‘object’ [that is the whole] text
can only be imagined by way of different consecutive phases of reading … The relation between
text and reader is therefore quite different from that between object and observer: instead of a
128
subject-object relationship there is a moving viewpoint which travels
along inside that which it
129
has to apprehend … The synthesizing process
… continues throughout every phase of the
journey of the wandering viewpoint …
[T]here is a continual interplay between modified expectations and transformed memories …
Each sentence correlate contains what one might call a hollow section, which looks forward to the
next correlate, and a retrospective section, which answers the expectations of the preceding
sentence (now part of the remembered background). Thus every moment of reading is a dialectic
130
of [what Husserl called] protension [sic] and retention.

Music perception happens prospectively and in retrospect, and ideas of narrative,
perception, motion, process, and – implied – energy are combined to give an account
of the way in which we listen to, and ultimately perceive, music.
Lerdahl and Jackendoff (1983)131 explore how structure is determined by the
perceived segmentation of the musical surface.132 They do it from four different
perspectives, namely grouping analysis (dependent on pitch), metrical analysis (on
metre), time-span reduction (on the previous two), and prolongational reduction,133
which is dependent on time-span importance and the degrees of tonal stability, and
ultimately epitomises ‘the breathing in and out, the tensing and relaxing, inherent in the

127

Krumhansl (1996) also hypothesises that section boundaries are delineated by decreases in tempo,
pitch contour, and dynamics, in agreement with the arch-phrase model presented in Todd 1985, 1992.
This is developed ‘Groupings and phrase-arch theory’ in Chapter 2.a.ii. ‘Studies of Multiple Parameters’,
pp. 70-72.
128
Note the similarity to Larson’s (2012) metaphors of musical motion; for further discussion, see Chapter
2.c.i. ‘Change, Motion, and the Body’, pp. 83-85.
129
See the Introduction (Section A.iii. ‘Analysis and/or Performance’, pp. 7-8) for other models of analysis
based on reading processes. Note the relation to Asaf’yev’s (ca. 1930 [1976]) model for the perception of
musical form: of thesis + antithesis = synthesis (= new thesis) + antithesis = synthesis (= another new
thesis) …; see Section b.ii above, ‘Energetic Form’, esp. p. 29.
130
Wolfgang Iser, 1976 [1978]: The Act of Reading: A Theory of Aesthetic Response [in German: Der Akt
des Lesens] (Baltimore: Johns Hopkins University Press), 108-12; as quoted in Hepokoski and Darcy
2006: 342; original emphases.
131
Lerdahl and Jackendoff’s generativist theory is a development of Noam Chomsky’s innate conception of
human linguistic abilities, albeit applied to music. According to generativist theory, all of us are born with a
language structure in our brains, or ‘grammar’, that is not acquired but rather innate. However, they take
pains to explain the fundamental ontological differences between both domains, especially with respect to
the kinds of meanings they generate.
132
Complementary perspectives appear on a series of articles (Jackendoff and Lerdahl 1980, 1982;
Lerdahl and Jackendoff 1977, 1981a, 1981b) that show different stages in the maturation of their
proposals, as manifested in their 1983 book, A Generative Theory of Tonal Music.
133

The existence of two reductional types does not mean that musical pieces are necessarily structurally
ambiguous: instead, they ‘represent two different, psychologically real, aspects of musical understanding’
(Lerdahl and Jackendoff 1977: 146).
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motion of pitch-events’, which are placed in a ‘dynamic relationship’ (: 284). To them,
the most important event in a sonata-form movement134 is the tonic’s arrival at the
recapitulation, which has a degree of tension comparable to the start of the piece.
Therefore the movement could be segmented into two large-scale parts, i.e. the
exposition and the development on the one hand, and the recapitulation (and the coda)
on the other (: 244):


Within the first part, the dominant key at the beginning of the development –
and end of the exposition – is heard as significantly tenser than the previous
tonic harmony (: 245). It divides the section into two regions:
o

the exposition: within it, the second theme is to be understood as an
anticipation of the final dominant of the exposition, where it resolves (:
248).135

o

the development: the half-cadential dominant progresses toward, and
thus resolves in, the recapitulation (: 246).136



In contrast to the exposition, in the recapitulation the second theme – which, on
the small scale, is anticipated by the dominant – functions as a prolongation of
the tonic region of the first theme (: 246-47). Therefore, it yields a greater sense
of relaxation compared with the start of the recapitulation and, consequently, of
the entire movement (Figure 1.2, p. 287).

Lerdahl and Jackendoff’s theory seems traditional in its underlying assumptions to me,
as:


Underlying it there is a conception of form as schema, as every sonata-form
movement137 is treated alike.



They conceive form as organic and goal-directed: to them, sonata form
delineates an overarching process of relaxation that stretches from the initial
to the final tonic. This necessarily entails that the onset – when the process
has not yet begun – is relatively charged with tension with respect to the end.

134

Lerdahl and Jackendoff’s conclusions regarding sonata-form movements are relevant to Chapter 6,
where I focus on the opening movements of Brahms’s Cello Sonatas, Opp. 38 and 99, which can be
classified as sonata-form movements; see also Section a. ‘Brahms and Musical Form’ in the Transition, pp.
119-20.
135
It might also be perceived as a progression from the initial tonic, although Lerdahl and Jackendoff
consider that the option presented in the body of the text is preferable as it conforms to the ‘basic form’
(Lerdahl and Jackendoff 1983: 248).
136
Alternatively, the dominant harmony at the end of the development might relate to the beginning of the
development, although the other situation seems to be more frequent (ibid., 246).
137
They also suggest that their reductional model for sonata-form movements might be applied to other
formal types, such as the Minuet whose trio is in a contrasting key (ibid., 247).
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In their analyses, Lerdahl and Jackendoff take into account only the effect of
harmony, and secondarily metre. The potentially comparable influence of
other parameters is ignored.



The top-down trajectory that they delineate is at odds with our shared
perceptual mechanisms. In fact, experiments have shown that listeners
abstract structural ‘information from acoustical features ... in a bottom-up
manner’ (Keller 2012: 19), i.e. from the musical ‘surface’. In any case, they do
not completely override the tension-relaxation processes on the small scale,
as they are the basis on which their prolongational reductions stand.138

Although with some natural differences,139 Lerdahl and Jackendoff’s prolongational
reduction is strongly reminiscent of Kurth’s idea of ‘wave’:


Both models resort to psychological explanations for the perception of musical
structure.



Both conceive structure in hierarchical terms – yet Lerdalhl and Jackendoff
give segmentation a weight that is absent in Kurth’s writings.



Just as the overall ‘wave’ is thought to rule over the tendencies at lower levels,
Lerdahl and Jackendoff conduct their prolongational reductions from the top
down.



The idea of formal processuality is more overtly manifested in Kurth’s
approach.

Eitan and Granot too conceive of structure as hierarchical interactions between
levels of tension or intensity. More concretely, they explore how the ‘direction and
contours of intensity changes’ with respect to pitch, pitch direction, inter-onset intervals,
motivic pace, and harmonic progression can be ‘conceived as structural or expressive
features in a musical piece’ (Eitan and Granot 2007: 40). Notions of kinetic and
potential energy have also been applied to music’s emotional aspect: affective energy
is ‘stored up and released within a listener’ as musical tension ‘increases and
decreases’ (Vines et al. 2005: 141, 137).

138

Alan Dodson’s (2002) theory on micro-accents develops Lerdahl and Jackendoff’s ideas regarding
energy variations at the detail level, extrapolating them to performers’ handling of musical timing and
dynamics; see ‘Phenomenal micro-accents’ in Chapter 2.a.ii. ‘Studies of Multiple Parameters’, pp. 72-73.
139
This is explored in detail in the following section. In any case, Lerdahl and Jackendoff do not mention
Kurth in any of the writings that I have consulted, namely Jackendoff and Lerdahl 1980, 1982; Lerdahl and
Jackendoff 1977, 1981a, 1981b, 1983; Lerdahl 1991, 1996.
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d. Representations of Dynamic Forms: Waves and Curves140
Music scholars frequently resort to curves to portray the idea of dynamic change and
transformation, as well as the motional character of its components. While they tend to
dispense with straight lines, as these might give the contentious impression of goaldirectedness,141 curvilinear images are present already in nineteenth-century German
literature. For instance, Herder, E. T. A. Hoffmann, A. B. Marx and H. Riemann
employed wave-like representations.142 Yet Ernst Kurth’s Bruckner (1925), on account
of his lengthy theorisation of the ‘symphonic wave’, undoubtedly marks a high point.
Kurth conceives the overall ‘wave’ – or, significantly, ‘shape’ (Gesamtumrisse)143 – as
the ‘large global expression of the whole dynamic formal principle’ of a composition
(: 322).144 It encompasses a series of component (or developmental) waves that
undergo processes of intensification and decrease. Usually there are moments in
which

these

developmental

waves

(Entwicklungswelle)

change

direction

(Wendepunkte),145 yet waves ultimately gain momentum, accumulating the internal
tension up to the climax of the overall wave, which frequently stretches over long
musical regions. Sometimes, that culmination is suddenly and unpredictably interrupted
(Unterbrechung), thus giving way to a moment of attenuation in which the accumulated
energy recedes so powerfully, usually accompanied by a textural ‘thinning-out’
(Verdünnung), that it ‘reaches out into the void’ (Leere) (Kurth 1991: 164)146 and ‘rings
out in the “emptiness”’ of a broken-off climax’ (Parkany 1989: 119). Yet such ‘voids’,
which tend to appear during the development section, are not isolated episodes but
rather ‘fully organic formal elements of the entire developmental part’ (Kurth 1925:
443):147 they actually project the repressed and, in fact, intensified ‘climactic energy into
subsequent passages’ (Parkany 1989: 119), which ultimately subside in the form of
counterwaves – or the complementary ‘downside’ of the wave (: 99). The same
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To facilitate parallel reading of analytical commentaries and visual representations throughout the
dissertation, the latter are included in the Appendices volume.
141
Bruno Repp too supports this idea; see Repp 1993: esp. 53-54. See Sections a. ‘Musical Dynamics and
Motion’ and b.i above, ‘Form as Process’, esp. pp. 22-24, 27.
142
See Parkany 1989: 33.
143
The German word ‘Umriss’ might also be translated as contour, outline, profile. Yet I think that ‘shape’
is more relevant in the context of musical form and of the whole of Kurth’s Bruckner (1925). This supports
the connection between for, energy, and shape, as developed in Chapter 2.d. ‘The Notion of “Shape”’, pp.
87-93.
144
‘... zu einem groβen, umfassenden Ausdruck des ganzen dynamischen Formprinzips’.
145
Halm 1913 [1947]: 93, Kurth 1925: 452-53.
146
Parkany (1989: 119) translates the verb as ‘resound out’, instead of ‘ring out’, and sometimes uses
‘emptiness’ instead of ‘void’. For Kurth’s explanation, see ‘Die Episoden der Leere und Wirrnis’ in Kurth
1925: 443-51 detailed definition of Kurth’s wave terminology, see Parkany 1989.
147
‘... sie nicht als Episoden für sich, sondern als völlig organische Formelemente ganze
Entwicklungspartien durchsetzen’.
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happens when the climax is not broken off: the tension recedes in the ensuing
counterwave, which, furthermore, can be prolonged greatly. Sometimes, although not
always, this prolongation is achieved through the effect of ‘after-waves’ (Nachwellen)
that momentarily build up the tension again yet ultimately dissolve it. They continuously
combine in unlimited ‘wave-series’ (Wellenreihungen), within which they interact
longitudinally and transversally.148 They ‘interweave and overlap with one another to
create an [sic] kinetic symphonic image of principal and accessory waves, [i.e. of]
exterior and interior undulations, like the lively undulatory play of natural forces’
(: 305),149 in this manner becoming ‘elements of form’ (: 254).150 To Kurth, then, the
basic processes of musical form are, grosso modo, ‘the energetic impulse/movement of
the force, its consolidation, concentration, release and elapsing resolution’ (Kurth 1925:
251).151 Yet this ‘symphonic wave’ is a flexible model that, rather than lending itself to
schematisations, represents the elasticity characteristic of dynamic formal processes in
music.
Ernst Toch similarly resorts to wave images, although to reflect melodic profiles
(Figure 1.3a, p. 288):
If a melody is given time to develop on a broader basis, it shows that the smaller partial waves
which constitute the whole line have the tendency to drive upwards their several highest tones
(climaxes) until, after reaching the highest of these climaxes, the wave ‘breaks’. The successive
climaxes add up, as it were, to one big wave, as marked by the dotted line in the diagram (Toch
1948 [1977]: 79-80; emphases added).

Nevertheless, this may be applied to complete compositions, not only because of the
clear Kurthian resonances, but also due to the recognised origins of his triangular
representation of paradigmatic melodic pitch profiles (Figure 1.3b, p. 288), namely
Gustav Freytag’s isosceles triangle.152 With it, Freytag characterises the formal process
of literary dramas, consisting of the phases of introduction, intensification, climax, fall,
and ‘catastrophe’. Again, a correlation emerges between music and theory of drama.153

148

Lee Rothfarb offers a suggestive visual image for these two types of interaction. He resorts to the idea
of waves of water. We can observe the tank
either from the side (lengthwise profile) or from the narrow end (crosswise profile). In the lengthwise profile we can
see the collective internal swirling that impels each wave into the next, thus creating an interlocked series of
undulations. In the crosswise profile, we can see the individual, overlapped currents that contribute to the collective
internal swirling (Kurth 1991: 178).
149

‘... die Kraftwellen durchdringen und überschlagen einander zum symphonischen Kraftbilde von Hauptund Tiefenwellen, äuβerem und innerem Gewoge wie im reichdurchwirkten Wellenspiel von Naturkräften’;
as trans. in ibid., 174.
150
‘Die Welle … wird zum Formelement’. For full quote and its English translation, see Chapter 4.b.iii.
‘Global Perspectives’: ‘Starker and Sebȍk (1964)’, p. 163, note 135.
151
‘Grundvorgänge sind die musikalische Kraftregung, ihre Verdichtung, Zusammenballung, Auslösung
und verstreichende Wiederlösung’.
152
According to Parkany (1989: 23), Toch (1923) mentioned Freytag’s Die Technik des Dramas (1863) as
his stronger influence.
153
See Section b.iii above, ‘Narrative Form’, esp. pp. 33 and 35-37, for a review of Maus 1988. Webster
1983 similarly draws a connection between music and drama.
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Wallace Berry’s ‘intensity curves’154 manifest the ‘path of [energetic] growth of
different lines’, and are ‘delineated through the grouping and controlled associations of
events’ (Berry 1976: 267 and 4). These lines work ‘either independently, in sync, or out
of phase with one another to create the changing degrees of energy and thus the
overall shape’ (Rink 1999a: 234; emphasis added).155 To me, Berry’s does not seem to
achieve his aims in his model, as the single wave by itself does not represent the
interactions between the components’ tendencies and levels of energetic charge. What
Kurth’s ‘wave’ lacks – a more systematic analytical method – is here; and what Berry’s
‘curve’ needs – a clearer representation of the connections between the constructive
elements – is better registered in the former model. All in all, its affordance to represent
the processual, diachronic nature of musical form must be acknowledged.
Eugene Narmour’s (1996) idea of ‘dynamic rhythm’ parallels Berry’s approach,
although it is more problematic. Ideally it encompasses ‘all the formal and functional
interactions between the analogous structures of melody, duration, harmony, and
meter’ (: 312; emphasis added), and is represented within the two Cartesian axes
(Figure 1.4, p. 288). I take this with caution, as I hypothesise that not all parameters
always exert the same influence on the tendency towards closure or nonclosure, and,
therefore, on the structural shaping of music.156

e. Towards Performance
The reviewed literature manifests that, in line with the traditional ‘work concept’, the
formal relevance of musical elements has mainly been evaluated in terms of melody,
harmony, and metre – that is, relying only on parameters that have been commonly
abstracted from scores. Yet if one aims at understanding form as a temporally
unfolding dynamic process, the study of its determinant factors should ideally take into
account other parameters too, such as dynamics, timbre, and articulation, as they can
have a structurally comparable significance. This implies that the notion of musical
content needs to be broadened to encompass parameters that achieve their full
potential in the context of performance. Even if analysis ultimately revealed that these
parameters do not play such an important part in the structural processes in a given
performance, one would need to assess their relative significance. Only in this way
might we be able to acknowledge the divergences between the particular interpretive
154

Berry first coined the term in Structural Functions in Music (1976).
This is developed in Chapter 2.d. ‘The Notion of “Shape”’, esp. pp. 87-91. For ideas of elements being
‘out of phase’, see note 36 above, p. 26.
156
See the third research question set out in the Introduction to this dissertation, p. 12, i.e. ‘Which
parameters are most relevant to this notion of musical structure?’ Narmour 1996 does not even
contemplate this quandary.
155
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presentations of the musical materials, as ‘no one denies the commonplace’ (Dahlhaus
1977 [1991]: 113)157 that their actual realisations are never alike. Moreover, if the
realisations of the materials, and thus the relations established among them, change
across interpretations, one can readily hypothesise that the form of a given piece is
never to be identical among its different performances.
Although occasional references to performance appear throughout the literature
under review, mentions of musicians themselves are surprisingly scarce. For instance,
Asaf’yev, who conceives that ‘the life of a musical work consists in its interpretation, i.e.
in the opening up of its meaning for the listener with the help of the intonation’
(Assafjew [Asaf’yev] ca. 1930 [1976]: 284), treats performance as an abstract entity, as
if it is not materially transient. Even Halm and Kurth, who placed great importance on
performance training in the curricula of their ‘Free School’,158 speak of it only in passing
and as subordinate to the composer’s intentions. To Halm, the performer should not
make a choice even when there is an ambivalent phrasing. If the composer has
conceived it that way, the performer should preserve the ambiguity.159
Schmalfeldt’s ideas stand out in this context, as she aims at exploring the
relevance of performance for the conception of form as a process of becoming:
Listeners of this kind of music are being asked to participate within that process, by listening
backward as well as in the moment – by remembering what they have heard, while retrospectively
reinterpreting formal functions in the light of an awareness of the interplay between conventions
and transformations. As perhaps the most active of all listeners, performers themselves are being
urged to play a far more authoritative role in articulating such form-defining moments as beginnings,
middles, and endings, while projecting the overall shapes that these might define’ (Schmalfeldt
2011: 116; original emphases).

She posits that ‘performances can, and usually do, influence and even determine
analytic interpretations’ (: 144). Nevertheless, she illustrates this only to a limited
extent, as


She narrows her analysis to a particular repertoire and does not extrapolate
her conclusions beyond it.



She bases her arguments on traditional score analysis, whereby musical
‘materials’ are almost exclusively equated with melodic-rhythmic motives.

157

The original context is similarly revealing: ‘no one denies the commonplace that musical form
represents a process’ (Dahlhaus 1977 [1991]: 113). See the start of Section b.i. ‘Form as Process’, p. 25.
158
See Rothfarb 1993.
159

But now, a question about performance arises. How should a performer proceed? How will he choose where to
phrase? ... The performer should not phrase at all, because he does not have a choice. The theme wants to be
played as it was composed, so that no phrasing, even an undoubtedly correct one, is forced on the audience where
the composer himself wants to leave another one available besides and along with it and even hints at it and sounds
it out (Halm 1913 [1947]: 215-16; as trans. in Kelly 2008: 208).

The traditional model of the performer as – ideally transparent – transmitter of the composer’s ideas to the
audience is apparent; see relevant discussion in Section ii. ‘The “Work Concept” and the Notion of
Authorship’ in the Introduction, pp. 2-5.
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Her approach to the analysis of performance is methodologically partial, as
she focuses on tempo and durations; dynamics, articulation, and timbre are
almost absent from her text.



The performer still seems to be subordinated to the composer. More
concretely, the interpreter comes to the fore primarily when the composer
desires this, that is, in the structurally relevant moments that the composer
has purposely conceived as formally ambiguous. Schmalfeldt’s ideas are,
then, grounded on a traditional conception of the relation between composer,
performer, and listener.160



She often identifies moments where the possibilities for structural division
seem to be manifold and then explains what the options are, but she does not
probe how they are manifested in real performances. Even if intending
otherwise, she still following the much-traversed road from analysis to
performance.

In sum, Schmalfeldt seems not to have taken fully into account that it is individual
performers who are directly and materially responsible for the temporal realisation of
music in sound. Performers, then, are not translators of predefined structures, but
rather ‘shaping performers’ (Repp 1993: 51); I would even say, ‘creating’ performers.
Some of the points in the literature surveyed above need to be revisited according
to these premises. Particularly intriguing are affirmations such as the claims that the
distribution of dynamics, texture, and pitch contour is asymmetrical, tending ‘to build up
gradually but subside quickly’ (Eitan and Granot 2006: 241), that ‘affective experience
has a tendency to gravitate toward a stable state of complete release’ (Vines et al.
2005: 141), or that all parameters have ‘analogous structures’ (Narmour 1996: 312).
More importantly, the study of performances may shed new light on the conception of
musical form, challenging, for example, ideas of goal-directed progress, as well as the
prolongational reductions proposed by Lerdahl and Jackendoff for the perception of
sonata-form movements, i.e. that tension reaches its climax at the end of the
exposition, and that there is an overall path of energetic decrease.
Chapter 2 explores these and related propositions in the context of music
performance. Previous studies on the potential relevance of performers’ handling of
music’s parameters for the listener’s inference of structural relations serve as the basis
for further investigation of conceptualisations and the perception of musical form. In
these approaches, ideas of motion and energy in performance, as well as novel uses of

160
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the words ‘shape’ and ‘motive’, stand out. With that, the ensuing chapter ultimately
concludes the exposition of the theoretical foundations for the analyses in Part II.
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CHAPTER 2
‘DIACHRONIC’ STRUCTURES:
EVALUATING PERFORMANCES
Scholars have frequently assumed that performers play a role in, and are preoccupied
with, conveying musical structure.1 However, the degree of freedom – and
intentionality2 – with which musicians do so has been a topic of debate, hence the
above italics to emphasise the word ‘conveying’. For some theorists, performers’
actions are subordinate to the composer’s indications.3 If that were the case, musicians
would discover structural relations from composers’ scores and would ultimately
transmit them unchanged to the listeners, who, for their part, would interpret
performers’ actions (in sound and through time) as having univocal structural functions.
However, the process is much more complex. Not only could performers not be
concerned with structure: they might ‘create structure in much the same way that
readers create poems’ (Ohriner 2012: 38),4 i.e. regulated by their own preconceptions
and expectations. That is to say, the structural relations that they may infer from
composers’ scores might or might not influence the way in which they play or sing.
Furthermore, they might not transmit those inferences directly to the audience:
musicians may want to conceal or even dispense with structural relations that can
seem obvious upon analysis of the score(s); by the same token, they could even create
structures that might not be apparent analytically – hence the title of the dissertation.5
It is true that we, as listeners of Western Art music raised in the Western world,
‘experience common perceptual learning or adaptation’ and share ‘a common

1

According to Cook (2013: 31), the idea of performance ‘expressing structure’ originated in Schenkerian
theory. As Palmer exemplifies, ‘skilled music performance in our culture reflects a musician’s attempt to
convey some interpretation of structural content to a listener’ (Palmer 1996: 23). Nicholas Cook takes a
more nuanced stance, contending that ‘structure is a conditioning factor of performance and of thinking
about performance. But its role is variable and depends on context’ (Cook 2013: 91).
2
Parametric fluctuations have been related more to style and expression in performance than to structural
purposes. See Leech-Wilkinson 2006, 2007, 2009a, 2009b, 2010a, 2015; Leech-Wilkinson and Prior 2014;
Cook 1995, 2007, 2009c, 2013. Due to space limitations and necessary focus, I do not elaborate on these
issues in this dissertation.
3
For instance, Edward T. Cone argues that performers should achieve a ‘valid and affective performance
... by discovering and making clear the rhythmic life of a composition’, i.e. its structure (Cone 1968: 31;
emphasis added). See the Section A.ii. ‘The “Work Concept” and the Notion of Authorship’ in the
Introduction to this dissertation, pp. 2-5.
4
Again, note the reference to literature.
5
As Jonathan Dunsby puts it, music’s ‘design’ is ‘animated in performance, ... brought to life, re-created’
(Dunsby 1995: 84; original emphases).
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environment’ and, thus, ‘general principles of perception’ (Clarke 2005: 191, 194). As a
result, ‘we don’t (or at least not all the time)’ come up with significantly different
interpretations of what we hear. In fact, psychologists have explored how musicians
might guide listeners to apprehend potential musical structures and, when relevant, the
hierarchical organisation thereof, mostly agreeing that they do so by paying ‘supremely
musical attention’ to surface detail (Bradshaw 1998: 65), i.e. through their handling of
timing, intensity, articulation, timbre, and intonation, among other parameters. In this
way, the listener abstracts structural ‘information from acoustical features ... in a
bottom-up manner’ (Keller 2012: 19), i.e. from the musical ‘surface’.6
Yet, as I argue throughout the dissertation, performers can influence, but not
control, or exactly determine, listeners’ perceptions’, as the latter similarly interpret ‘the
“correct” or intended musical structures’ not only ‘from the wealth of acoustical
information’ (Palmer 1996: 24) but also depending on their own ‘prerogatives’ (Rink
2013: 121).7 In other words, there is not a ‘one-to-one mapping’ of performers’ actions
into listeners’ perceptions. Therefore, I intend the ensuing discussion to be interpreted
simply as an exposition of several general principles according to which we, as
listeners, might interpret performers’ strategies to convey their unique – plausibly –
structural understandings of musical compositions. These ideas, in conjunction with
notions of motion and narrativity in music performance, converge in the fourth section
of the chapter, where I discuss a performance-based conceptualisation of musical form
based on ideas of ‘shape’. Chapter 2 mirrors the previous one by closing with an
explanation of relevant representational techniques.

a. Musical Structure and Performative Parameters
Musical sound can be broken down into a number of parameters or ‘dimensions’,
namely ‘pitch, loudness, duration, rhythm, and (controversially) timbre’.8 Dictionaries

6

This does not invalidate top-down processes as equally crucial for the perceptual assignment of
structural properties in music. As John Rink states, ‘while playing, the performer engages in a continual
dialogue between the comprehensive architecture and the “here-and-now”’ (Rink 1999a: 218). See
Chapter 1.b.iii ‘Narrative Form’, esp. note 74 on p. 32, and c. ‘Related Perspectives from Psychology’, esp.
pp. 38-40, for a discussion of both Gestalt theories and Lerdahl and Jackendoff’s thoughts about the
interdependence of surface and reductional schemas.
7
See the quotation from Schmalfeldt 2011: 116 at the end of Chapter 1 (p. 47). John Rink employs the
word ‘prerogative’ in relation to the process of analysis that is unique to performers. I nonetheless use it to
refer to listeners and analysts too.
8
‘Parameter’,
in
The
Oxford
Dictionary
of
Music
(Oxford
University
Press),
http://www.oxfordmusiconline.com/subscriber/article/opr/t237/e7649, accessed 28 August 2017. It is telling
that Grove Music Online relates the term ‘parameter’ to compositional aspects exclusively. Accordingly, the
authors do not speak of intonation but rather of pitch (or pitch class in the context of serialism), and
duration and articulation are not mentioned at all; see Lansky and Perle 2001.

52

Chapter 2. ‘Diachronic’ Structures: Evaluating Performances
Part I. Exposition: Conceiving Musical Structure

tend to define rhythm as a ‘regular repeated pattern of sound or movement’9 marked by
the succession of strong or weak elements, or as the rhythmic organisation of a given
work,10 as determined by its composer. In other instances, however, it is equated with
‘patterns of duration’ (London 2001). According to this latter sense, it is perceived
through its durational manifestations in performance. Similarly, I treat pitch as being
individually manifested in intonation, and therefore as ‘equivalent to frequency’ (Baines
and Temperley 2011). The umbrella term ‘timing’11 embraces notions of duration,
tempo, grouping, and fluctuations on the small scale, and I liken ‘loudness’ to
‘dynamics’ as both words refer to ‘subjectively perceived’ variations in sound volume or
intensity (Campbell and Greated 2001). Timbre is harder to define, as its perception
depends on a ‘synthesis of several factors’, especially articulation (Campbell 2001).12
However, I consider both aspects in separate sections because, at least in string
playing, they are not necessarily trained individually,13 and, furthermore, independent
analyses could yield meaningful results, even if the elements of music must always be
considered in context and in terms of their relationships with other parameters.14
In fact, experiments have shown that music’s parameters are not strictly separate
in the human perception of sound. Not only is the perception of timbre influenced by
other factors, but our ‘judgments of pitch [i.e. intonation] too are affected by other
variables such as volume [i.e. dynamics], timbre, and duration [i.e. timing]’ (Baines and
Temperley 2011).15 Equally, the ‘ways in which different partials grow in amplitude
during the starting transient, are of great importance in determining the timbre’
(Bellingham 2011). The perception of loudness is ‘also influenced by the duration and
the frequency spectrum [i.e. timbre] of the sound, and by the context in which the
sound is heard’ (Campbell and Greated 2001). For its part, articulation is related to
timing properties, as it emerges from the ‘timing to get the intended or proper
9

Definition No. 1 under ‘rhythm, n.’, in Oxford English Dictionary Online, June 2017 (Oxford University
Press), http://www.oed.com/view/Entry/165403, accessed 28 August 2017.
10
Definition No. 2c in ibid.
11
Defined as ‘[t]he length or value of a note’ in ‘timing, n.’, in Oxford English Dictionary Online (Oxford
University Press), http://www.oed.com/view/Entry/202145, accessed 28 August 2017.
12
As an example, The Oxford English Dictionary defines timbre as the
character or quality of a musical vocal sound (distinct from its pitch and intensity) depending upon the particular
voice or instrument producing it, and distinguishing it from sounds proceeding from other sources; caused by the
proportion in which the fundamental tone is combined with the harmonics or overtones.

See ‘timbre, n.3.’, in Oxford English Dictionary Online, June 2017 (Oxford University Press),
http://www.oed.com/view/Entry/202089?rskey=6rTpbf&result=3, accessed 17 June 2017.
13
At least in string playing, articulation and bow position are not always trained together. Numerous
manuals – for instance, Otakar Ševčík’s and Louis R. Feuillard’s – include articulation exercises with
modular patterns that are to be played with changing bow combinations and strokes. In contrast, command
of overtone production, as depending on the distance and angle of the bow in relation to the bridge,
receives clearer focus in other kind of exercises, such as scales.
14
See Chapter 3 for relevant analytical methods, pp. 103-14, and Chapters 5 and 6 for specific analyses.
15
See also Liu 2015: esp. 25: it ‘is more likely that this intonation change is made in conjunction with other
performance factors that are more time dependent in nature’.
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proportion between the sounding and non-sounding parts of the tone(s)’ (Gabrielsson
1988: 39), and to intonation deviations, as performers’ use of portamento manifests.
The rest of this section is organised in two parts. For the sake of a clear exposition,
the first of them (a.i) focuses on studies that treat music’s parameters separately.
However, I make frequent comments on their interactions – hence the references in
some headings to two parameters. The second part (a.ii) summarises three wideranging theories that specifically address the potential significance that timing and
dynamics might have for musical phrasing and the creation of structural relations in
performance. Importantly, these theories could be relevant for the study of other
parameters too, as is explained in due course.
a.i. Studies of One Parameter
Timing
Although structural levels in music are interrelated, this section follows a bottom-up
trajectory.16 That is, it starts by addressing timing issues at the local level, 17 which, in
turn, can contribute to the perception of phrase or section boundaries.18 This internal
subdivision of a performed piece, as well as its overall shape,19 might also be
influenced by large-scale tempo fluctuations and durational proportions.20
Proportional tempo
Epitomising the contention that timing is the most structurally significant among sound’s
parameters, David Epstein considers tempo as ‘structure itself’ (Epstein 1995a: 11).21
He aims at establishing a model for analysing tempo fluctuations, especially in
Brahms’s music.22 To him, the composer’s annotated tempos follow a structured pace,
in which a stable pulse, or tactus, yields the sense of continuity, and changes in the

16

This organisation of the discourse mirrors the idea that listeners need small-scale sonic cues to infer
structural relations. See the opening of this chapter.
17
Other micro-timing elements include phenomenal micro-accents and performance gestures. I discuss
them in Section a.ii below, ‘Studies of multiple parameters’, esp. pp. 72-74, because their regulative
principles affect other parameters as well.
18
See ‘Groupings and phrase-arch theory’ in ibid., pp. 70-72.
19
See Section d below, ‘The Notion of “Shape”’, pp. 87-93.
20
All of these phenomena should be considered in conjunction with the studies of multiple parameters in
Section a.ii below, ‘Studies of Multiple Parameters’, pp. 70-74.
21
Leech-Wilkinson (2011a) and Windsor (2008) argue similarly. This disequilibrium with respect to other
sound elements may arise, at least in part, from the relative ease with which precise timing information can
be obtained from recordings. See Chapter 3.b.i. ‘Collection of Data’, pp. 103ff., for methods for precise
data extraction in specialised software such as Sonic Visualiser.
22
In a later study, he explains the historical, biological, and mathematical bases of his model; see Epstein
1995a: 97-366.
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rhythmic activity take place ‘within a beat which itself remains constant’ (Epstein 1990:
205). In other words, tempos relate to the basic pulse by simple ratios.23
The scenario changes with regard to musical performance: we appear to perceive
proportions in respect of duration, whereas our perception of tempo is more sensitive to
changes than to the resulting ratios (Bowen 1996).24
Tempo rubato
David Epstein aspires to offer a universal theory of rubato playing – or singing –
according to which there are two general schools.25 In the ‘classical’ style, the ‘stolen’
time is compensated at the end of the bar – or a few bars – while the accompaniment
is kept at a strict tempo. This necessarily produces asynchronies between the leading
part and the accompaniment.26 This kind of rubato practice was apparently still in vogue
in the early decades of the twentieth century, as the definition of ‘rubato’ in the 1922
edition of the Grove’s Dictionary of Music and Musicians shows:
lit. ‘robbed’ or ‘stolen,’ referring to the values of the notes, which are diminished in one place and
increased in another … in accordance with an unchangeable rule that in all such passages any
bar in which this licence is taken must be of exactly the same length as the other bars in the
movement (M. 1922).

For its part, the ‘romantic’ rubato is ‘the result of two cofunctioning yet durationally
different time systems’ (Epstein 1995a: 373), namely the strict metric control of the beat
and the pulse ‘distorted’ by rubato. They come into phase synchrony,27 i.e. they are
reconciled, at phrase ends, as their misplacement would ‘contradict the structure of the
phrase itself’ (: 373). As a result, periodicity prevails on the medium and large scales,
resolving tension and highlighting structural boundaries. The proportions between the
main sections of the piece remain integral to one another and in relation to the whole
composition.

23

John Rink applied these ideas in his analysis of Brahms’s Fantasien Op. 116; see Rink 1995a.
Tempo and duration are not inversely proportional, as ‘[d]ifferent tempos do not necessarily produce
radically different durational proportions’ (Bowen 1996: 124). In Nicholas Cook’s words, ‘tempo, as we
experience and describe it when talking about music, is not the same as a set of beat durations’ (Cook
2007: 203). Accordingly, I explore them as durational proportions in Part II, especially in Chapter 6.a.i.
‘(Non-)Repeated Structures’: ‘Saying Something/the Same Thing Twice’, pp. 218-23. See ‘Timing’ in
Chapter 3.b.i. ‘Collection of Data’, pp. 104-8, for relevant measurement techniques, including the section
on ‘rhythmic reductions’, pp. 107-8. It is important to note that some scholars have claimed otherwise,
such as Epstein 1995b: at 58.
25
See Epstein 1995a: esp. 367-450.
26
See the section on ‘Asynchrony’ below. Sarah Martin (2002) has explored accounts and verbalisations
of ‘Classical’ rubato in great detail. See also Hudson 1994; Philip 1992, 2004: 104-39.
27
Lerdahl and Jackendoff (1983) develop this idea of synchronisation in relation to form and process,
whereas John Rink (1999a) speaks of it in terms of energetic curves. See Sections b.i. ‘Form as Process’
and d. ‘Representations of Dynamic Forms: Waves and Curves’ in Chapter 1, pp. 25-28, 44-46, incl. note
36 on p 26.
24

55

Not only is the generalising character of Epstein’s theory debatable,28 but so too
are its methodology and its main premises – i.e. that there must be phase synchrony,
that performers control time in such ways, and that tempo rubato generates durational
proportions.29
Asynchrony30
The kind of asynchrony that I study in this dissertation emerges from the ‘slight
spreading-apart of the elements of a single rhythmic event’ (Yorgason 2009: 46) that
may occur in performance. Therefore, it ranges between total simultaneity and clear
temporal disjunction.31 Such intentional asynchronies are more frequently found at
points of enhanced expressiveness within the phrase or even the composition (Dodson
2011a: 59; Peres da Costa 2012: 110; Vernon 1936: 46), in Classical and especially
Romantic repertoire of a ‘slow and expressive character’ (Peres da Costa 2012: 46).32
Functions
Ignoring unwanted or inevitable dislocations, the reviewed literature has attributed the
following functions to musical asynchronies:
1. they might emphasise one voice with respect to the others, making it aurally
distinct (Dodson 2011a; Rasch 1979; Vernon 1936; Yorgason 2009: 55-57).33

28

Similarly, Sarah Martin argues that rubato manifests itself in a ‘creative and individual manner
depending on the performer and the particular musical context’. Thus, ‘musical principles which may
appear simplistic or reductive on the surface are applied in extremely complex and intriguing ways in
performance’ (Martin 2002: 110 and 129). This applies to intonation as well; see Section a.i below,
‘Studies of One Parameter’: ‘Intonation’, pp. 68-70.
Along these lines, most studies focus only on ‘a given style’ (Rothstein 2005: 43) as a stylistic and
sometimes expressive resource. See, for instance, Guymer 2007, Hudson 1994, Leech-Wilkinson 2011a,
Philip 2004.
29
In his analyses Epstein (1995a) takes the smaller temporal unit at the starting point in a way that makes
it unclear how he obtains values for the theoretical final duration. Furthermore, he does not specify the
measurements to which his proportional comparisons refer. His methods, aims, and results are not always
coherent, and, therefore, I only mention Epstein’s theory in relation to Llorens 2015, where I revise
Epstein’s hypotheses and propose a plausible correction for it.
30
This phenomenon has also been labeled as ‘dislocation’ (Dodson 2009, Philip 1992) or ‘dispersal’
(Yorgason 2009). In the context of piano playing, where it might affect the two hands (Hudson 1994, Peres
da Costa 2012) and/or the melody and the accompaniment (Philip 1992), the terms ‘breaking’, ‘splitting’,
and ‘separation’ of hands have also been employed (Hudson 1994: 334ff.).
31
Most of the theories that I review below focus on solo piano performance. As my analyses in Part II deal
with chamber music, I discuss their applicability to ensemble performance at the end of this section. See
‘Asynchrony’: ‘Perception thresholds’ in Chapter 3.b.i. ‘Collection of Data’: ‘Timing’, p. 106-7, for upper and
lower limits.
32
Vernon (1936) speaks of pieces at slow tempo, although he does not refer to any particular
compositional period. See also Yorgason 2009: 51-55.
33
Although he acknowledges the role that performers play in the effective realisation of asynchronies and
the effects that the latter might have on listeners’ perception of metre, Yorgason (2009) limits his
discussion to notated asynchrony. However, some of his claims might be meaningful for the study of
asynchronies that are not indicated in scores but that nonetheless emerge in performances thereof. See
esp. ‘Casals and Horszowski (1936)’ in Chapter 4.b.iii. ‘Global Perspectives’, pp. 157-62.
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Often performers emphasise the melody by delaying or anticipating it with
reference to the accompaniment.34
2. they might have expressive or rhetorical value (Dodson 2011a: 59; Peres da
Costa 2012: 110; Vernon 1936: 46; Yorgason 2009: 51-53, 183).
3. they might have an influence on the perception of metre, as they might
a) function as ‘phenomenal’ dislocations yielding the sense of micro
accents35 (Dodson 2009: 61). In other words, they might be
elements of local emphasis (Vernon 1936) that could ‘help establish
the notated meter at the beginning of phrases by ‘apparently ...
render[ing] the downbeats salient’ (Dodson 2011a: 59).36
b) create elongated downbeats or the sensation of separate metric
streams (Yorgason 2009: 50, 231).37
4. they might be structurally significant, as they might
a) signal ‘important structural boundaries’ (Yorgason 2009: 158),
usually articulating ‘the commencement of a formal section’
(Hudson 1994: 334)
b) function as links between sections and even movements, and as
temporal, textural (Yorgason 2009: 64), or melodic pivots.
5. in chamber music especially, they might yield the impression of multiple
agency, or of ‘two [or more] musicians performing’ (Philip 2004: 110). ‘Agents’
usually correspond to the individual parts (Graybill 2011).38
6. they might ultimately contribute to the sense of motion of a performance,
converting (theoretically) temporally solid blocks into ‘dynamic entities’
(Dodson 2011a: 63).39

34

In piano music, the right hand normally tends to enter after the left hand (Dodson 2009: 61, Peres Da
Costa 2012: 45). Nevertheless, contrary examples have also been found (Philip 2004: esp. 111-12). This
indicates that there is no strict rule in this regard.
35
See the definition and the discussion of Dodson 2002 above. Also Yorgason 2009 explores the relation
between asynchrony and meter exhaustively.
36
Similarly, Peres da Costa (2012: 46) found an increased number of asynchronies at beginnings of
phrases or bars. However, Vernon’s (1936) analyses do not support such univocal correlation.
37
See below.
38
Monahan (2013) classifies this kind of agency as ‘the individuated element’ sort of agency; see ‘The
characters’ in Section b.ii below, ‘Agency’, pp. 77-79.
39
I have identified all of these functions in Casals and Horszowski’s recording of Brahms’s Adagio
affettuoso, Op. 99ii. See ‘Casals and Horszowski (1936)’ in Chapter 4.b.iii. ‘Global Perspectives’, including
notes 106-13, 117, 120, and 123-25 on pp. 158-61.
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(Down)Beat space40
In Classical-Romantic Western Art music, we can interpret the asynchronised sounds
as a) starting on the beat, b) commencing before the beat, c) having a ‘fuzzy beat’, or
d) forming an ‘elongated (down)beat’ (Yorgason 2009: 50; Figure 2.1, p. 289). The
fourth scenario means that, if we consider that, in a rolled chord, all of the
asynchronised sounds are part of the downbeat, we may acknowledge that such
downbeat is elongated. That is, ‘we [might] feel and experience’ elongated beats (: 124;
original emphases) as having duration, a temporal ‘space’ (Figure 2.2, p. 289) that
depends more ‘on [their] performed duration than on [their] metric strength or structural
weight’ (: 140).
Continuous asynchrony and rubato
Asynchronies can also emerge in entire sections, reportedly more often in transitional
passages (Yorgason 2009: 221).41 In them, the separation of – usually – the
accompaniment and the melody becomes clearly apparent, the listener’s attention
tending to focus on the melodic part (Yorgason 2009: 218).42 These metric
displacements are not necessarily perceived as uninterrupted elongations (: 237);
importantly, their magnitude might fluctuate throughout.43
Still at the end of the nineteenth century, both asynchrony and rubato playing, or aisochrony (Rasch 1988), were in vogue (Leech-Wilkinson 2009b: 100; Peres da Costa
2012; Philip 2004; Yorgason 2009: 188-217), although their use declined thereafter. In
fact, their relation seems logical, as
not only do the asynchronies derive from beat durations that are necessarily disparate between
the two … parts, but also the durations of notes of the same notated length within any of these
lines separately are not exactly equal … The various beat lengths that emerge in each of the
asynchronised parts … are not exactly identical. This is applicable not only to the beats within a
single part, as Rasch [1988] explores, but also to the beat durations in both parts in relation to
one another (Llorens 2017: 17, note 45).

40

Note the spatial metaphor; for further discussion, see Chapter 1.a. ‘Musical Dynamics and Motion’, pp.
21ff.
41
To Yorgason (2009: 221), continuous asynchrony appears more often at quick tempos. However, he
investigates asynchronies in piano music that are annotated by composers in the form of, for instance,
continuous alternation of hands or displacement of one of the parts in from the barline (: 223). His third
type, the continuous dispersal, has, excluding the fast tempo, points in common with the asynchronies to
which chamber music performers may resort in passages with no asynchrony being specified on the score.
42
Again, Yorgason speaks of notated asynchrony. However, continuous rubato might be result of
performers’ practices only. For an example, see ‘Casals and Horszowski (1936)’ in Chapter 4.b.iii. ‘Global
Perspectives’ shows, esp. pp. 161-62.
43
Yorgason (2009: 219ff.) labels this kind of asynchrony as ‘continuous dispersal’. To refer to
asynchronies at constant speed, he prefers ‘continuous alternation’.
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Actually, not only could the durations of individual beats diverge between the two parts,
but also those of their groupings at any structural level. Therefore, their respective
phase synchronies in relation to higher-order subdivisions might be dissimilar as well.44
Asynchrony in chamber music
It is evident that the differences between solo piano and ensemble playing are
manifold,45 and thus it is necessary to ascertain whether or not asynchronies play
comparable roles in the two contexts. Even if some of the issues discussed above are
relevant to chamber music, they have to be applied with caution.46 For instance, in a
cello-piano performance the disjunction between the two instrumental parts might be,
by virtue of their timbral differences, perceptually magnified. Therefore, Yorgason’s
notion of the ‘down beat space’ can result extraneous to chamber music practice, as
we likely perceive the asynchronous sounds between two instruments as two
differentiated beat starts, rather than as a unique ‘elongated’ beat. Initially restricted to
downbeats, mostly in ritenuto contexts (Yorgason 2009: 184), these ideas can
nonetheless serve as potential framework for the evaluation of ‘elongating’
asynchronisation in both down- and upbeats in chamber music,47 as they might
function in ways similar to Dodson’s (2002) ‘elongation’ and ‘hesitation’ microaccents,48 i.e. as expressive accents and structural markers (Yorgason 2009: 170, 183,
158).49
Even if ‘ensemble’ literally means ‘together, at the same time’,50 chamber music
musicians still have some freedom. Specifically in respect of timing, nowadays 51
performers tend to be expected to synchronise ‘as much as possible the tones meant

44

See discussion of Epstein 1995a in ‘Tempo Rubato’ in Section a.i above, ‘Studies of One Parameter’:
‘Timing’, pp. 55-56.
45
According to Vernon (1936), motor coordination between simultaneous notes is possible for a pianist but
impossible for ensemble players. The mechanism of the piano and the playing technique can be a cause
of unwanted asynchronisation, whereas, for their part, ensemble players can usually concentrate on one
note at a time.
46
Rudolf Rasch’s experiments were highly innovative in this respect; see Rasch 1978, 1979, 1988.
47
Yorgason explicitly assumes that the Gestalt principles of similarity and, especially, proximity govern
human perception (Yorgason 2009: 47-48). See Chapter 1.c. ‘Related Perspectives from Psychology’, pp.
38ff., and note 74 on p. 32.
48
This is developed in ‘Phenomenal micro-accents’ in Section a.ii below, ‘Studies of Multiple Parameters’,
pp. 72-73.
49
To evaluate the magnitude of the asynchronies and the resulting rubato phase-synchrony in each part, it
is necessary to discriminate their respective note onsets. See ‘Tempo Rubato’ in Section a.i. ‘Studies of
One Parameter’: ‘Timing’ on pp. 55-56, for a discussion of Epstein’s (1995a) theory of phase synchrony,
and ‘Asynchrony’ in Chapter 3.b.i. ‘Collection of Data’: ‘Timing’, pp. 105-7, for measurement methods.
50
Definition No. 1 under ‘ensemble, adv. and n.’, in Oxford English Dictionary Online, June 2017 (Oxford
University Press), http://www.oed.com/view/Entry/62655?rskey=gkHon1&result=2&isAdvanced=false,
accessed 31 August 2017. Etymologically, the term is a Gallicism.
51
As discussed above, it seems that asynchronisation was a relatively extended practice until the first half
of the twentieth century.
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to be simultaneous’ (Rasch 1988: 71). However, perfect synchronisation ‘is not
possible’,52 and, in fact, performers might play in ‘totally different styles, with no attempt
to compromise with each other’ (Philip 2004: 105).53 Therefore examinations of musical
asynchrony should not overlook the causes, characteristics, and effects of metric
dispersals (Yorgason 2009) in, at least, chamber music.54
In any case, as a result of the participation of at least two musicians, asynchronies
are plausibly more frequent in ensembles, and thus the analysis of chamber music
recordings may be not only highly illuminating regarding continuous asynchronisation,
but also helpful for ascertaining whether or not pervasive asynchronies might carry out
a structural function beyond the metrical aspect that Yorgason (2009) explores.
Foreshortening
As discussed below,55 grouping is deemed fundamental in the creation, or more
accurately the obliteration, of the sense of motion. As a rule, groupings tend to become
progressively shorter as they approach structural boundaries.56 Still, the connection
between grouping and (conceivably inversely) related ideas such as motion and
direction has rarely been explored.57 As a preliminary hypothesis, I propose that, if
foreshortening results in formal delimitation and thus in a cessation of the movement,
the sense of forward drive can have its roots in a gradual enlargement of the structural
units.
Dynamics
Although numerous analytical studies fail to acknowledge that the dynamic levels that
we perceive in recordings may be the result not only of performers’ actions, but also of

52

Llorens 2017 relates these ideas to an organicist conception of ensemble playing as a coherent whole.
To achieve temporal synchronisation in chamber music playing, performers need to develop skills of
anticipation, interaction, and reaction. See Goodman 2000, 2002 for a summary of theories on of
interaction in ensemble music making.
53
Philip reaches this conclusion after analysing Fritz Kreisler and Sergei Rachmaninoff’s 1928 recording of
Edvard Grieg’s third Violin Sonata.
54
For reasons of scope restrictions, in Part II I primarily focus on the last two elements only, i.e. the
characteristics and the effects of asynchronies in particular renditions of Brahms’s Cello Sonatas.
55
In ‘Groupings and phrase-arch theory’ in Section a.ii. ‘Studies of Multiple Parameters’, pp. 70-71.
56
According to Arnold Schoenberg, 1967: Fundamentals of Musical Composition, eds. Gerald Strang and
Leon Stein (New York: St. Martin), 58-59; as referred in McCreless 2009: 9. Similarly, yet from a
performer’s perspective, Alfred Brendel (1976) uses the term ‘foreshortening’ to explain how structural
boundaries are signalled by sequences of progressively diminishing length. See also Cook 1999b: 46.
57
David Epstein (1990) investigates the sense of motion in Brahms’s music in relation to metre and rhythm
on the one hand, and to tempo on the other. However, as Bowen (1996) explains, we are more receptive
to duration than to tempo, at least respecting proportions; see ‘Proportional tempo’ in Section a.i above,
‘Studies of One Parameter’: ‘Timing’, pp. 54-55.
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engineers’ and producers’ decisions,58 they nevertheless offer perspectives that might
be illuminating regarding the structural role that dynamics can play in the perception of
music performance. Specifically, Hui Chi Khoo (2007) explores dynamics in connection
with the intrinsically related perspective of motion.59 Her analyses of micro-scale
dynamic variations60 in several recordings of Chopin’s Mazurka, Op. 50 No. 3, are
particularly revealing. She determines that:


the shaping of volume in a phrase is often asymmetrical (: 233).61



this happens ‘regardless of where the melodic peaks lie’ (: 233). As a
consequence, ‘melodic peaks are often not the loudest’ (: 265).



repeated motives62 might be played differently, drawing the ‘listener’s
attention [and] ... highlighting a piece’s dramatic structure’.63



volume may affect the sense of continuity ‘on the note-to-note level’.64



an ‘increase in volume is often accompanied by an increase in forwards
motion, and vice versa’ (: 234).

Due to their potential structural implications, in Part II I focus on the last two of Khoo’s
conclusions, whereas the preceding presumptions are usually more implied than
explicit.
Timbre
In any performance, notes ‘are not steady and continuous but have to start, … grow
louder, decay and change in all kinds of other ways’ (Taylor and Campbell 2001). In
other words, timbre is always in flux and manifests itself in a diachronic process of

58

See relevant discussion at the start of Chapter 3, pp. 101-3. I have used CDs and original LPs for the
analyses in Part II. See Appendix III.a for full details, pp. 387-89.
59
See Sections a. ‘Musical Dynamics and Motion’ and b. ‘Dynamic Form’ in Chapter 1, pp. 21-38, for
theories on musical motion, intensity, and, ultimately, dynamism and diachronicity, as well as Section c.
‘Motion and Intensity in Performance’ in this chapter, pp. 83-87.
Sometimes Khoo’s discussion is complemented by an evaluation of notation, as well as of performers’
timing, timbral, and articulation strategies in select recordings, thus supporting the views that the multiple
parameters of sound are necessarily interrelated and perceived as a unique entity. However, it is included
in this section because of her declared focus on dynamics.
60
See Section a.ii. ‘Studies of multiple parameters’, pp. 72-74, for a discussion of dynamic variations in
conjunction with other parameters (especially timing) as phenomenal micro-accents and performance
motives. They also have influence on phrase shaping.
61
Likewise, Eitan and Granot 2006 contend that dynamics, among other parameters, tend ‘to build up
gradually but subside quickly’ (: 241). See Chapter 1.e. ‘Towards Performance’, esp. p. 48.
62
As reflected in composers’ scores. See Section ‘Performance motives’ in Section a.ii. ‘Studies of
Multiple Parameters’, pp. 73-74, for a complementary definition of motives in performance.
63
Miriam Sheer, 1990: ‘The structural functions of dynamics in Beethoven’s instrumental works’,
Beethoven Newsletter 5 (3), 41; as quoted in Khoo 2007: 52. Note the relation to conceptions of music as
drama instead of as narrative; see Chapter 1.b.iii. ‘Narrative Form’, esp. pp. 35-37.
64
This supports the idea that we perceive parameters concomitantly.
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transformation.65 Like the other parameters discussed in this chapter, it can play a role
in both the sense of motion66 and ‘the unfolding structure of the piece’ being performed
(Cogan 1984: 5) – hence its potential understanding as ‘sonic design’ (: 45), or as
‘shape’.67
As said above, timbre is a multidimensional parameter, as it correlates with many
dimensions of sound. The resulting spectrum itself,68 along with the initial transients,
noise bands, and modulation processes (vibrato and tremolo), is critical to timbre. A
propos tremolo, I study its potential structural role in performances of the opening
movement of Brahms’s Cello Sonata Op. 99.69 Vibrato and articulation need to be
examined in greater detail.
Timbre and vibrato
Vibrato can be defined as a ‘more or less regular oscillation’ (Erickson 1975: 69) of
‘pitch or intensity (or both)’ (Moens-Haenen 2001) that is normally ‘used to enrich and
intensify the tone of a voice or’ a string or wind instrument (Milsom 2011). In other
words, it is one of the elements upon which timbre depends. Vibrato can vary in
amplitude and frequency, and thus it is related to intonation too.70 Although it has been
mainly studied as an expressive resource,71 some of the analyses in Part II show that
vibrato might play a structural function too.72
Timbre and articulation73
The starting transients of sounds are influenced not only by ‘the effect of the size and
complexity of the vibrating system’, i.e. the particular instrument that it is being played
or the voice, but also by ‘the effect of the method of excitation (plucking, bowing,
blowing etc.)’ (Bellingham 2011). For instance, a sharply accentuated onset results in a
notably spread-out spectrum, whereas a soft connection between sounds generally
preserves the range of harmonics (: 61). Timbre is also intrinsically united to register
65

That is strongly reminiscent of the conceptions of musical form explored in Chapter 1, esp. in Section b.
‘Form as Process’, pp. 25-28.
66
Robert Erickson’s definition of vibrato is telling in this regard. To him, vibrato is the result of a desire ‘to
shape it [the sound] and keep it in motion’ (Erickson 1975: 69).
67
For further discussion, see Section d below, ‘The Notion of “Shape”’ on pp. 87-93.
68
Spectra can be visualised in the form of spectrograms. See Section e below, ‘Representations’, pp. 9798, for a detailed explanation on how to interpret these images.
69
See Chapter 6, esp. Section b. ‘The Nucleus of the Sonata-Form Movement and the Crux in Op. 99i’,
pp. 223-31.
70
See the section on ‘Intonation and vibrato’ below, p. 69.
71
In Pau Casals’ words, ‘[w]hen used in a string instrument, the vibrato has an expressive function’
(Corredor 1956: 190). For particular studies, see Fabian 2014, Leech-Wilkinson 2007, 2010a, 2011b.
72
Especially, but not exclusively, in Chapter 6.
73
Defined as the manner in which ‘a succession of notes is separated’ (Milsom 2011); see p. 65 below.
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and micro-scale intonation. Usually notes in the low register tend to present a duller
tone quality, whereas higher notes are brighter. Consequently, ‘placed in different
registers, the same spectral recipe would produce markedly different tone color’
(Cogan 1984: 12). Moreover, we apparently hear the lower partials of the spectrum
more clearly than the upper harmonics, and we perceive vibrato not as frequency
oscillations, but rather more as a timbral effect (Erickson 1975: 69). This confirms that
we commonly sense a pitch-related element in terms of tone colour. Fingering too can
influence the resulting tone quality.74 This is easily observable in string instruments, as
the various strings normally have notably different timbres. The characteristics
particular to each finger – regarding strength, the contact area, and even the form –
can have an effect on tone colour too. The position of the hand along the fingerboard –
not to mention the bow’s angle and location – is equally determinative. Fingerings
might also affect the emergence of slides75 and the degree of sharpness of the
articulation, as thicker – i.e. lower – strings produce more blurred articulation.
Timbre as a non-absolute parameter
Timbre, timing, and dynamics interact in highly complex manners: small-scale,
expressive diminuendos are often accompanied by timbral change, yet they are not
necessarily coupled with large ritardandos. This poses the quandary of how to
differentiate a ‘mere decrease in volume from a colour change’ (Khoo 2007: 28). As is
often the case, the response resides in the context and, thus, in the comparative extent
of the intensity reduction. Timbre is also context-dependent in the sense that everchanging tone colours relate to one another through relations of resemblance,
transformation, and opposition (Cogan 1984: 124ff.),76 which might be critical in the
inference of structural relations. There are no absolute categories, and timbral
impressions cannot be understood in isolation. On the bases of this and of
phonological theory, Robert Cogan determines a number of oppositions that may be
useful in the analysis of the potentially formal role of timbre:
1. grave/acute
2. extreme/centred: activation (or not) of the extremities, i.e. of the outer

halves of the grave and acute regions of a spectral context

74

As well as in the articulation of the musical flux.
Treated here as relating to articulation.
76
As explored in Chapter 1, esp. Section a. ‘Musical Dynamics and Motion’, pp. 21-25, changes might
result in the perception of motion, supporting a diachronic and energetic conception of musical form. This
is also related to Karl’s (1997) model for the relations that ‘foils’ might establish, as well as to the Gestalt
law of similarity; see pp. 33-43 (Sections b.iii. ‘Narrative Form’ and c. ‘Related Perspectives from
Psychology’).
75

63

3. narrow/wide: refers to sonic complexity and distance between the outer

spectral elements:
o

narrow (-): distance of half the width (or less) of the total spectral
context

4. compact/diffuse: refers to the width of each individual spectral element, not

to the total width (as in number 3):
o

compact (-): spectrum formed by strands or partials, each
reading out as a single frequency or pitch; or

o

diffuse (+): formed of bands covering more than one frequency or
pitch (‘noise’ bands)

5. non-spaced/spaced: presence of a spatial gap between spectral elements

within a single sonority or sonic context
o

non-spaced (-): no gap wider than one octave between adjacent
spectral elements

6. sparse/rich: density and sonic complexity, i.e. comparison between the

quantity of simultaneous elements of any sonority with the maximum
number of simultaneous elements to appear anywhere in the context:
o

sparse (-): half (or less than half) the maximum number of
partials found in any sonority of the context; or

o

rich (+): more than half

7. soft/loud
8. level/oblique: general pitch orientation of each spectral element:

o

level (-): pitch remains generally fixed; or

o

oblique (+): pitch is generally changing

9. steady/wavering: absence of presence of microfluctuations (e.g. vibrato)
10. no-attack/attack:

noticeable difference between the onset and the

continuing body of spectral elements
11. sustained/clipped: absence or presence of a gap of silence within a

spectral context
12. beatless/beating: absence or presence of acoustic beats in a sonic

moment.
Elements may respond to these categories in a positive (+), negative (-), mixed (±), or
neutral (0) manner. Although not applied strictly,77 Cogan’s theory is the starting point
for some of my analyses in Chapters 5 and 6.

77

I do not perceive any beats (opposition No. 12) in the recordings that I selected for analysis. Similarly, I
do not find a correlation between pitch and timbre (No. 8) that might be significant for the structural
processes discovered in the select renditions. I discuss opposition No. 10 below with regard to articulation,
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Resisting precise annotation, timbre is mainly dependent on performers, although
in recordings it is also conditioned by a number of factors that are not under the
musicians’ control. These include the instrument, the acoustics of the room, the quality
and placement of the horn or microphone used during the recording session, the
reproduction equipment, and the engineer’s decisions. The storage medium – or format
– also has consequences for the frequencies registered and the durability of the
recording, especially in the case of LPs.78
Articulation
Articulation, or the manner in which ‘a succession of notes is separated’ (Milsom 2011)
or connected, is left to musicians’ discretion to a large extent, as Western notation is
incapable of registering all possible nuances that a professional performer is able to
produce. In a sense, musicians ‘improvise’ articulation according to their ‘own
conceptions of what the context of the music appears to require’ (Erickson 1975: 64).
Through their articulation strategies, musicians may induce sensations of
continuity or discontinuity,79 helping musicians, and consequently listeners, to ‘make
“sense” of a flux of otherwise undifferentiated sound, and convert clock time into
musical time’ (Chew 2001a).80 In other words, phrasing is crucial for the segmentation,
and thus the structural understanding of music. Accordingly, effects such as
glissandos, pedalling, slurring, and even fingering81 might have not only emotional
signification, but also structural importance.
Slides
Slides are ‘transition[s] between pitch centres’ (Liu 2015: 26), and, thus, affect the
connection between notes (articulation) through specific techniques for handling the
pitch space (intonation). They are often referred to without due distinction as
glissandos or portamentos.82 However, technically glissando indicates a slide in which
the individual tones or semitones between the extremes are clearly perceived. In it, ‘the
whereas No. 7 refers to dynamics. See ‘Dynamics’ in Section a.i above, ‘Studies of One Parameter’, pp.
60-61.
78
See relevant discussion at the start of Chapter 3, p. 101.
79
See Khoo 2007: 149ff.
80
In other words, articulation greatly depends on ‘timing in performance – timing to get the intended or
proper proportion between the sounding and non-sounding parts of the tone(s)’ (Gabrielsson 1988: 49).
Note the relation to the discussion in Section A.iii. ‘Analysis and/or Performance’ in the Introduction, esp.
p. 10.
81
Fingering might also have an influence on timbre, reinforcing a connection between the latter and
articulation.
82
Such is the case that some scholars, for instance Liu (2015: 16), use the English term ‘glide’ to refer to
both effects. However, I use ‘slide’ because of its more generalised use in scholarly literature (it has an
entry in the New Grove Dictionary of Music and Musicians (Stowell 2001), whereas ‘glide’ is not defined)
and among string players, according to my own experience.
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notes between the start and end ones are musically just as important as their initial and
end notes’ (: 26), being often notated on the score. Conversely, portamentos are not
usually notated, and thus they are left at the performer’s discretion – in fact, they could
be elements of personal style.83 They are continuous slides ‘between two discrete
pitches that are usually more than just a semitone apart’ (: 26) produced ‘without
distinguishing any of the intervening notes’ (Boyden and Stowell 2001). Therefore the
term portamento is more appropriate in the context of nineteenth-century compositions
in which a string instrument participates, such as Brahms’s Cello Sonatas.
Like asynchronies, portamentos seem to have been a relatively common practice
until the early decades of the twentieth century.84 String players reportedly employed it
with an expressive or emotional intention that separated them from wind players or
pianists and that brought them closer to the human voice.85 As Emmanuel Feuermann
declared,
I slide because … I’m playing the cello. When I put my fingers down, I’m not just covering holes.
The slide gives a sense of fluency and a vocal quality. Try singing a phrase and not sliding and
86
see how far you get. It’s a perfectly natural way of playing.

In early recordings, string players resorted to slower slides coupled with enhanced bow
pressure. This could produce a ‘rhythmic effect as well as a melodic one, often creating
momentary ritenutos, or slight anticipations or suspensions’ (Katz 2003: 49-50).87 In
this way, portamentos might carry out a structural function.88 I include their discussion
among articulation – not intonation – techniques because the portamentos that I found
in the select recordings of Brahms’s Cello Sonatas lead ‘linearly from one note to
another, giving the notes emphasis without changing their pitch’ (Liu 2015: 26).

83

See Heejung Lee, 2006: ‘Violin portamento: an analysis of its use by master violinists in selected
nineteenth-century concerti’, in Proceedings of the 9th International Conference on Music Perception and
Cognition ([np]: ICMPC), 1888-1914; as referred in Liu 2015: 27.
84
See Katz 2003: 48ff, Leech-Wilkinson 2006, Liu 2015: 27-28. Reinforcing the connection between
portamentos and asynchrony, Jonathan Dunsby has suggested that kind of slides could be considered as
a sort of asynchronisation, as the goal tone can be heard as implicit in the portamento used. That can be
perceived as such if the listener and the performers are familiar with the piece being played. Given my
knowledge of Brahms’s Cello Sonatas, in my analyses in Part II I certainly know where the portamentos
‘go’ and, therefore, my interpretations of the recordings analysed cannot offer an impartial evaluation of the
phenomenon.
85
Leech-Wilkinson (2006) relates this phenomenon to the association of music and naïveté that was
possible before the Second World War, as well as to the affection typical of motherese language.
86
David Blum, 1986: The Art of Quartet Playing: The Guarnieri Quartet in Conversation with David Blum
(London, Gollancz), 102-3; as quoted in Philip 2004: 196.
87
Leech-Wilkinson 2006 assigns a structural role to glissandos only. However, the inappropriateness of
the term in string playing makes me attribute such formal function to portamentos too. He also speaks of
loops – very fast slides to the start of a note – yet they are not relevant to the repertoire analysed in Part II.
88
Further research is necessary in this respect, especially in post-Second World War recordings. As
examples, Chapter 6 (pp. 221-23, 236-37) examines this phenomenon in Truls Mørk and Juhani
Lagerspetz’s recording of Brahms’s Op. 38i (1988) and Jacqueline Du Pré and Daniel Barenboim’s
rendition of Op. 99i (1968).
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Pedalling
Piano pedalling too can yield sensations of either continuity or discontinuity in the
musical flow. When pianists sustain the damper pedal, notes and chords become
connected, avoiding any potential gaps in the sound. In contrast, a pedal release
makes sounds more clearly articulated, ‘creates shadows’, and defines ‘entities’.89
In a study of various recordings of Chopin’s Piano Sonata in B flat minor, Op. 35,
Daniel Barolsky shows how the use of the damper pedal might contribute to particular
structural conceptions. For example, Rachmaninoff (1930) blurs some passages to
create tension, emphasising ‘how the music gathers momentum’ (Barolsky 2007: 31;
original emphasis) in a series of inversions of the same chord. In a sense, this
‘obfuscation can serve to clarify’ the ways in which ‘perpetual motion’ operates in this
work (: 27 and 31). In opposition, Pletnev (1988) uses the pedal to emphasise the
dissonant, chromatic, and, consequently, ‘prophetic’ (: 37), nature of the movement.
Articulation types and bow strokes
Articulation techniques have traditionally been classified into more or less generic types
depending on the initial attack of the note – or group of notes – as well as on how the
sound is maintained through time and connected to the following note. Due to the vast
amount of combinations that the handling of a bow affords, sometimes I refer to these
types with bow stroke terminology.90 Among them, three are especially prominent in the
recordings of Brahms’s Cello Sonatas that I discuss in Chapters 4-6:91


legato, or alla corda: ‘successive notes in performance [are] connected
[virtually] without any intervening silence of articulation’ (Chew 2001b).



long staccato, or détaché: literally, detached. It can be subdivided into three
subtypes, namely grand détaché, petit détaché, and détaché sec (or
martelé). The first category, which is the most significant to the analyses in
Part II, is achieved with half or full bow for each note (or group of notes).92
Portato articulation, which refers to ‘a kind of undulation of the sound
(rather than separated notes)’, stands between legato and staccato (Walls
2001).

89

Heinrich Schenker, 2000: The Art of Performance, ed. H. Esser, trans. I. S. Scott (Oxford: Oxford
University Press), 10; as cited in Khoo 2007: 168.
90
In any case, this does not disallow the variety of articulation effects that can be achieved in the voice or
any other instrument, including the piano.
91
See ‘Articulation’ in Chapter 3.b.i. ‘Collection of Data’, pp. 109-10, for measurements and classification
criteria.
92
See ‘Détaché’, in the Oxford English Dictionary Online. Oxford Music Online (Oxford University Press),
http://www.oxfordmusiconline.com/subscriber/article/grove/music/1629, accessed 8 September 2017.
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spiccato, or sharp staccato: opposed to legato, it means clearly
disconnected notes (Boyden and Walls 2001).

Other strokes, such as marcato,93 martellato,94 collé,95 ricochet,96 and sautillé97 are not
pertinent to the analyses in the second part of this dissertation.98
Intonation99
String players rarely use equal temperament in a consistent manner throughout a given
piece.100 Especially when they play with a piano,101 they tend to seek a compromise
between tempered and just intonation: on the one hand, they have to accommodate
the piano in order to avoid undesired beats or even the sensation of being out of tune;
on the other, they cannot contradict the natural resonance of their own instrument.
While the 1200-cent perfect octave is the same in the two systems, they diverge more
significantly in thirds and sixths.102
Specifically, cellists tune their instruments starting with the A3 string, which has to
match the piano. Subsequently, they tune the remaining strings by just perfect fifths,
which at 702 cents are two cents larger than the corresponding tempered interval (700
cents). In this manner, six ‘residual’ cents accumulate from the A3103 string to the C2
string. Some cellists correct this difference by retuning the open C2, later ‘sharpening’
the G2 and D3 strings too to equalise the fifths between the open strings. Furthermore,
especially in melodic passages, string players might sharpen the leading note – or
make semitones smaller – thus bringing these intervals closer to Pythagorean tuning
(Seashore 1938: 212).

93

Literally, well marked.
Hammer-style bowing.
95
‘Pinched’ bowing at the frog achieved through the movements of the fingers only.
96
Bouncing off the string.
97
The fastest type of spiccato, played in the middle of the bow, which is made to bounce.
98
For further details, see Section 3. ‘Bowstrokes after c1780’ in Walls 2001.
99
As remarked in the Introduction to this dissertation (esp. note 5 on p. 2), intonation depends on a
multiplicity of factors that do not depend on performers, including the room temperature and the tuner’s
criteria. This section nonetheless focuses on intonational procedures that musicians are ideally able to
control, thus entering the scope of analysis in this dissertation.
100
In fretted string instruments, pitch depends on the slightest variations in the place, pressure, and angle
of the left-hand fingers, not to say on vibrato – and even the pressure, place and angle of the bow with
respect to the fingerboard. As in these instruments there are no frets, all the frequencies between the
registral limits of the instrument can be produced. Carl Seashore was a pioneer in measuring string tuning.
He found that ‘violinists deviate over 60% of the time from the tempered scale’ (Seashore 1938: 212).
101
As in Brahms’s Cello Sonatas, Opp. 38 and 99.
102
The just major third is fourteen cents narrower that the corresponding tempered interval, with the
proportion inverted in the complementary interval (minor sixth). The just minor third is sixteen larger than
the corresponding minor third in the equal temperament.
103
See Figure 3.5 for octave indexes, p. 299.
94
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Intonation and Vibrato
In cello playing there are two main techniques used to vibrate:104
a) rolling vibrato: to press down the string on one point and then rotate the
wrist backwards and forwards
b) arm vibrato: to press down the string on a note and then release the
tension. As a natural consequence, the finger moves backwards. When
one presses down the string again with the help of the forearm, the finger
returns to the ‘dead centre’, or the base frequency of the note. This base
frequency determines whether or not you are in tune.
In the ‘rolling vibrato’ there is a central pitch that, in a wave representation,
corresponds to the sea level (Figure 2.3, p. 289).105 Around it, the highest and lowest
pitches determine, separately, the amplitude of the oscillation, and, in conjunction, its
height. In the ‘arm vibrato’, on the contrary, the base frequency corresponds to the
higher pitch, i.e. to the wave crest, and the release of the finger produces a backward –
and thus descending in respect of intonation – movement down to the wave trough.
Although this kind of vibrato may seem to produce an uneven sound, that is not always
the case: professional performers are able to make the transition between the levels of
maximum tension and release notably smoothly, usually by avoiding a complete
release of the finger that presses down the string. Obviously, high speeds of either
vibrato or the notes themselves – or both – minimise the chances of uncontrolled
release, as the finger involved has to press down the string again in a shorter time
span.
Heterogeneity of practices
Professional musicians106 can modify intonation according to the musical context, the
nature of their part (more or less melodic vs. harmonic), their own musical criteria, their
instrumental technique, or the instrument’s affordances. There is no uniformity of
practice, and thus ideas of ‘the normative’ regarding intonation are problematic.107 As

104

As János Starker explains in a conversation with Paul Katz in 2010, which is available at
http://www.cellobello.com/cello-lessons/left-hand/janos-starker-on-vibrato/. Its transcription is included in
Appendix X.a, pp. 531-32. Also Moens-Haenen 2001 speaks of vibrato ‘aided by the wrist and sometimes
by the forearm’. This is restricted to cello playing because that is the only string instrument that takes part
in the recordings that I analyse in Part II.
105
See also Section e.iv. ‘Spectrograms’ on pp. 97-98 below for a clear comparison between the wave
prototype and how vibrato can be visualised when sound is transformed into visual images.
106
I.e. singers and string and wind players.
107
This applies to rubato playing too; see ‘Tempo Rubato’ in Section a.i above, ‘Studies of One
Parameter’: ‘Timing’, pp. 55-56.
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Peter Johnson (2004) acknowledges,108 intonation should be studied in particular
renditions, with due caution about drawing generalisations.
The freedom that performers have leads to the conclusion that, when not dictated
by technical constraints, their choices could have a purpose. In other words, the variety
of intonational practices in string playing can be ‘musically significant’ (Johnson 2000:
p. [1]). Certainly, scholars have treated ‘non-normative’ micro-scale string intonation
mainly as a source of expressive value.109 Yet it might have potentially structural
significance too. As with all of the parameters discussed above, its formal influence
should be assessed in a particular context and in conjunction with timing, dynamics,
timbre, and articulation strategies.
a.ii. Studies of Multiple Parameters
Groupings and phrase-arch theory
Experiments have shown that small-scale variations in the sound can lead to the
‘creation of groups separated by the change’, or breaks in the musical flow (Drake and
Palmer 1993: 344).110 Among them, reportedly group-final lengthenings (GFL) or, in
other words, ritardandos, are performers’ most powerful strategies (Todd 1985)111 to
yield the sensation of closure or stability (Cook 1995: 119). Conversely, tempo values
tend to increase at phrase starts, producing an overall sense of bodily motion. 112
Accordingly, within a phrase, tempo values would trace an arch shape, with a descent
marking its end.
Furthermore, those breaks, in turn, are perceptually related to and organised
according to other breaks, in this way influencing the listener’s hierarchical

108

In Pau Casals’ interpretation of the Sarabande from J. S. Bach’s Suite No. 5 in C minor for solo cello,
BWV 1011, he observed that the ‘normative’ intonation was significantly closer to equal temperament, with
narrow semitones. Conversely, in the twenty-five recordings of the slow movement from Beethoven’s
String Quartet No. 16 in F major, Op. 135, that he analysed there was greater intonational inconsistency.
For instance, the Melos Quartet resorts to very sharp leading notes to emphasise the soloistic character
with which they endowed the rendition, whereas the Lindsay Quartet tunes closer to the just intonation,
creating a more ‘impersonal’ and objective impression that restrains the music’s will (Johnson 2004: 89).
109
On the basis of his analysis of the Lindsay Quartet’s Recording of Beethoven’s Op. 132, Peter Johnson
(2000) determined that significantly flat leading notes have the effect of conveying a sense of difficulty and
tension between an idealised conception of the work and its practical realisation. In opposition, the
Lepziger Quartet employs sharper leading notes in a more cantante rendering. See also Leech-Wilkinson
2010a. Again, consider the discussion about parametric isolation at the start of Section a in this chapter,
pp. 52-54.
110
See Chapter 1.a. ‘Musical Dynamics and Motion’, pp. 21ff., for relevant theoretical arguments regarding
the relation between motion, energy, and change in music.
111
See the Section ‘Performance motives’ in Section a.ii below, ‘Studies of Multiple Parameters’, pp. 7374, for the discussion of a phenomenon at the micro level that might also have an impact on listeners’
structural inference.
112

See Section c.i below, ‘Change, motion, and the body’, pp. 83-85, for a discussion of the perceptual
association between performance and motion.
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understanding of the piece’s structure: more marked decelerandos would determine
stronger sectional boundaries (Gabrielsson 1988), whereas smoother ritardandos
signal subordinate groupings.113 The same occurs in the case of dynamics:
hierarchically-ordered crescendo/decrescendo shapes usually define musical phrases
(Todd 1992). Therefore, coordinated fluctuations in dynamics and tempo – ascending
and descending arch-shapes – contribute to the definition of musical phrases.114
Some scholars have criticised, or at least nuanced, Todd’s premises, arguing that:


the model mainly applies to:
o

short

and

symmetrical

phrases.

Performers’

strategies

on

asymmetrical phrases cannot be explained through phrase-arch
theory (Dodson 2011b; Khoo 2007).115
o

performances from the Second World War onwards,116 when
modernist structuralism exerted a marked influence on general
musical understanding (Cook 2009c; Fabian 2014), especially in the
case of Russian pianists (Cook 2013: 205).



it does not reflect hierarchical structure, but rather surface articulation
(Cook 1987: 266-67).



it does not, ‘in principle, teach us anything about the nature … of the
underlying perceptual or cognitive mechanisms’ (Honing 2003: 71).



there might be further reasons underlying phrase-final decelerations,
including
o

mid-phrase shaping

o

written-out or implied fermatas

o

the presence of introductions or codas

o

postcadential extensions (Dodson 2011b: 22-23)

113

Nicholas Cook explored this phenomenon in Wilhelm Furtwängler’s 1951 and 1953 recordings of the
First Movement of Beethoven’s Ninth Symphony. In them, apparently erratic, rhetorical tempo fluctuations
are structured hierarchically within an overall profile that is always in flux; see Cook 1995. Rink et al.
(2011) discerned a similar approach in Arthur Rubinstein's 1939 rendition of Chopin's Mazurka Op. 24 No.
2. See also Clarke 1988: esp. 46, Cook 1999b. Dodson 2011b relates this to the presence of interrupted
vs. perfect cadences, the latter usually corresponding to more pronounced ritardandos.
114
Later studies have validated Todd’s theory, connecting it to perceived tension and language. See esp.
Krumhansl 1996 (discussed in Chapter 1.c. ‘Related Perspectives from Psychology’, esp. pp. 39-43), as
well as Section e.ii below, ‘Arch and Hierarchical Correlation Plots’, pp. 94-96, for specific representational
means.
115
Unexpectedly, ‘large-scale goals of timing and volume ... do not always concur’ (Khoo 2007: 266).
116
Significantly, the two recordings by Furtwängler that Cook analysed in his 1995 study date from the
middle of the twentieth century. The same applies to Rubinstein’s rendition of Chopin's Mazurka Op. 24
No. 2, analysed in Rink, Spiro, and Gold 2011.
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o

the movement of the body,117 its physical properties (Todd 1999),
and its interaction with the instrument (Baily 1985).118

As a consequence, phrase arching could be considered ‘an important aspect, though
not the whole, of musical expression’ (Cook 2013: 183), as the analyses in Part II
illustrate.
Phenomenal micro-accents
Metrical or melodic structures, as discovered in scores, are ‘often emphasized by
lengthened durations and delayed onsets’ (Palmer 1997: 124).119 On this basis, Alan
Dodson expands Lerdahl and Jackendoff’s (1983) theory of accents120 by taking into
account the effects that musical performance might have on the perception of structural
relations. Complementary to metrical accents and playing a comparable role in the
inference121 of metrical and prolongational reductions, ‘phenomenal’ micro-accents
ultimately yield a sense of emphasis on specific moments in the musical flow. In this
manner, they serve as ‘cues’ (Dodson 2002: 3.2) from which the listener may infer
regular patterns, which might, in turn, contribute to the perception of hierarchical
organisation in a piece of music.
In the case of micro-scale timing, two types of accents are central to skilled
musical performance, namely ‘elongation’ and ‘hesitation’. The former becomes
obvious when the lengthened tone, or group of tones, coincides with the downbeat of
the bar. This supports the notion that the structural organisation of a piece is often
emphasised by performers through their use of small-scale changes, as metrical or
melodic accents frequently appear on downbeats (Drake and Palmer 1993). By
contrast, a ‘hesitation’ is produced when the upbeat is temporarily stretched. This
upbeat lengthening can have the effect of increasing tension towards the following
event by holding back the forward movement of the musical flow.
Dodson also acknowledges that analogous surface variations in other parameters,
specifically articulation and timbre, might also be treated as phenomenal accents, yet
he does not explore them in any detail. I analyse their potentially structural significance

117

See Eric Clarke, 1993: ‘Generativity, Mimesis, and the Human Body in Music Performance’, in eds. I.
Cross and I. Deliège, Music and the Cognitive Sciences (London: Harwood Press), 207-20; as referred in
Honing 2003.
118
For a detailed discussion of the influence of the body in performers’ timing strategies, see ibid.
119
As explored in the Introduction to this dissertation, pp. 2-5, musical interpretation has sometimes been
naively defined as a univocal correlation between composers’ intentions and performers’ actions, the latter
supposedly functioning as ‘faithful’ transmitters.
120
See Chapter 1.c. ‘Related Perspectives from Psychology’, esp. pp. 41-43, for a discussion of Lerdahl
and Jackendoff’s ideas. Similarly, Caroline Drake and Caroline Palmer refer to accents as events ‘that
stand out and capture a listeners’ attention’ (Drake and Palmer 1993: 344).
121
This is developed in Section d below, ‘The Notion of “Shape”’, pp. 87-93.
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in Part II, although I do not always categorise them as micro-accents, with a view to
enriching my analytic discourse by adopting varied – but not necessarily contradictory –
perspectives. I also hypothesise that these ‘accents’ could function at broader
structural levels too. Therefore, on occasion my analyses refer to lengthened motives,
or phrases, functioning as ‘upbeats’ or ‘downbeats’ which respectively endow with or
acquire enhanced structural emphasis.122
Phenomenal micro-accents and asynchronies between parts may interact with one
another to similar outcomes.123 Downbeats in which the melody enters after the
harmonic accompaniment might result in ‘elongated’ downbeats (Yorgason 2009),124
not in the sense of emerging from rolling chords exclusively, but rather as a kind of
elongation more generally (Dodson 2002). Also, the emergence of a stretched
‘downbeat space’ can yield a sense of enhanced expectancy towards the melodic
arrival, as in both delayed melodic arrivals and rolling chords (Figure 2.4a, p. 290;
compare with Figure 2.2, p. 289).125 However, downbeat elongation could also emerge
from anticipated melody notes: as our attention tends to focus on the melodic line, we
perceive a lengthened downbeat on the most salient part (Figure 2.4b, p. 290). Melodic
anticipations in upbeats can result in a ‘hesitation’, as they lengthen the upbeat as a
whole and in this manner increase the sense of contained tension towards the following
downbeat (Figure 2.4c, p. 290).126
Performance motives127
Traditionally, analysts have conceived musical motives as short ‘melodic, harmonic,
rhythmic, or any combination of these three’ ideas (Drabkin 2001) that might carry out a
thematic function, and that can be discovered in scores. However, small ‘gestures’
created in performance128 can have an analogous motivic and even structural function,
122

This is in agreement with the idea that we perceive proportions in terms of duration (see pp. 54-55),
and not of tempo, and thus it offers a more adequate explanation of certain phenomena, as expounded
throughout Part II, esp. Chapter 4, than Todd’s phrase-arch theory; see pp. 68-69 above.
123
See ‘Continuous asynchrony and rubato’ in Section a.i above, ‘Studies of One Parameter’: ‘Timing’, p.
58.
124
As I said above, it needs to be explored whether or not Yorgason’s theory might be freely applied to
other contexts as well. See Yorgason 2009, as well as ‘(Down)Beat space’ in Section a.i above, ‘Studies of
One Parameter’: ‘Timing’: ‘Asynchrony’, p. 58.
125
In fact, Yorgason himself argues that we ‘experience elongated downbeats as a type of expressive
accent’ (2009: 183) In a different context, he speaks of melodic delay in general as suggesting a sense of
‘yearning’ (: 52).
126
Note that the three scenarios result in the lengthening of at least one note in the melody, in the
downbeat (Figure 2.4b), the upbeat (2.4c), or both (2.4a, in orange, p. 290).
127
Also designated as performance ‘gestures’. The term ‘gesture’ emphasises potentially motional and
energetic attributes for musical motives, as it also applies to corporal appearance and movement. See
Eitan 2003 for further discussion, as well as Section c.i below, ‘Change, motion, and the body’, pp. 83-85.
128
For methods employed to determine the configuration and emergence of such gestures in the analyses
discussed in Part II, see Chapter 3.b.ii. ‘Kohonen Networks and SOM-Ward Clustering’, pp. 111-13.

73

not least an expressive role (Rink et al. 2011: 267). They similarly appear throughout a
piece in varied but recognisable forms (Spiro et al. 2007: 151; 2010: 53), and,
moreover, they are determined by changes in ‘intensity or ‘energy” levels’ (Eitan 2003:
213).
A number of studies have explored the relationship between score-based motives
and their manifestations in performance, especially in respect of timing.129 These
studies corroborated that ‘compositional’ motives are not necessarily played in identical
fashions in each of their repetitions (Spiro et al. 2007: 153; 2010: 36).130 Interestingly,
there was a certain correlation between these micro-timing gestures and the mediumscale organisation of the musical phrase: patterns with similar contours tended to occur
in ‘areas with the same structural functions’ (Spiro et al. 2007: 151), especially at
phrase endings, where patterns with longer final Inter-Onset Intervals (IOI)131 are more
frequent (Ohriner 2012: 3).132 However, the proportions between the various beats
within motives might ‘differ even when the patterns are in positions which structurally or
thematically are very similar’ (Spiro et al. 2010: 31). This indicates that not only the
motivic-thematic construction of the piece but also its phraseological organisation – and
perhaps other factors too133 – could motivate the emergence of performance gestures,
or patterns or motives,134 throughout a given performance.
These phenomena have been studied in relation to dynamics too (Spiro et al.
2010), and they can also be explored in connection to other elements such as
‘synchrony/asynchrony’, fingering, articulation (including ‘pedalling, voicing, timbre,
silences, accents (intensity and placement), ornamentation’ (Rink et al. 2011: 272-73),
and even intensity (Eitan and Granot 2007: 39).135

129

See the Introduction to this dissertation, pp. 6-9, for a survey of score-based performance analyses, as
well as for a discussion of the (un)appropriateness of potentially simplistic ‘one-to-one mapping(s) from
analysis to performance’ (Rink 1990: 321).
130
One cannot even establish a formula for multiple recordings of a piece by a single performer (2010: 31).
131
In empirical nomenclature, the durations of notes is usually referred to as Inter-Onset Intervals. See, for
instance, Dodson 2008, 2009; Repp 1998.
132
See ‘Groupings and phrase-arch theory’ in Section a.ii above, ‘Studies of Multiple Parameters’, pp. 7072.
133
For instance, Spiro, Gold, and Rink (2010) show that several performers of Chopin’s Mazurka Op. 24
No. 2 lengthen the first notes of the phrases in response not to the structural properties to the piece, but
rather to the metrical patterns typical of the mazurka genre.
134
Henceforth I use the three terms interchangeably.
135
See relevant discussion in Chapter 1.c. ‘Related Perspectives from Psychology’, pp. 38-43.
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b. Narrative Theories and Musical Performance
As discussed in Chapter 1,136 narrativity may be conceived as a human strategy to
organise, make sense of, and provide a coherent framework for a series of events that
take place over the course of time. This acquires fuller sense in the context of
performance,137 where, furthermore, multiple agencies may be involved. The performer,
as well as the listener/analyst, is crucial in the narrative construal of a musical event,
prompting a reconceptualisation of ‘the narrative’ as not immanent in the written text,
but rather as created in/through the act of interpretation. As a result, musical narrative
might be defined as a ‘line of argument’ (Rink 2001) or ‘master thread’ (Hepokoski and
Darcy 2006: 342)138 – ‘embodied in sound alone’ (Rink 1999a: 218). The topic is
complex and large-scale, and, as a consequence, this section addresses only the
aspects of musical narrativity that are more relevant for my analysis in Part II – and for
a potentially diachronic and performative understanding of musical form in general.
b.i. Time
In music, it is not possible to speak of scores and performances as temporally
autonomous, as scores do not have a time of their own independent from the time of
their performances. However, some scholars have compared the division between
scores and performances with that usually established between narrative ‘stories’ and
their ‘discourses’,139 or diegeses,140 the latter being the way in which ‘stories’ are told. If
such a distinction is to be accepted, I hypothesise that it could be likened to Alperson’s
(1980) separation between the ordinary time and time in the formal sense, or between
136

This Section is to be interpreted as complementary to Section b.iii. ‘Narrative Form’ in Chapter 1, pp.
33-38.
137
Whereas oratory was the preferred performance rhetoric in the eighteenth century, drama was the
model in the following century (Rink 1999a: 220), at the end of which Brahms’s Composed his Sonatas for
Cello and Piano (see Smith 2012). However, the recordings that I analyse in Part 2 date from the twentieth
and twenty-first century, and, therefore, to approach them from a dramatic perspective would not be
ecologically valid. However, Op. 99ii-G/G and S/S yield a certain dramatic impression; see Chapter 4, pp.
136, 162-63, including note 8. For theoretical discussion, see Chapter 1.b.iii. ‘Narrative Form’, pp. 33-38.
138
Nattiez also employs the term ‘thread’; for relevant discussion, see Chapter 1.b.iii. ‘Narrative Form’,
esp. p. 37.
139
On the basis of Gérard Genette’s (1980 [1983]) model, Mieke Bal (1997) distinguishes between the
‘story’ and the ‘fabula’ or ‘discourse’, the latter being a ‘process’ in which the establishment of changing
relationships and the possibility of choice are paramount. To her, they might not coincide in a few timerelated aspects (see note 142, p. 76 below), the characters, the space or location, and the ‘focaliser’. The
latter term is explained below, incl. note 162 on p. 79. For its part, the notion of location is not directly
applicable to music, unless it refers to the place in which the actual concert or recording session occurs.
Jannidis (2008) and Meelberg (2004, 2009) follow Bal’s terminology of ‘fabula’ and ‘story’, whereas
Bruner (1986) employs the words ‘fabula’ and ‘syuzhet’, along the lines of Russian formalism. See Table
2.1 in Appendix II, p. 365.
140
Of Greek etymology, ‘diegesis’ refers to ‘the narrative presented by a cinematographic film or literary
work; the fictional time, place, characters, and events which constitute the universe of the narrative’;
definition b under ‘diegesis, n.’ in Oxford English Dictionary, 1993 (Oxford University Press),
http://www.oed.com/view/Entry/52402?redirectedFrom=diegesis, accessed 16 September 16.
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clock-time and linear-subjective time (J. Kramer 1973).141 In any case, Maus (1991)
specifies that such a division is musically observable in the breaks between and within
movements, repetitions, and the perception of duration.142 Expanding on this idea,
scores may diverge from its interpretations (be they performative or not) in the following
aspects:


duration, or narrative rhythm: the actual duration of the interpretation and
the length of the text do not necessarily coincide:
o

there might be anisochonies produced by accelerations and
decelerations in the discourse.143

o

the proportions between the various phrases, subsections, or
sections of a given work in a particular performance might not
coincide with those of a different performance, or even the score.144

Isochrony emerges when the exposition of the events in the discourse
takes the same time as the time in which the events unfold in the fabula
itself. This normally is an illusory scenario.


frequency: the number of times in which the ‘events’ appear in the version,
i.e. interpretation, and in the text might not be the same. In the context of
music, this might be applied to performers’ decisions regarding large-scale
repetition marks, as they might:
o

observe the composer’s indications regarding the (non-)repetition of
sections (singulative)

o

not observe them by:


repeating a section that the composer did not conceive as
repeated (repetitive)145



not repeating a section marked with a repeat (iterative), as
explored in Chapter 6 regarding some performances of the
opening movements of Brahms’s Cello Sonatas.

141

As discussed in the Introduction, Section A.iii. ‘Analysis and/or Performance’, p. 7.
For Genette 1980 [1983], duration, frequency, and order are the main aspects that distinguish the time
of the ‘fabula’ from that of the ‘discourse’. The idea of order is hardly applicable to music, as performers do
not normally change the order of the notes as written on scores. However, this notion might be applied to
the compositional process: for instance, reversed recapitulations might be considered as a special type of
anachrony; see Chapter 5.b.iv. ‘Energetic Form, Directionality, and Motion in Performance: F/B (1955)’, pp.
194-200. For a summary of Genette’s ideas, see Maus 1991, Pavel 2004. For her part, Mieke Bal (1997)
mentions the narrative rhythm, the characters, and the focalisation as other elements that distinguish the
fabula from the story; this is developed below.
143
This applies to both performances and analyses. As illustrated in Chapter 6, analysts might spend more
time discussing a particular passage, and, by the same token, they might overlook certain features that
they might deem as less consequential for their purposes.
144
See Appendix VIII, pp. 497-520.
145
As in some performances of certain early sonata-form movements without repeat mark for the
exposition, in which musicians repeat the opening section.
142
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Importantly, ‘[t]hough repetition may be exact from a formal point of view, it is never so
psychologically – for the obvious reason that being a repetition in itself qualifies and
changes the event which is reiterated’ (Meyer 1973: 51; original emphasis). In other
words, even if the ‘notes’ are the same, performers can read them ‘in a different light’
(Maus 1991: 28) – and could actually aim for a different interpretation thereof.146
b.ii. Agency
‘Narrative’ actions have been associated with music’s processuality,147 as they refer to
‘the changing forms and functions’ of the musical elements – or characters – and to
their ‘complex interplay’ (Nünning 2008: 245). In fact, chamber music has traditionally
been understood as a stylized conversation or social engagement’ (Klorman 2016:
111).148 Yet the definition of the musical characters and, consequently, musical agency
– including the ‘narrative voice’149 – is less straightforward.
The characters
Analysts often ascribe agential intention to diverse musical elements in order to explain
the reasons behind the occurrences and relations thereof.150 According to Seth
Monahan (2013),151 four agent classes predominate in music analysis:


the individuated element: any ‘discrete element of the music fabric’ (: 348)
that is autonomous and volitional. They participate in a ‘real-time musical
drama ... which they do not fully control’ (: 328) and in which they might
recur. They may be the instruments,152 the performers, or the musical
gestures.

146

Along similar lines, Bal explains that ‘repetition is thus an important principle of the construction of the
image of a character … In the course of the narrative the relevant characteristics [of a character] are
repeated so often – in a different form, however – that they emerge more and more clearly’ (Bal 1997:
126). See ‘The characters’ in Section b.ii below, ‘Agency’, pp. 77-79. Note the relation to SzegedyMaszák’s (1983) idea of ‘polysemantic’ and ‘polyvalent’ repetition, according to which not the elements but
rather their relationship might vary as a consequence of repetition; see Chapter 1.b.iii. ‘Narrative Form’.
esp. p. 36.
147
See Section b.iii. ‘Narrative Form’ in Chapter 1, pp. 33-38.
148
For a detailed survey, see the second chapter in Klorman 2016: 20-72.
149
This is Gérard Genette’s designation; see Genette 1980 [1983]: 212-62.
150
To that aim, analysts habitually anthropomorphise musical elements; see Monahan 2013: 645, Shifres
2004: 1.
151
Monahan (2013) commentates on Maus 1988 and Cone 1974. It is significant that he resorts to the
term ‘drama’, in line with Maus and some ‘energeticists’; see Chapter 1.b.iii. ‘Narrative Form’, esp. pp. 3537.
152
For instance, Roger Graybill (2011) speaks of the four instrumental parts of a string quartet, in line with
traditional ideas of chamber music, and of string quartet practice in particular, as refined conversation.
Parker (2002) investigates such notions in great detail.
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the work persona: the work itself is personified and made to live in an
exclusively musical world. In it, non-autonomous characters entirely
depend on its consciousness.



the fictional composer, who controls the unfolding of the work153



the analyst, who is treated as a fictional character.154

To this list, Klorman adds a fifth category: the fictional performer persona(s), as ‘the
players of a chamber work [can] be said to determine their own statements and actions
or to exhibit agency to influence the outcome of musical events’ (Klorman 2016: 127),
creating an ‘illusion of spontaneity and self-determination’ even in modern contexts (:
129). Importantly, these agent classes are interrelated, as ‘a single event can be
described from a variety of agential perspectives’ (Monahan 2013: 333).155 Therefore,
one can speak of a multiple agency in which various ‘personas engaged in discourse
… are understood to act autonomously and to possess the consciousness and volition
necessary to determine their own statements and actions’ (Klorman 2016: 122-23).
As a type of the first class of agency attribution, and on the bases of Mieke Bal’s
(1997) ideas, Vincent Meelberg (2004, 2009) argues that the characters in music are
the musical parameters themselves, for instance pitch and rhythm. Specifically, he
draws a distinction between actors – or general types – and characters,156 or their
particular presentations in the work: in a musical composition, the former elements
would correspond to the musical parameters, whereas the particular values of these
parameters would function as characters undergoing countless transformations
throughout any given piece.
In accordance with the Introduction to this dissertation, the reality of performance
cast serious doubt on the notion that the composer and the musical ‘work’ are
autonomous, and thus I do not resort to types 2157 and 3 in the analyses included in
Part II. With respect to type 1, on occasions I speak of musical materials – motives,
phrases, themes, or even sections – as undergoing processes of transformation or as

153

This and the previous type of agential ascription are in line with notions of Werktreue and composers’
will, as discussed in Section A.ii in the Introduction, pp. 2-5, incl. the testimonies registered in note 12 on p.
3.
154
Although infrequent, there are well-known examples, such as Schumann’s Eusebius and Florestan.
155
Moreover, they might appear in various guises, or avatars.
156
In this, Meelberg follows Aristotle’s poetic theory, according to which ‘the traits of individual characters
to be less important for a tragedy than the intelligibility and unity of the series of actions in the plot’; as
explained in Maus 1988: 72.
157
This is not to deny that, from a psychological perspective, performers might potentially become ‘the
music’ in the ‘strong experience’ of ‘identity as / identity with’ that every performance entails (Rink 2017:
348). In each individual and unique performance, ‘the persona of the performer … invests the persona of
the music with personality’ (: 357).
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delineating intensity curves.158 Although they are not agents in the strict sense,
performers might allow them to be perceived as the recipients of their sound-focused
actions. Most importantly, I run the risk of assigning the performers an agency that I
cannot verify by construing then as ‘individuated elements’. In all cases, I intend to
expound not the performers’ intention, but rather my interpretation of the recordings,
that is, what I personally perceive by analysing and listening to them.
The narrator
Narratives – literary, musical, or other – are ‘not just preexistent …, waiting to be found
by the … observer’:159 they turn ‘into narrative when [they are] taken by the capacity of
somebody … for narrating’ (Shifres 2004: 3) or, in other words, for endowing them a
certain structural organisation as time elapses. A narration, then, is a construct made
by someone who observes things from a certain perspective and also makes choices
as to what to tell, and how to do it.160 In music, performers – and analysts – arguably
play that role,161 as ‘[t]he music has no form until the performer shapes it into a
meaningful event (Hastings 2006: 41).
Following Bal (1997) and Genette’s (1980 [1983]) arguments, Meelberg (2004)
considers the performer as the ‘focaliser’.162 Musicians determine ‘the way in which [the
musical discourse] is communicated to us’ (: 303): they select the point of view from
which they present and experience the events.163 They necessarily give a ‘limited
account’ of it (Meelberg 2004: 305) as they cannot present all possible perspectives at
a time. In sum, ‘focalisation’ implies choice making.164 Accordingly, the varied
repetitions of musical phrases might imply a different, transformational focalisation
158

Rink (1994) explains narration in music with reference to an ‘intensity curve’ analogous to the overall
shape of any performance. Note the relation to Sections b.iii. ‘Narrative Form’ and d. ‘Representations of
Dynamic Forms: Waves and Curves’ in Chapter 1, pp. 33-38, 43-46, as well as to Section d. ‘The Notion of
“Shape”’ on pp. 87-93 below.
159
David Hermann, 1999: ‘Introduction: Narratologies’, in Narratologies: New Perspectives on Narrative
Analysis, ed. David Herman (Columbus: Ohio State University Press), 11; as quoted in Nünning 2008:
243. For further discussion of the topic, see Almén 2003: 8-10.
160
For further discussion, see Dannenberg 2004: esp. 160, Nünning 2008: esp. 244.
161
Along these lines, John Rink speaks of the performer as a narrator who ‘brings the score to life’ by
narrating ‘the expressive meaning’ of the score (Rink 1999a: 217). As explored above, performers might
also be construed as characters, arguably carrying out a double agential function.
162
Narratologists who follow Genette’s line of though employ the verb ‘focalise’, and its derivates,
recurrently in their texts, being one of the most important points in her theory. To Genette, the narrator is
‘not one of the characters but who adopts the point of view of one’, in this manner ‘focalising’ the story
(Genette 1980 [1983]: 168). Therefore the ‘focalisation’ is relationship between the events and the point of
view from which they are presented and experienced.
H. Porter Abbott takes up an equivalent stance when describing the focaliser as ‘the lens through
which we see characters and events in the narrative’ (Abbott 2008: 73).
163
Rink resorts here to Dannenberg’s (2004) terminology. See Table 2.1, p. 365, and corresponding
discussion in note 139 on p. 75 above.
164
For further discussion of choice making in music performance and analysis, see Section A.iii. ‘Analysis
and/or Performance’ in the Introduction, esp. p. 7.
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carried out by the same ‘focaliser’, the musician. In other words, performers determine
‘the music’s essential “narrative” content by following [the composer’s] indications in
the score as to “plot”’ (Rink 1994: 12) and ultimately communicate their interpretation of
that ‘content’ diachronically to the audience.165
b.iii. Performed and Perceived Narratives
John Rink (1994) and Charise Hastings (2006) conceive of performers as
storytellers.166 Although their arguments are similar to those just exposed about
performers being ‘narrators’, they offer new perspectives from which to revisit the
traditional ‘work-concept’ and also music performance itself.167 Hastings theorises that
music can be conceived as a sort of oral tradition168 in which works:


have plural identity: they are not fixed or immutable. Rather, they are
manifested in multiple versions, and thus their identity varies in each
performance.



are a continually dynamic and creative process: works change with ‘the
participants, context and social framework’ (Hastings 2006: 28).169 They are
not static, but rather unfold ‘in a particular time and place’ (: iv).



are defined ‘by the participants’ perspectives, be they performers, listeners,
or ‘even scholars’ (: 29).

Accordingly, we would accept the ‘uniqueness of each [musical] performance’ and the
differences between them (: 30). As in oral cultures, performances ‘result from an
interplay between written and unwritten forms’ (: 26). They are informed not only by the
composer’s score, but also by previous interpretations. The score is one of the possible
versions of a work,170 and, in fact, it ‘may not enter the picture at all’ in certain

165

In fact, the idea of musical storytelling naturally entails a focus ‘on the process of relationships between
performers and audiences. The composer and the score remain highly relevant to the performer, but in a
performance they fade into the background’ (Hastings 2006: 41). See below.
166
The ideas of ‘story’ and, thus, ‘storytelling’ might have programmatic implications and thus they might
be contentious; this is developed below. Also Nicholas Cook speaks of narrative elements as ‘emotional
story boards’ (Cook 2013: 95).
167
In a similar vein, S. Godlovich argues that both music performance and storytelling are acts of variety
under certain constraints, imposed by the composer’s score in the first case, and by the general plot in the
second. These notions ultimately questions the traditional relationship between the musical work and its
instantiations in performances, as explained in Rink forthcoming 2018a, forthcoming 2018b. See also the
Introduction to this dissertation, esp. Section A.ii. ‘The “Work Concept” and the Notion of Authorship’, pp.
2-5.
168
She lays special emphasis on the ballad genre as an example of an oral culture that might be likened to
music performance. Hence the potential programmatic resonances.
169
This closely relates to the discussion in Chapter 1, esp. Section a. ‘Musical Dynamics and Motion’, pp.
21-25, regarding processuality, temporality, and change in music theory.
170
In Eric Clarke’s words, ‘the score is of course not the music but simply one of a number of possible
representations’ (Clarke 2002: 64). John Rink adopts a similar perspective. To him, the ‘story inferred from
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performances (: 30). Our experiences of a single musical piece might differ
significantly, prompting reconsideration of the ‘work’ as individually manifested and
against ‘a uniform idea of it’ (: 22).
However, there are elements that remain more or less stable across performances
of the same work171. To recognise their ‘apparent stability ... without precluding’ other
factors that are unique to each interpretation (: 24), Hastings propounds a ‘variant
model’, according to which a composition is defined by a continuum of variables that
range from the most stable traits to idiosyncratic ones. These variables establish a
‘mutually reciprocal relationship’ (: 25) in which all of them have an influence, and
which is always in flux. All possible views are considered as equals, including the
perspectives of performers and listeners. Significantly, Hastings’ narratological
paradigm of the musical work is highly similar to Nicholas Cook’s (2003)
‘Wittgensteinian family resemblances’ model.172
Hilary P. Dannenberg (2004) too approaches the ‘work-concept’ from a
narratological perspective, reaching similar conclusions regarding its processual, plural,
and interpretive nature. She conceives it as a ‘multiple world’ in which there is ‘more
than one possible version of events’ (Dannenberg 2004: 160). Performers – and
listeners and scholars – choose173 among those possible versions and organise the
sounds as time passes, and, in this general sense of the word, they construct a
narrative. Until the eventual closure imposes a single version of the text, i.e. of the
piece in question, the latter is in a continuous ‘state of ontological flux’ (: 161). In turn,
each ‘narrative’ version too might elicit a ‘narrative’, i.e. structural, understanding from
the part of further receivers. In this manner, the ‘work’ ultimately becomes something
‘much more dynamic than a ... sequence’: it is the ‘interactive sum of the alternat[iv]e
possible worlds generated by the text’ (: 183).
The idea of performers as ‘narrators’ who ‘poïetically’ (Rink forthcoming 2018b)174
determine musical ‘narrations’ can lead to misunderstanding, as performers do not
necessarily conceive musical works as of ‘stories’.175 Performers’ ‘narrative programs’,
‘structure the sound-continuum’, consciously or not. They are ‘nonspecific’ and exploit

the score and realised in sound is not immutably fixed in the score, and … there are as many such stories
for each work as there are performers’ (Rink 1994: 112).
171
This is in line with the arguments put forward at the start of this chapter, pp. 51-52.
172
As explored in the Introduction, esp. p. 3 and Figure I.2b, p. 283.
173
See note 164 on p. 79 above.
174
For further discussion of performers’ ‘poïetic’ and listeners’ ‘esthesic’ constructions of music, see also
Rink forthcoming 2018a, as well as Dunsby 1989 in respect of performers and analysts; see note 29 in the
Introduction, p. 6.
175
On the basis of the fact that music per se does not necessarily refer to extra-musical events, some
scholars have argued against music’s referenciality. See, for instance, Kramer 1991, Maus 1997, as well
as relevant discussion in Chapter 1.b.iii. ‘Narrative Form’, esp. p. 33.

81

‘plot archetypes’176 that structure the temporal and sounding continuity that music – as
performance – entails. They do so hierarchically and on a grand scale, and thus are yet
another way of conceiving music’s ‘shape’.177
Importantly, according to Rink, ‘performance programs’ are not only conceptual
frameworks, but also – critically – embodied experiences.178 In other words, they are
‘mental modes’, significantly determined by the physical and sounding179 sensations of
the music. Even if such paradigms may remain more or less stable throughout a given
performer’s career, and even they are shared among performers, they are realised
individually in each rendition. Performers select among innumerable possibilities that
are equally legitimate, organising a series of sounds as a ‘line of argument’ (Rink 2001)
in which the sounds might be seen as the ‘characters’180 that go through
transformations – diachronically to conform a particular ‘discourse’, which I understand
as an ‘onward course … in space or time; [a] succession or sequence of time [and or]
events’,181 not as referring to a story or fiction in ‘speech or writing’.182
This kind of program is ‘always in flux’, influenced not only by the musicians’ prior
experiences and conceptual understanding of the work that they are performing, but
also by the particular circumstances of the performance itself, be they physical,
acoustical, or other. The performance narrative and therefore its ‘semantic content’
ultimately emerge from the changing interactions between the archetype and its
individually physical and sonorous realisations in performance. Once again,
organisation, structure, and content are inextricably united in a narrative explanation of
music.183
Yet, not only performers, but also analysts and listeners could be seen as playing
a ‘focalising’ or ‘storytelling’ role: score-based analysts present musical events,
similarly inferred from ‘the composer’s indications in the score’, from a single
perspective of their own and thus perform an act of interpretation;184 for their part,
listeners, including analysts, also approach musical performances from their own

176

Similarly, Almén speaks of four narrative archetypes – namely comedy, romance, irony/satire, and
tragedy – that might be useful in the understanding of musical narrative; see Almén 2003: esp. 11-20.
177
And musical expression too. As Darla Crispin and Stefan Östersjö explain, some musicians ‘focus on
emotion in music … as evoking external images and narratives’ (Crispin and Östersjö 2017: 294).
178
Note the relation to Section c.i below, ‘Change, Motion, and the Body’, pp. 83-85.
179
According to Meelberg 2009: 256, we narrativise ‘music-as-sound’.
180
See the discussion on pp. 77-78 above.
181
Definition 2b under ‘discourse, n.’, in Oxford English Dictionary Online, June 2017 (Oxford University
Press), http://www.oed.com/view/Entry/53985, accessed 10 November 2017.
182
Definition No. 3 in ibid.
183
See Chapter 1.b.iii. ‘Narrative Form’, pp. 33-38.
184
In literary theory, Ansgar Nünning comparably speaks of the ‘interpretive choices and strategies
involved in the reading process’ (Nünning 2008: 244).
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vantage points and make sense of them in unique ways. That is, perceivers might have
unique ‘narrativised responses’ (Rink forthcoming 2018b) to musical performances.185
As a result, interpretation – whether performative or not – is an ‘integral part of the
[musical] narrative itself’ (Meelberg 2009: 256).186
Form, then, can be construed as emerging ‘in music through the narrative [i.e.
organisational] capacity of the performer [or the listener or the analyst], who points out
events with a particular directedness’ (Shifres 2004: 3). In effect, we can answer the
question of what musical structure is ‘by saying that it is like … narrative’ (Dunsby
1995: 82). In this light, the contention that ‘anyone looking to narratology as a means of
illuminating musical structure … had better look somewhere else’ (L. Kramer 1991:
162)187 becomes readily debatable, as the analyses in Chapter 6 aim to illustrate.

c. Motion and Intensity in Performance
Dynamics in music refers not only to loudness, but also to the sense of motion and
force, as discussed in Chapter 1. These two meanings are not unrelated: in fact,
loudness has been considered as a ‘force producing motion’ (Dunsby 1995: 76).188 This
section aims to expand these notions beyond the analysis of scores. It does so by
addressing performative issues that might have an influence on the perception of
motion, and whose potentially structural significance is investigated in this dissertation.
c.i. Change, Motion, and the Body189
Motion has been related to change since early times, and thus we may even say that
variations or transformations convert a musical work into ‘a moving target’ (Dodson
2009: 91). In fact, ‘[m]usical motion is shaped primarily by our embodied intuitive
understanding of physical motion – not by our intellectual understanding of physics’
(Larson 2012: 22; original emphasis).190 Specifically, he contends that the metaphors of
185

Along these lines, and as an analytical exercise, in Chapter 6 I discuss my ‘esthesic’ (Rink forthcoming
2018b) narrative perceptions of a number of select performances of the opening movements of Brahms’s
two Cello Sonatas, Opp. 38 and 99.
186
Similarly, to John Rink (2008a) it is ‘through performance, and through it only, that music’s narrative
properties (whichever they might be) can be actualised’ [c’est par elle, et elle seule, que les propriétés
narratives de la musique (quoi qu’elles puissent être) peuvent s’actualiser.]; see also Rink 2008b.
187
Similarly, Nicholas Cook opposes ‘structural issues’ to narrative elements (Cook 2013: 95).
188
Louma contends analogously. See Khoo 2007: esp. 54 for a discussion of Robert G. Luoma, 1976:
‘The functions of dynamics in the music of Haydn, Mozart and Beethoven: Some implications for the
performer’, College Music Symposium 16, 32-41.
189
This section is to be read as a continuation of that on ‘Musical Dynamics and Motion’ in Chapter 1.a,
pp. 21-25; see also Adlington 2003, Rothfarb 2002: esp. 930-31.
190
Larson recognises his indebtedness to George Lakoff and Mark Johnson, who speak of two metaphors
for the spatialisation of time: the ‘moving time’ and the ‘moving observer’. They specifically refer to Georg
Lakoff and Mark Johnson, 1999: Philosophy in the Flesh: The Embodied Mind and Its Challenge to
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the ‘moving music’ and the ‘musical landscape’ underlie our discourses (: 68 and 70),
practices, and perceptions. Such fluctuations depend not only on only score-based
parameters, such as harmony, melody, or rhythm, but also on music’s performative
properties. Significantly, the latter coincide with traditional classifications of change:191


quantitative: dynamics



qualitative: timbre and articulation



spatial: intonation



temporal: timing.

Pitch variations could also be considered as quantitative, as they are determined by
changes in vibration frequency. However, we usually perceive them as changes in
position, with high-pitched notes being represented as vertically higher. In a similar
vein, Wallace Berry speaks of changes in time, the qualities of the sounds – which can
include quantitative and qualitative changes – and spatial illusion (Berry 1976: 8).
Zohar Eitan diverges from this sort of taxonomy, contending that, regardless of the
parameter in question, we always perceive changes as continuous, qualitative
‘relationships of “more” or “less” – faster and slower, denser and sparser, higher and
lower’, rather than as discrete entities that might be measured quantitatively (Eitan
2003: 214). In other words, changes are meaningless outside their context.
We typically associate changes in intonation, timing, and dynamics with physical
movement. According to Eitan and Granot (2006: 237), we establish the following
kinaesthetic parallelisms between domains:


inter-onset-interval (IOI) and speed



pitch and:



o

spatial verticality

o

distance: a pitch rise would imply approaching motion

o

lateral motion: rise as right-side movement

loudness and:
o

distance

o

energy.

These observations lead to the following conclusions:
1) we associate changes in musical parameters with physical space and
bodily motion. In other words, ‘the listener’s body thus acts as a transducer,
a kind of filter for the often impulse-like coding of musical movement’

Western Thought (Chicago: University of Chicago Press), which is applied to music in Arnie Cox, 1999:
‘The Metaphoric Logic of Musical Motion and Space’ (PhD dissertation, University of Oregon); 2006:
‘Hearing, Feeling, Grasping Gestures’, in Music and Gesture, ed. E. King and A. Gritten, 45-60.
191
See Chapter 1.a. ‘Musical Dynamics and Motion’, esp. p. 22.
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(Shove and Repp 1995: 65). Along similar lines, Adlington (2003) considers
that our embodied experience of physical motion determines the ways in
which we conceptualise movement in music, and Larson (2012) explains
that we ‘anthropomorphize musical motions’, calling them ‘gestures’
(: 50).192
2) in general, intensifications in musical parameters are associated with
intensifying motions, usually forward or upward. In contrast, parametric
abatements relate to decreasing or recessive movements.
3) the cognitive relation between music into motion is highly complex and
‘surprisingly multifaceted. Musical parameters associate simultaneously
with several aspects of motion, [and] not only those traditionally associated
with them: a crescendo both approaches and accelerates motion; a pitch
fall moves downward, leftward, and closer’ (Eitan and Granot 2006: 242). A
change in one parameter may correlate with different kinds of movement,
for instance, vertical, lateral, or distance with respect of a fixed point.
Changes in sound’s dimensions can combine in many ways, and their
effects do not need to coincide.
More importantly, not only dynamics, tempo, and intonation, but also articulation
and timbre can yield sensations of change and, consequently, of motion. As Daniel
Leech-Wilkinson says, ‘[c]hanges can be of many different degrees in different
dimensions of sound, according to what one’s instrument can adjust: frequency, timing
and loudness for a singer or string player, timing and loudness for a pianist, timing for a
harpsichordist, for example’ (Leech-Wilkinson 2010b: 57).
Structural relations might result from changes and oppositions.193 If performative
parameters undergo processes of change, one can infer that, through their fluctuations,
timing, dynamics, articulation, timbre, and intonation might be structurally significant, as
the analyses in Chapters 4 to 6 illustrate.194 Such changes might ultimately result in a
conflict, an opposition, or, in Greek terminology, an agon,195 which ostensibly are what
‘structures narrative’ (Abbott 2008: 55).

192

See above, incl. note 150 on p. 77, as well as Eitan 2003, Hastings 2006: esp. 49-79, Honing 2003.
See also ‘Performance motives’ in Section a.ii. ‘Studies of Multiple Parameters’, pp. 73-74, incl. note 127,
and Section b.ii above, ‘Agency’, esp. pp. 77-79.
193
As discussed in Chapter 1.a. ‘Musical Dynamics and Motion’, esp. p. 22.
194
It is also important to note that changes in musical parameters and motion have also been connected to
expressive content. For further discussion, see Eitan 2003, Gabrielsson 1988, Leech-Wilkinson 2010b.
195
From Greek, ‘struggle’ or ‘contest’. The character type agonistic derives from this root. See also
Chapter 1.b.ii. ‘Energeticist Conceptions of Musical Form’, pp. 26-33, and b.iii. ‘Narrative Form’, pp. 33-38,
for different perspectives on conflict in music. For an example of the application of this idea in music
analysis, see Chapter 6.a. ‘The Setup: Conflict and/or Concord’, pp. 206-23.
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c.ii. Intensity196
In performances, one might sense a number of ‘gestures’197 (Eitan 2003) or ‘impulses’
(Berry 1976; Rink 1999a) that derive from changes in all of sound’s parameters. As
discussed in Chapter 1,198 these variations do not always coincide in their direction and
intensity: they can be complementary or counteractive (Berry 1976: 9). Arguably, these
impulses correspond to the primary image schemata operating in our perceptual
processes (Eitan 2003: 233):


path force that goes from a source (A) to a goal (B) through a path (Figure
2.5a, p. 291)199



bockage produced by an object (Figure 2.5b, p. 291)



counterforce exerted by an opposing force (Figure 2.5c, p. 291)



diversion (Figure 2.5d, p. 291).

With the exception of the path force, in principle they produce a temporal delay of the
motion, a permanent stop, a diversion, or an alteration in the direction of the force.
These forces, as perceived in performance, give rise to various levels of
intensity,200 which might relate to one another in either a terraced or a gradual fashion
(Dodson 2009). They ultimately conform the ‘intensionality’201 (Tanner 2000) or the
‘intensity curve’ (Berry 1976) of a given performance, which could be defined as the
representation of the music’s ebb and flow, its ‘contour’ in time, determined by all active elements
(harmony, melody, rhythm, dynamics, etc.) working either independently, in sync, or out of phase
with one another to create changing degrees of energy (Rink 1999a: 234).

Some scholars have used this idea of intensity curve as an analytical tool202 to
measure a composer’s personal pulse or curve (Becking and Clynes),203 or to define
the underlying dynamic and agogic movement of a work, as discovered in the score
196

This Section is to be interpreted in conjunction with Section b.ii. ‘Energeticist Conceptions of Musical
Form’ in Chapter 1, pp. 28-33.
197
This term emphasises the connection between our perception of motion and intensity in music and
bodily motion. See above.
198
See esp. p. 23.
199
These forces are analogous to John Rink’s (1999a) ‘goal-directed impulses’; see Section d below, ‘The
Notion of “Shape”’, esp. p. 89.
200
See Sections b. ‘Dynamic Form’ and c. ‘Related Perspectives from Psychology’ in Chapter 1, pp. 2543, for further discussion of the notion of intensity in music and our metaphorical conception thereof.
201
It is significant that Tanner (2000) uses the alternative word ‘emotionality’ to refer to the resulting
intensity outline, highlighting the interrelation between expression and form.
202
Notably Wallace Berry (1976) and John Rink (1999a: 235) claim that objective quantification, which is
often considered as a precondition for unbiased analysis, is not wholly possible when it concerns
performative intensity.
203
See the discussion of Gustav Becking, 1923-4: ‘Uber ein danisches Schul-Liederbuch, über
Mitbewegungen und Gehaltsanalyse’, Zeitschrift fiir Musikwissenschaft 6, 100ff., as referred in Shove and
Repp 1995: 71, and of Manfred Clynes’ ‘scentograph’ in Rink 1999a: 235, note 68, Shove and Repp 1995:
75. These ideas are elaborated in Manfred Clynes, 1969: ‘Toward a theory of man: precision of essentic
form in living communication’, in Information Processing in the Nervous System, ed. K. Leibovic (New
York: Springer-Verlag), 177-206.
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(Truslit).204 However, intensity curves might also represent the intensity contour, or
‘grande ligne’ (Rink 1999a: 235) perceived in a performance. In fact, psychologists’
findings on the perception of musical expression support this use of intensity graphs as
reflecting performances’ ‘emotional flux’ (: 233).205 More specifically, an intensity curve:


can be identified with the continuously variable energy level of the
performed music, or as ‘integrated energy flux’



synthesises the various contributions of all components of expression
(tempo, dynamics, articulation, timbre, vibrato)



makes no distinction between energy changes caused by properties of the
score and those brought about by performance features



is modeled as a filter which integrates energy over a time window with a
constant decay function

Also, the profiles obtained are significantly similar to a phrase-structure analysis arrived
at by conventional musicological means (Clarke 1995).
On these bases, the graphs in Chapters 4-6 symbolise the large-scale structural
relations, as well as the sense of motion and intensity, that I perceive in a number of
performances of Brahms’s Cello Sonatas. These representations are the result of my
analyses, and not the starting point for them.206

d. The Notion of ‘Shape’
The inclusion of performative parameters in the study of the projection and the
inference of musical structures, as well as of ideas of musical intensity, diachronicity,
and narrativity, bring the concept of ‘form’ closer to notions of ‘shape’ (Cone 1968; Rink
1990, 2004a; E. Stein 1962), ‘contour’ (Rink 1999a), and ‘design’ (Dunsby 1995).207
For instance, Khoo (2007: 356ff.) equates ‘tension’ and ‘shape’, and Hsu defines
musical form as the result of the ‘control of energy through space and time’ (Hsu 1966:
204

See Shove and Repp 1995: 72 for a discussion of Alexander Truslit, 1938: Gestaltung und Bewegung
in der Musik (Berlin-Lichterfelde: Chr. Friedrich Vieweg). Repp (1993) also treats Truslit’s related ideas on
musical movement, as explored in Chapter 1.d. ‘Representations of Dynamic Forms: Waves and Curves’,
pp. 44-46.
205
From narratologic perspectives too, performances are conceived as permanently in flux. See Section
b.iii above, as well as a more general discussion of music’s processuality in Chapter 1.b.ii. ‘Energeticist
Conceptions of Musical Form’, pp. 28-33.
206
Section e below, ‘Representations’, pp. 93-99, explains the way in which these images need to be
interpreted.
207
Significantly, Carl Dahlhaus, who was greatly influenced by Hegel’s idea of ‘becoming’, compared ‘form’
and ‘shape’. Nevertheless, he did not consider them to be equals; rather, the first goes beyond the latter:
‘the formal sense of a work is not constituted by the final shape alone’ (Dahlhaus 1977 [1991]: 118); see
Chapter 1.b.i. ‘Form as Process’, pp. 25-27. Also Ernst Kurth (1925) conceived musical form as interplay of
dynamic waves that delineate the overall shape of the composition; see Chapter 1.b.ii. ‘Energeticist
Conceptions of Musical Form’, pp. 28-33, and, especially, Section d. ‘Representations of Dynamic Forms:
Waves and Curves’ there, pp. 44-46.
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11). Along similar lines, Wallace Berry defines an element-structure as a ‘shape
delineated by changing qualities and intensity levels ... within a given element, or ... the
shape of ... events’ (Berry 1976: 23). In other words, musical shape emanates from the
– perceived – fluctuations and changes in, and oppositions between, music’s
parameters.208 These parameters may oscillate in intensity; therefore, the relationships
that they establish with one another, as well as their hierarchies, may vary across time
too. In Stein’s words, ‘Music gains shape by antithesis.209 Ever new relations and new
shapes are created as the music continues’ (E. Stein 1962: 83). Wallace Berry’s (1986)
‘intensity curves’,210 then, ultimately represent the resulting shape.
Other authors employ synonyms from the visual domain, such as ‘topography’
(Rink 1999a: 230), and even body-related terms, for instance, ‘physiognomy’ (Fellinger
1961: 41).211 Significantly, both Fellinger and Rink speak of forces as determining the
shape that stems from the varying relations between energetic impulses.212
d.i. Performers’ Perspectives
Allusions to ‘shapes’ are not unique to theoretical literature on music. Musicians
employ the term in manifold contexts and for diverse purposes. They tend to use it
flexibly, often with ideas of phrasing, dynamics, emotion, direction, rhythm (LeechWilkinson and Prior 2014), musical narrative (Rink 2013), time, quantity, intensity,213
complexity, speed, movement or gesture,214 musical expression or emotional
response,215 and, significantly, form and structure (Leech-Wilkinson and Prior 2017).
Performers usually associate ‘shape’ and ‘direction’. The latter often serves as ‘a
building block for the overarching musical performance heuristic of “shape”’ (LeechWilkinson and Prior 2014: 43), and very often musicians resort to metaphors of moving
208

Although Stein refers to ‘compositional’ parameters, such as melody, harmony, rhythm, and dynamics,
as notated in scores, he nonetheless shares the view that, ‘[c]ombined, the elements [of which music
consists] go to form the structure of the music’. That is, all of music’s parameters establish structural
relationships, which, in turn, determine the form: ‘It is the structure of the music … that determines form
and character at the same time’ (E. Stein 1962: 21 and 20; original emphasis).
209
Note the relation to the notion that not only change but also opposition, might be responsible for the
sensation of motion. See Chapter 1.a. ‘Musical Dynamics and Motion’, esp. pp. 22-23.
210
See Chapter 1, pp. 28-33.
211
Original German term: ‘Physiognomie’. See Section c below, ‘Motion and Intensity in Performance’, pp.
84-88, for a discussion of the kinetic element in conceptualisations of music, as well as Chapter 1.a.
‘Musical Dynamics and Motion’, pp. 21-25.
212
See Section c.ii above, ‘Intensity’, pp. 86-87.
213
For instance, Lucia D’Errico (guitarist) speaks of ‘forces’ that organise themselves to create shapes that
did not exist ‘beforehand’; quoted in Leech-Wilkinson and Prior 2017: original emphasis.
214
Anthony Gritten and Elaine King have edited two volumes in which the connection between shape and
gesture is explored from multiple perspectives. See Anthony Gritten and Elaine King (eds.), 2006: Music
and Gesture (Aldershot: Ashgate); 2011: New Perspectives on Music and Gesture (Aldershot: Ashgate).
215

Wallace Berry also equated his ‘element-structures’ – or ‘shapes’ – to the functional role of the events
that conform the structure. In other words, to him, structural function and expression are intimately
connected; see Berry 1976: esp. 23-24.
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music.216 In this manner, they create ‘trajectories of sound with beginning, apex, and
end’,217 with the intention of achieving ‘a sense of overall shape by imagining their
playing moving towards a goal’ (: 44).218 Importantly, practitioners also employ ‘shape’
to ‘describe the segmentation and modulation of experience over time’ (: 40), i.e. to
refer to structural relations. The polysemic nature of the word ultimately entails a crossmodal understanding of all related domains. Therefore, performers ‘grasp or “feel”
musical structure dynamically and gesturally’ (Rink et al. 2011: 271), that is to say, as
embodied and diachronic.
As opposed to traditionally static and pre-existent conceptions of musical ‘form’,
‘shape’ embraces all aspects of sound as undergoing variations and transformations,219
and, thus, it is connected with ideas of energy, motion, and narrative.220 It is notable
that these ideas seem to be the kernel in practitioners’ understandings of music. For
instance, Benjamin Britten emphasised music’s dynamism and processuality:
I never, never, start a work without having a very, very, clear conception of what that work is
going to be. Err ... When I say conception, I don’t mean, necessarily tunes, or specific rhythms, or
harmonies, or ... old fashioned things like that, but I mean the actual ... shape of the music, the
221
kind of music it’s going to be, rather than the actual notes.

To him, music is not a product, but rather a process that acquires form as time
progresses: it is ever-changing sound.
For his part, pianist Lang Lang refers to ‘shape’ as a means of understanding and
conceptualising musical works: ‘When you’re talking about Mr. Barenboim, he can
really bring the knowledge, the structure, how to put every element into one big
shape’.222 Musicians use small-scale elements to establish hierarchical structural
relations that, in turn, define a ‘unifying thread,223 a grande ligne’ (Rink 1999a: 218).
The performer ultimately reaches a compromise between musical detail and
overarching ‘shape’, or between the ‘comprehensive architecture and the ‘“here-andnow”’ (Rink 1999a: 218), arguably endowing the performance with coherence.
216

See Section c.i above, ‘Change, Motion, and the Body’, pp. 83-85, for a discussion of metaphoric
language in music, with special emphasis on Larson’s (2012) metaphors of the ‘moving music’ and the
‘musical landscape’.
217
Note the relation to ideas of waves (Kurth 1925) and arches (Todd 1985, 1992); in fact, the latter
speaks of ‘phrase-arches’; see Chapter 1, esp. pp. 28-30, 44-45, and Chapter 2, pp. 70-72.
218
For discussion on goal-directedness in music, see Chapter 1, pp. 23-27, 34, 42-43, as well as Chapter
2, p. 86.
219
In fact, the idea of ‘shape’ ‘can apply to anything that changes’ (Leech-Wilkinson 2017).
220
As argued throughout this and the previous chapter.
221
Benjamin Britten and Donald Mitchell, 1969: ‘Benjamin Britten in conversation with Donald Mitchell’. CD
booklet accompanying BBC Legends: Britten, Mozart Requiem, BBCL 4119-2; as quoted in the editors’
introduction to Leech-Wilkinson and Prior 2017.
222
Daniel Barenboim, 2005: ‘Barenboim on Beethoven: masterclasses’, EMI DVD 68993; as quoted in
ibid.
223
Note the relation to Nattiez’s conception of narrative as an ‘incitement to a narrative thread’ (Nattiez
1990: 257); see relevant discussion in Section b.iii. ‘Narrative Form’, in Chapter 1, esp. p. 37.
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Ideas of ‘shape’ as wide-ranging logic also resonate in narrative stances about
music. Steven Isserlis’ claims are meaningful in this context, not least because his
recording of Brahms’s Sonata Op. 99 informs the pseudo-narratologic224 analysis in
Chapter 6:
To perform a piece of music is essentially to tell a story. The task of an interpreter is that of
narrator and actor; he or she must relate the tale woven by the composer, not merely portraying,
but fully identifying with the characters and their fates. Music, like fiction, needs form and shape in
order to be believable or moving. Needless to say, musical forms can be infinitely varied.’
… To begin, an overall knowledge of the score is essential: just as an actor cannot give a
convincing account of a role without knowing what happens, to all the characters in the play … so
a musician must be familiar with all the voices in a piece of music.
... Secondly, one needs a strong overview of the general shape of the work … Not only does
one have to delve into the inner fabric of those main subjects …: one has also to be familiar with
their fates, with the interplay between them, with their transformation over the course of the work.
This knowledge informs every aspect of a performance – tone-colours, tempo relationships,
dynamic contrasts, etc.
… The musician’s challenge is to convey the sentences, the paragraphs and the overall
narrative, the personalities, utterances and destinies of the musical characters, with as much
225
clarity as possible.

Isserlis summarises the main points in this chapter in remarkable fashion, namely:


the importance of performative parameters and, especially, of their
relationships in the definition of the overall form (Section a)



the relevance of processes of change and transformation in performative
parameters, regarding both direction and intensity, to yield a sense of
motion (Section b)226



the conception of musical performances as narratives (Section c):
o

performers might show double agency, as both actors and narrators

o

voices or lines might be compared to the characters of a play
(individuated-element agency)

o

music, like narration, must be coherent (temporal organisation).

More importantly, Isserlis connects these ideas to the concept of ‘shape’. As time
passes, performers handle dynamics, timing, timbre, articulation, and intonation in
ever-changing manners. These parameters could be construed as ‘actors’ – or
‘characters’ – as they undergo transformations and establish relations that range from
rapid mutability to stability. These changes and relationships can ultimately be
interpreted in terms of narrative, which musically emerges as an overall contour on the
large scale, that is, as ‘shape’. To him, musical shapes are ‘infinitely varied’, and thus
224

I speak of pseudo-narratologic analysis because I approach the analyses in Chapter 6 from many
vantage points, among which ideas of musical narrative are prevalent.
225
Steven Isserlis: ‘Reflection’, in Leech-Wilkinson and Prior 2017.
226
Isserlis does not refer to intensity or direction explicitly. However, as seen above and in Chapter 1, p
21-33, ideas of change or transformation is intrinsically united to energetic stances.
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he argues against ideas of predefined musical structures, i.e. against Formenlehre
approaches to musical form.227
d.ii. Musical structure revisited
As discussed in the Introduction to this dissertation, the apparent contradiction between
music’s processuality and traditional definitions of structure might imperil the survival of
‘structure’ as a central area of study in music analysis, at least in its performancecentered branch. To prevent such a scenario, some scholars have suggested that a renaming228 and/or a re-conceptualisation of the notion of structure is necessary for it to
be consistent with music’s performative nature. But perhaps the first alternative is just
the natural consequence of the second. Along these lines, Nicholas Cook observes the
quandary from a different perspective, focusing not on terminology, but rather on the
seemingly univocal quality that modern analysis has generally attributed to musical
structure:
The problem lies in the assumption that there must be some essential feature or structure, or set
of features and structures, that identifies the musical work and distinguishes it from all other
musical works. If we abandon that assumption, common sense returns (Cook 2013: 239).

Again, Wittgenstein’s family resemblances model is useful to his purposes:229 the
differences between the various formal interpretations – either analytical or
performative – of a single composition should not be interpreted as counteracting its
structural aspect: rather, they all exemplify its open nature. Some features can be
‘shared among the variants, while some others are not’ (Cook 2013: 239), and all of
them configure the family, i.e. the work’s structure. In other words, compositions – and
their performances – afford diverse structural understandings on the basis of the
relationships that one may observe to operate ‘between the various elements and
parameters active within’ it (Rink et al. 2011: 268). In fact, the notion of structure,
understood as ‘shape’, ‘is a conditioning factor of performance and of thinking about
performance’ (Cook 2015: 91).
Along similar lines, John Rink (2015) proposes a reconceptualisation of musical
structure that recognises its diachronic and emergent nature. In this manner, he
challenges score-based notions of structure as an exclusively compositional value. He
encapsulates his ideas in four aspects:

227

For discussion of the Formenlehre theoretical tradition, see the Introduction, esp. note 56 on pp. 9-10,
and Section b.i. ‘Form as Process’ in Chapter 1, esp. note 32 on p. 25.
228
For instance, Dunsby 2009 (‘quasi-structure’) and Rink 1990, 2002 (‘shape’).
229
Cook turns to this model to explain how musical ‘works’ might be construed as open to variations; see
Cook 2001: 17-18 and 2003: 206, as well as Figure I.2b, p. 283, and the discussion in the Introduction to
this dissertation, Section A.ii. ‘The “Work Concept” and the Notion of Authorship’, pp. 2-5.
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Affordance: ‘Musical materials do not in themselves constitute structure(s):
they afford the inference of structural relationships’ (: 2). In previous
studies, Rink similarly refers to structure as a set of ‘potential …
relationships’ (Rink et al. 2011: 267) that might be construed as fitting
‘within the broader musical narrative’ (Rink 2013). Therefore, shape and
narrative correlate with one another. Nicholas Cook similarly contends that
performers

create

‘meaning

within

the

structural

affordances

of

compositions’ (Cook 2015: 68).230


Inference: ‘Inference of this kind will be individually and uniquely carried out
whenever it is attempted, even if shared criteria result in commonalities
between discrete structural representations’ (Rink 2015: 2; emphasis
added).231 Each composer, performer, analyst, or listener who faces a
given musical composition deduces structural relationships in a unique
manner and according to his previous experiences or ‘prerogatives’ (Rink
2013: 121).232 The inferred relationships are thus potentially idiosyncratic.
However, people within the same culture or with similar upbringing normally
share structural criteria, on the bases of which they might arrive at
analogous inferences. For instance, we customarily interpret a musical
work in which two sections appear in succession, with the first of them
appearing again after the second, as a ternary form. The same applies to
performance-related issues: as explored above,233 coordinated decreases
in tempo and dynamics tend to be perceived as sectional markers.



Multiplicity: ‘Musical structure should therefore be seen as constructed, not
immanent; as pluralistic, not singular’ (: 2; emphases added). As in a
‘multiple world’,234 an event may be presented in more than one version,
and the storyteller, i.e. the performer, selects one of the manifold accounts
of that event, or musical composition. Each account might have its own
legitimate organisation, and thus its structure is flexible and, to a certain
extent, open.

230

In psychology, the concept of affordance as originally coined by Gibson (1977) referred to ‘a resource
or support provided by the environment to an organism, furnishing or affording the organism with an
opportunity to act in a particular way’ (Osiurak et al. 2017). For a review of later conceptualisations, see
Colman 2015.
231
This is in agreement with my comments at the start of this chapter, pp. 51-52.
232
See note 7 on p. 52 above. János Starker’s comments on his own ‘vantage point’ as a twentiethcentury performer are especially pertinent here; see Appendix X.c, p. 533, for complete transcription of the
relevant interview.
233
In Section a.ii. ‘Studies of Multiple Parameters’: ‘Groupings and phrase-arch theory’, pp. 70-72.
234
See Dannenberg 2004 and Section b.iii above, ‘Performed and Perceived Narratives’, pp. 80-83.
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Time-dependence: ‘musical structure should be understood first and
foremost as a process, not as ‘architecture’ (: 2; emphasis added). In it,
ideas of dynamism, change, energy, and narrative acquire full meaning.
Musical structure, then, is ‘shaped’ across time.

The inclusion of these ideas in theoretical or analytic discourse necessarily brings
about a more nuanced and dynamic paradigm of musical form, closer to the diachronic
construal of structural relations that may take place in and through the acts of
performance, composition, analysis, and listening. As Steven Isserlis’ reflection above
shows, diachronicity, transformation, interpretation, and individuality are crucial aspects
in performers’ approaches to musical structure.
Part II explores how these arguments might be put into practice in the analysis of
recorded performances. As mentioned above,235 I cannot and do not ascribe
intentionality to what performers do. As Evelyn Glennie says, ‘Each member of the
audience will have a different perspective on the sound and shape according to ... their
emotional state at the time’236 and, I add, to their experiences, biases, and purposes at
a particular time.
My analyses are grounded in dynamic, energetic, narrative, and performative
conceptions of musical structure. They show how music’s performative reality
challenges static, Formenlehre notions, and, ultimately, how a work’s ‘shape’ is created
every time it is interpreted, or ‘per-formed’ (E. Stein 1962: 17; original emphasis).

e. Representations237
To represent my conclusions regarding the structural elements and relations in a select
group of performances of Brahms’s Cello Sonatas, I employ several representational
mechanisms: spectrograms, dynamic and timing curves, scape plots, and durational
diagrams. By converting numerical values into visual signs, these representational
techniques simplify, contextualise, and thus make accessible the complex data that
recordings embody. More concretely, they offer a number of advantages:


they are helpful in the exploration of musical aspects whose quantitative
understanding is more problematic, namely articulation and timbre.



they account for the diachronicity inherent in musical art, as the horizontal
axis in all of them represents the temporal progression from left to right.

235

In Section b.ii above, ‘Agency’, esp. pp. 77-78.
Evelyn Glennie: ‘Reflection’, as quoted in Leech-Wilkinson and Prior 2017.
237
This Section is to be interpreted in conjunction with Section d. ‘Representations of Dynamic Forms:
Waves and Curves’ in Chapter 1, pp. 44-46. The methods that I employed to obtain them are explained in
Chapter 3.b.iii. ‘Representations’, pp. 114-16. They are contained in the Volume II.
236
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they also ease the comprehension of performances as a whole, as one
image might capture the whole duration of a given recording.238



they put local fluctuations into perspective, that is, within whole fragments –
phrases, sections, or performances – and over time. In this manner,
musical parameters can be seen to function within a broader musical
context.



they ultimately rule out a potential obstacle in the customary, numberbased analysis of recordings, namely the massive amount of data with
which the researcher usually copes.239

e.i. Tempo and Dynamic Curves
Tempo and dynamic curves hold a prominent position among data-based
representational tools. They allow us to perceive the fluctuations in these parameters at
a glance,240 both separately and in combination. As always, the horizontal axis
represents the progression of time, whereas values in the vertical axis correspond to
either tempo/duration or dynamic data. For a clearer visualisation in Appendix V, 241 I
used a double vertical scale: the left axis represents timing, whereas the right axis
corresponds to dynamic values. To avoid misunderstanding and to facilitate
comparison, all of the graphs within each chapter in this dissertation have the same
scale.
e.ii. Arch and Hierarchical Correlation Plots
Scape plots represent phrase-arch dynamic and tempo profiles. Their diamond shape
stems from the conjunction of two equilateral triangles242 that illustrate fluctuations in
beat-by-beat tempo and dynamics respectively.243 In all of the scape plots in this
238

Shorter time spans can also be represented as a single image, depending on the scale applied in
visualizing a particular performance.
239
Software such as Sonic Visualiser can generate exhaustive registers of parametrical values
corresponding to a given musical track. Although a thorough analysis of such lists is possible, an
excessively detailed examination might produce a loss of general perspective, and thus the data obtained
might not acquire full significance. For further discussion, see comments in the Introduction, Section B.
‘The Project’, esp. pp. 12-13.
240
As explained above, pp. 70-72, we might perceive coordinated decreases in dynamics and tempo
values as sectional markers, their magnitude corresponding to their hierarchically formal significance.
241
And in some graphs in Appendix I.
242
Sapp’s application can also generate bells and rectangles, yet triangles are more frequently used.
243
Taking phrase-arch theory as a point of departure, the software analyses variations in these
parameters in order to determine their influence as sectional markers. See ‘Groupings and phrase arch
theory’ in Section a.ii above, ‘Studies of Multiple Parameters’, pp. 70-72.
The correlation scale ranges from -1 to +1, and smoothing levels vary more between 0.5 in Chapter 4
and 0.1 in Chapters 5 and 6. See Chapter 3, esp. note 33 on p. 105, for a discussion of the analytical
pertinence of smoothed values.
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dissertation,244 the upper triangle always contains timing data, whereas the lower one
refers to dynamics. They meet the settings of no gradient and flip colour, and, in them,
hues represent parametric fluctuations according to the following legend:


red/orange = high correlation between the tempo- and/or the dynamiccurve and an archetypal arch-shape, i.e. an increase in levels of one or
both parameters



yellow = moderate correlation



green = slight correlation



light blue = slight negative correlation



dark blue = moderate negative correlations



purple = strong negative correlation (Figures 2.6 and 2.7, pp. 291-92).

As in all the visual representations in this dissertation, the horizontal axis represents
the time progression.
As a result, ‘mirror flags’ between the two triangles, symmetrically disposed around
the ‘equator’, denote phrase-arch coordination between both parameters. That is,
phrase arching is represented as matching pairs of lighter and darker flames.
Consequently, the kind of phrase arching described by Todd (1985) is signified by
‘regularly spaced pairs of flames’, an ‘alignment of the flames with the beginning and
end of composed phrases’, and ‘bilateral symmetry’ (Cook 2013: 188).
Additionally, the height of the flags provides information regarding the structural
level at which tempo and dynamic variations operate. When generating the
corresponding triangle, the software stretches the flag vertically ‘to match the length of
the portion of the tempo [or dynamic] curve with which it is being correlated’ (Sapp
2011). In other words, the height of the flags amounts to the time spans that those
fluctuations encompass, higher flags representing phrase-arch profiles which exert an
influence over more extended passages and shorter flags denoting ‘small arches’
(Sapp 2011: 39). More specifically, the lateral sides of the triangle can be divided
homogeneously to associate their length with specific bar groups. In this way, the
height of a given flag could be extended horizontally to cut off the oblique sides of the
triangle, and their point of convergence would indicate the duration of the arch (Figure
2.8, p. 292).
It is also possible to determine the precise location of phrase arches within
performances simply by looking at the scape plot. For this, one has to liken the peak of

244

Appendix VI, pp. 485ff., contains scape plots for all of the recordings analysed in Chapter 4 and 5.
Some of them are used as support for analytical commentary and thus are offered in enlarged format in
Appendix I.
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the flag to the upper vertex of an isosceles triangle.245 Accordingly, the duration of the
phrase that is under the influence of a given flag, as well as its position within the whole
recording, corresponds to the portion of the ‘equator’ delimited by the two equal sides
of the isosceles triangle. For instance, in Pergamenschikow and Vogt’s performance of
the closing movement of Brahms’s first Cello Sonata, Op. 38,246 a large-scale tempo
decrease predominates from the repeat of the exposition until the start of the coda.
This is represented by a high blue flag in the scape plot that exerts its influence over
bs. 76-174 (Figure 2.9, p. 293).247
The plots represent arch-like tempo and dynamic profiles at various structural
levels simultaneously. Whereas shorter flags refer to more detailed features, higher
flags manifest parametric variations that shape the performance at broader formal
planes. In this manner, they integrate both the diachronic and vertical dimensions of
musical structure, ultimately representing dynamic and timing variations in a more
complex and comprehensive manner than curve graphs.
Scape plots are also informative of similarities – or divergences – between the
tempo and/or dynamic values in two distinct performances. More specifically, in
Chapters 4 and 5, hierarchical correlation plots help determine shared structural
strategies between performers of Brahms’s Opp. 38iii and 99ii, as manifested in their
handling of tempo oscillations.248
e.iii. Relative Duration of Phrases, Subsections, and Sections within a Single
Recorded Movement
In order to analyse performers’ timing practices comprehensively, it is necessary to
develop representational means that capture duration too.249 The graphs focus not on
duration as such, but rather on the durational proportions that the internal elements are
made to establish with one another. These graphs read as if all of the interpretations
lasted uniformly; accordingly, the hierarchically lower segments reflect the variability of

245

The two equal sides of triangle have to be parallel to those of the all-inclusive equilateral figure.
For full details of the recordings analysed in this dissertation, see ‘Recordings’ in the Transition, Section
b.i. ‘Sources’, pp. 126-30, as well as Appendix III.a. ‘Recordings analysed’, pp. 387-90.
247
This can be checked with the corresponding curve graph, namely Curve 6a.16, in Appendix V, p. 466.
248
Organised in the form of two-dimensional grids, they are offered in Appendix VII, pp. 464-96. They
should be interpreted according to the same colour key as individual phrase-arch plots. I also generated
corresponding plots for dynamic values. However, as their fluctuations are greatly affected by recording
techniques, a comparative assessment thereof would be of debatable validity, and even more so if applied
to performances that are considerably distant in time or for which no specific recording details are
available in this regard. See the start of Chapter 3, pp. 101-3.
249
These graphs can be found in Appendix VIII, pp. 497ff., and, some of them, in Figures 5.3 and 5.14 in
Appendix I, pp. 329 and 337. See ‘Timing’ in Section a.i above, ‘Studies of One Parameter’, esp. pp. 5455, for a discussion of the non-equivalence of tempo and duration, and of the pertinence of treating
proportion in the context of duration, as opposed to tempo.
246
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phrases, subsections, and sections among the performances and the score. Appendix
IX complements VIII by illustrating the sheer duration of segments in the opening
movement of Brahms’s first Cello Sonata, Op. 38. Chapter 6 places duration in the
context of narrative approaches to musical works.
e.iv. Spectrograms
Spectrograms represent ‘sound in three dimensions’ (Cook 2009a). Colours – or
shadings in a black and white image – correspond to the various degrees of overtone
salience: red or orange tonalities indicate a higher prominence of harmonics (Figure
2.10, p. 294) in comparison to those marked in yellow or green (Figure 2.11, p. 294).250
For its part, frequency occupies the vertical dimension, from top to bottom. The lower
area stands for the lowest sounds in the spectrum, including the base frequencies of
given tones, whereas higher, more remote overtones occupy higher positions. 251
Finally, the passing of time is (as always) represented from left to right along the
horizontal axis.
Spectrographic imaging is especially useful in the visualisation of timbre and
articulation features, as well as in establishing precise note onsets or tappings. Vibrato
originates in pitch variations, and thus undulating lines across the vertical dimension, in
the manner of sound waves, represent it in spectrograms (Figures 2.11 and 2.12, pp.
294-95). The length of each full cycle – i.e. the wave length – corresponds to the
duration of each vibrato oscillation, and the height of each oscillation corresponds to its
pitch variation between the lowest (wave trough) and the highest (wave crest)
frequency (in cents). The term ‘amplitude’ conventionally refers to the distance
between the base frequency and either the crest or the trough.
Apropos articulation, orangish-red and well-defined colours at the starts of tones
indicate strong accentuation (Figure 2.10, p. 294), whereas a lack of bright colours
denotes softer articulation (Figure 2.11, p. 294). Brightness can also refer to dynamics,
although the correlation is not straightforward and to total smoothness. These extremes
are respectively signified by an empty space between tones (Figure 2.9, p. 293) or an
uninterrupted line (Figure 2.10, p. 294). All kinds of situations within these two
extremes are possible. Slides generate very marked ascending or descending lines
that connect one tone with the next one (Figure 2.13, p. 295).252
250

Default colour. Spectrograms in this dissertation use dBV^2 scale, as the black background facilitates
visualisation.
251
This can be seen to emulate pitch distribution in music staves. See Chapter 1.a. ‘Musical Dynamics and
Motion’, pp. 23-27, for a discussion of spatial perception of pitch and its relation to motion.
252
See ‘Articulation’ in Chapter 3.b.i. ‘Collection of Data’, pp. 109-10, for classification of articulation
techniques and differentiation criteria between glissandos and portamentos in this dissertation.
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Spectrograms also facilitate the distinction between parts in ensemble recordings.
One can view spectrograms simultaneously with the wave-form and timing or dynamics
panes, as in Figures 6.10 and 6.11 (pp. 355-56).253
e.v. Motion and Intensity
Some theorists have tried to represent musical motion not in relation to harmony or
melody, but rather in performance. For instance, Truslit claims the existence of only
three types of motion (Repp 1993: 53-54; Figure 2.14, p. 296):


open: it begins calmly, accelerates on the way up, makes a narrow counterclockwise loop, and decelerates on the way down.



closed: it starts rapidly, decelerates a it reaches the top, then accelerates on the
way down, making a smaller counter-clockwise loop if it continues into another
movement.



winding: it ascends diagonally into a large counter-clockwise loop and descends
fairly vertically, making a smaller clockwise loop at the bottom, which leads it
back to its origins.

To Truslit, musical motion, which cannot be rectilinear,254 is most clearly manifested in
dynamics and agogics. In his experiments, he measures their changes in a recorded
performance of a piece, and represents them in ‘amplitude curves’, which are
quantitative graphs within the two Cartesian axes. Ironically, despite his efforts, these
curves are not able to capture the motional character of music, as he ultimately
recognised: ‘loops and changes in direction of the movement’ are ‘stretched out, as it
were, along the unidimensional axis of time’ (: 57).
As an extension of the representations presented in Chapter 1, I employ arrows,
lines, and hairpins in Part II to symbolise dynamism and intensity in specific
performances of Brahms’s Cello Sonatas.255 I have consciously resorted to straight
lines and vectors as symbols for musical direction at broad structural levels, and not for
theoretically rectilinear motion. I intend them to capture all-encompassing performative
tendencies, which integrate small- or medium-scale curves. Lines denote stillness, or
Ruhe, whereas rightward vectors represent Bewegung,256 or forward impulse. For their

253

In Sonic Visualiser. See Chapter 3 for a review of the tools offered by this program.
See Chapter 1.d. ‘Representations of Dynamic Forms: Waves and Curves’, esp. p. 45.
255
Specifically, Figures 4.8, 4.14, 4.15, 4.16, 4.18, 4.20, 4.27, 4.28, 4.29, and 4.30 in Chapter 4, pp. 309ff.;
Figures 5.6, 5.10, 5.16, 5.17, 5.19, 5.21, and 5.22 in Chapter 5, pp. 331ff.; and Figure 6.1 in the last
chapter, p. 347.
256
See Chapter 1.a. ‘Musical Dynamics and Motion’, esp. pp. 23 and 26, for an explanation of these two
concepts in A. B. Marx’s formal theory, as well as in later developments.
254
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part, leftward arrows indicate that a performance yields the impression of being
restrained at a given moment.
The arches above the formal schemes represent both grouping units in
performance and intensity waves, or Welle (Kurth 1925).257 Finally, hairpins – usually in
green or blue colours – denote intensity: left-ended arrows denote energetic decrease,
whereas right-ended figures indicate increasing power, or ‘energetic growth’ (Berry
1976: 267). In other words, they represent ‘the changing degrees of energy and thus
the overall shape’ (Rink 1999a: 234) of musical pieces as performed. In this
dissertation, they account for the large-scale ebb and flow that might be perceived –
and that I perceive – upon listening to and analysing select recordings of Brahms’s
Cello Sonatas, Opp. 38 and 99.

257

Throughout Chapters 4 and 5, I specify which of the two meanings the hairpins have on each particular
occasion.
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CHAPTER 3
ANALYSING ‘DIACHRONIC’ STRUCTURE
Based on the theoretical foundations laid in Chapters 1 and 2, Part II offers analyses of
select recordings of Brahms’s Sonatas for Cello and Piano, Opp. 38 and 99. To carry
them out, I employed specific computer software, established consistent and reliable
analytical

methods,

and

developed

strategies

to

create

relevant

graphic

representations.
Recordings often lack the sense of spontaneity of live performances and,
depending on the format, their general sound quality is highly variable. Noise reduction
in some remastering processes may remove ‘important information from the original
recordings’ (Khoo 2007: 218). Edition techniques may eliminate ‘wrong notes, untidy
ensemble or imperfect intonation’, arguably converting the recording into an object that
seems to be ‘frozen in time’ (Heaton 2009: 217). Moreover, the recording procedures
and formats can also affect:1


the duration: in the first decades of the recording era, recordings usually lasted
three or four minutes. In most cases, the maximum duration of the discs is
shorter than the whole movement being recorded. The LP (1948)
permitted a single recording to last ca. twenty minutes, a limit that
increased in the following years. CDs (1982) play from ca. sixty to eighty
minutes, whereas more recent formats can record even longer durations.



the tempo and, consequently, the intonation: in early recording techniques and
even later reproduction means, an increase in tempo on the original
recording might imply globally sharper tuning.2



the sense of continuity: early recordings are the result of amalgams of several
short takes, and thus they could yield a sense of segmentation.3



the range of dynamics: recording and reproduction techniques greatly affect
the resulting dynamic range of recordings. In the early recording industry,
producers and engineers tried to compress sounds in order to facilitate

1

Most of the following information can be found in Trezise 2009: 193-95.
Morreau (2002: 303) speaks of this in relation to Feuermann’s (1934) recording of Brahms’s E minor
Sonata. This is the main reason why I have not discussed that recording in detail, as the effect that they
latter reissue yields might not have much in common with the sensation created by the original
performance. In respect of the reproduction means, the software that I employed (Sonic Visualiser; see
below) does not fail into that error.
3
This applies to Pau Casals and Mieczysław Horszowski’s recording of the second movement in Brahms’s
Op. 99; see ‘Casals and Horszowski (1936)’ in Chapter 4.b.iii. ‘Global Perspectives’, pp. 157-62.
2
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hearing either by changing performers’ positions with respect of the
receiving horn, or by asking musicians to play softer or louder.4 In the
microphone era,5 producers tended to cut off dynamic peaks and to
amplify softer passages to overcome noises. These magnetic tapes
encompassed a dynamic range of around 60 dB, and, in 1982, the
introduction of the Compact Disc enlarged this range to around 94 dB.
Newer technologies, such as Super Audio Compact Disc, are able to
match the 120 dB limit that the human ear can perceive. Furthermore,
neither the reproduction equipment nor the file format should be
overlooked.6


the timbre and the articulation: acoustic recordings could register
frequencies up to ca. 3,500 Hz.7 Therefore, the amount of partials do not
coincide with those that could have been perceived in the corresponding
live performances.

I used CDs and original LPs for the analyses in Part II. When I could not access the
latter, I resorted to modern compilations or remastered recordings.8
However, even if recordings have changed the ways in which we listen to music
and probably the ways in which we relate to it,9 our experiences as listeners of live
performances on the one hand, and of recordings on the other, may not be
‘aesthetically or artistically’ different (Davies 2001: 301). As Nicholas Cook contends,
10

We hear recordings as performances, in other words diegetically, even when we know that the
performance represented by the performance never took place. To listen to a recording is
therefore to experience music as performance (Cook 2013: 6).

Recordings provide the most stable and accessible evidence of past performances,
and I take them as such in this dissertation. They are most adequate for the type of
analysis that I carry out in Part II,11 opening up relevant analytical approaches.12
Existing computational software can extract quantitative data from them, and
recordings can be played back easily and thus facilitate their analysis and comparison.
4

This often depended on whether or not they had a soloist or accompaniment part.
The microphone was introduced in 1942 in radio broadcasting, whereas the first electret microphone was
launched in 1964; see https://www.thoughtco.com/history-of-microphones-1992144, accessed 18 July
2017.
6
For instance, MP3s reduce the size of the audio data in at least 75%.
7
For further details, see Trezise 2009: 194.
8
See Appendix III.a for full details.
9
See Clarke 2007 for further examination.
10
Similarly, Trezise argues that ‘we may regard a record as forming a diegesis with and within its domestic
or other environment’ (Trezise 2009: 207).
11
See below.
12
See also Cook 2009b, Heaton 2009, Moore 2000 for a discussion of the appropriateness of recordings
as sources for analyses.
5

102

Chapter 3. Analysing Musical Structures
Part I. Exposition: Conceiving Musical Structures

Ultimately, multiple recordings of a given piece, in this case Brahms’s Cello Sonatas,
‘allow us to explore the work as a many-faceted object, or even as something not
materially determined until it is read or performed’ (Johnson 2002: 209).

a. Software
Sonic Visualiser13 was the principal computer tool that I employed in my analyses. It
explores audio data for analysis and annotation, and serves to collect timing and
dynamic information accurately and to visualise musical tracks in both wave and
spectrographic forms.14 A related scape-plot implement generates arch correlation
plots, in respect of both tempo and dynamics.15 In Audacity®16 I cut, adjusted, and
joined together diverse tracks forming one single movement, especially in early 78rpm
recordings.17 I employed Viscovery® SOMine18 to establish the emergence of timing
and dynamic patterns across specific recordings, and used Microsoft Excel19 to make
spreadsheet calculations and elaborate statistical graphs. To create formal schemes
and complex images,20 I also had recourse to Prezi®21 and Microsoft Paint. Finally, I
generated the musical examples in Finale® 2009.22

b. Analytical Techniques and Methods
The analytical techniques that I have applied focus on a number of parameters that
afford both qualitative and quantitative examination, as well as multi-modal – aural and
visual – interpretation.

13

Downloadable (free) at http://www.sonicvisualiser.org/. Sonic Visualiser was developed at the Centre for
Digital Music, Queen Mary, University of London with European and British funding. An introduction to the
program can be found in Cannam et al. 2010. I used version 2.0, which was the one available at the time
when I carried out the analyses in Chapters 4-6.
14
See below for detailed explanation of how Sonic Visualiser must be used to obtain dynamic and timing
data. For greater exploitation of its resources, it is necessary to install a number of Vamp plugins, also
available for free download at the program official website.
15
This is developed in Section iii below, ‘Representations’, p. 116.
16
Version 2.0.6, http://www.audacityteam.org/.
17
See above, esp. note 1. Rpm = revolutions per minute.
18
This software is based on self-organizing maps (SOM) and multivariable statistics for explorative data
mining and predictive modelling. Further information can be found at https://www.viscovery.net/somine/. I
used version 5 of the software.
19
https://products.office.com/es-es/excel.
20
For instance, Figures 4.30 and 5.21 in Volume II, pp. 325, 344. Appendix I compiles all of the Figures in
the dissertation.
21
Available at https://prezi.com/. Its original function is the creation of presentations.
22
https://www.finalemusic.com/. All of the examples can be found in Appendix IV, pp. 403-18.
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b.i. Collection of Data
Timing
With the help of Sonic Visualiser, I extracted precise timing data from the select
recordings by:


uploading the desired track to the program. The corresponding wave form
appears on the screen.23



tapping the recording while it is being played at normal – or the most convenient
– speed. Tappings appear in the form of vertical lines that cover the whole
vertical space of the wave form. Approximate values for those tappings are
obtained. The measurement unit has to be the smallest possible.24



generating a spectrographic image25



adjusting provisional tappings to the start of each note tapped as visualised in
the spectrogram26



aurally checking the accuracy of the tappings by playing the track at a
significantly slower speed27 and relocating the lines when necessary to obtain
accurate tappings

23
24



numbering the tappings to show bar and beat number within bars28



exporting tapping data as a .txt file29

Pane 2, Channels: Mean (instead of Separate). For easier visualisation, use single channel.

That is, in a slow  piece, such as the second movement of Brahms’s Op. 99 (Chapter 4), the smallest
measurement unit would probably be the semiquaver. In any case, the musical context and the analyst’s
own musical criteria should prevail, always operating consistently. This is also the case with regard to the
speed at which the track is played while tapping on the keyboard.
Sonic Visualiser offers a series of transforms that generate tappings automatically. Besides Aubio
Onset Detector, they are subfunctions of the Note Onset Detector transform: Note Onsets, Onset
Detection Function, Smoothed Detection Function. However, none was adequate in the analyses included
in Part II, as automated tappings were highly imprecise and did not follow a consistent pattern. In the
earliest recordings, they appeared not only for actual tone onsets, but also for noises and clicks. As
expected, this produced an illogical increase in the number of taps. On other occasions, too, they emerged
randomly, especially in bars with an internal subdivision of two against three, as in Brahms’s Op. 38iii
(Chapter 5), and also in moments of asynchrony between the cello and the piano. Very often, the
instruments were considered as two tones in succession, and thus two separate tappings were assigned
to a single beat. See below for a related discussion of thresholds in the perception of asynchrony.
25
See Chapter 2.e. ‘Representations’, pp. 93-99.
26
Placing the cursor on the particular tapping line, one has to click, hold, and move it to the correct
position without releasing until the desired location is reached. Bruno Repp (1990, 1992, 1993, 1994,
1995, 1996, 1997, 1998, 1999) used a waveform editor to locate the beginning of each note by eye and
measure the time interval between notes. However, his method is not as precise as using a spectrogram;
see Cook 2009a for further discussion.
27
Playback / Slow down.
28
Select all / Edit / Set Numbering Counters / Number New Instants with / Cyclical two-level counter. For
instance in a  piece in which the smallest tapping unit is the semiquaver, coarse counter (bars) = 1 (if
starting in the first bar); fine counter (beats) = 8.
29
File / Export annotation layer. Tapping pane (Time Instants) has to be selected on the right-hand side
panel.
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obtaining tappings for bigger measurement units (if relevant) by deleting
undesired tapping lines30



renumbering tappings and export corresponding files



creating, for each measurement unit, a Time Values layer to yield information
regarding tempo (bpm)31 and beat duration (in seconds),32 from either the
previous or the following item.

In this manner, I obtained data about the position of each beat, their duration, and
tempo fluctuations from beat to beat, for any measurement unit desired.
I calculated mean and interquartile tempos,33 as well as standard deviation34 within
phrases, sections, or even whole movements. Skewness35 turned out to be more a
matter of statistics than a consequential factor in performers’ approaches to music. For
instance, it remains practically unvaried across the recordings of Brahms’s Opp. 38iii
that I analysed (Figure 3.1, p. 297). Discrepancies between mean and interquartile
tempo values in each performance are not of great consequence, and, although it
fluctuates, standard deviation is always positive. This indicates that there is a
prominence of ritardandos against accelerandos in the recordings analysed.
Asynchrony
It is fairly obvious that, when playing in an ensemble, performers do not always play
strictly together, either intentionally or unintentionally.36 For that reason, I do not
dismiss note-start asynchrony at once as a minor inaccuracy on the part of the
performers. In fact, I appraise it as all the more consequential in some of the renditions
that I analyse in Part II.37
30

In a  piece tapped to the semiquaver, to obtain tappings for quavers: delete beats 2, 4, 6, and 8 within
each bar.
31
I invariably calculated tempo data since the previous item. In this way, a particular datum on a certain
beat indicates tempo fluctuation from the previous beat to the selected one.
32
I.e. duration to the following item, to obtain data for the length of the selected beat from its start.
33
Interquartile tempo refers to the central 50% of the data, overlooking the extremes and smoothing
values. This means that values are averaged in adjacent areas by leaving out unimportant structures, in
this way producing more meaningful results, moderating ‘the influence of the score’ and ‘avoid[ing]
extremes’ (Leech-Wilkinson 2010a: 75).
Smoothing is also applicable to dynamics, where especially noise is overlooked. See Repp 1992 and,
especially, Desain and Honing 1993, Cook 2009a with respect to tempo.
34
Standard deviation reveals how extreme tempo or dynamic variations are in a given performance. See,
for instance, the discussion of Op. 38iii-C/H(58) in Chapter 5.i. ‘Proportion, Articulation, and Performed
Transitions: C/H(58)’, pp. 178-84.
35
Skewness measures the degree of asymmetry of the analysed data around the mean, being either
positive – with more values below the mean – or negative.
36
See Llorens 2017 for discussion of relevant bibliography, as well as ‘Asynchrony in chamber music’ in
Chapter 2, pp. 59-60.
37
See the analyses of Casals and Horszowski’s recordings of Brahms’s Op. 99ii (in Chapter 4.b.iii. ‘Global
Perspectives’, pp. 157-62) and Op. 99i (in Chapter 6.a. ‘The Setup: Conflict and/or Concord’, pp. 206-11,
as well as Chapter 2, esp. pp. 59-60.
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In the analysis, I started by determining which instrument is ‘out of place’. 38 As a
preliminary rule, I took the measurements with respect to leading – usually melodic –
part,39 which usually coincided with the cello line. On occasions, the (non-)salience of
timbre and/or register nonetheless led me to take the it as the accompaniment. To
measure the asynchronies, I created Time Instants layers for each instrumental part
separately, and subsequently calculated the magnitude of the metrical displacement by
subtracting homologous values. Negative results (in seconds) indicate anticipation in
the most subordinate part, whereas positive figures denote a delay.40
Perception thresholds
In any kind of number-based analysis in music, one runs the risk of being carried along
by the apparent objectivity of the quantitative data. However, the human ear has
notably limited capacities, and, thus, not all numerical information is always musically
meaningful. Additionally, as has been discussed above with respect to the tapping
stage, computer software is not always infallible.
In the case of timing, several researchers have tried to determine the limit to which
we are capable of distinguishing between two notes that are played in succession.
Epstein (1995a: 377) and Dodson (2011a: 59) use a threshold of fifty centiseconds,
below which notes are theoretically perceived as a single, asynchronised, tone, not as
two in succession. Rasch (1978, 1979), on the other hand, posits a limit of thirty
centiseconds, whereas Hirsch significantly reduces it to 0.2 seconds.41
I believe, nonetheless, that these experiments are, to a certain extent, a laboratory
simplification of human music perception. Ideally, analyses should be as ecologically
valid as possible, and, consequently, musical context too should determine whether a
higher or a lower threshold is to be applied. Furthermore, as in the early twentieth
century asynchrony was a much more widespread performative resource than it is
nowadays,42 it is necessary to consider matters of perceptual salience depending on
recording dates.43 As a result, in the analyses of the earliest performances of Brahms’s

38

This method necessarily disregards Yorgason’s (2009) idea of beat space, although I acknowledge it as
a potential theoretical framework for the perception of certain types of asynchrony; see Chapter 2, p. 58.
39
In nineteenth-century music, separation of melody and accompaniment is still possible.
40
See Tables 4.6 and 6.1 in Appendix II, pp. 378, 383.
41
Ira J. Hirsch, 1959: ‘Auditory perception of temporal order’, The Journal of the Acoustical Society of
America, 31(6), 759; as interpreted in Rasch 1979.
42
See ‘Asynchrony’: ‘Continuous asynchrony and rubato’ in Chapter 2.a.i. ‘Studies of One Parameter’:
‘Timing’, pp. 58-59.
43
I thank Daniel Leech-Wilkinson for calling my attention to this fact when he reviewed my 2017 article
(Llorens 2017) during the process of publication.
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Cello Sonatas,44 I applied Vernon’s (1936) contemporary limit of 0.1 seconds. Similarly,
perception thresholds may vary between subjects, and even more so between amateur
and professional musicians: the latter would most likely perceive small discrepancies
as asynchronies, even if they are unnoticeable to the non-specialist listener.
Duration
The duration of smaller figures might not only have local-level, expressive effects,
within a certain grouping unit: these micro-level durations can constitute patterned
gestures that may operate as performance motives.45 I also accurately calculated the
duration of phrases, thematic groups, and sections within bigger units – up to a whole
movement –by adding the durations of corresponding beats, as previously obtained. 46
On the basis of these calculations, I created graphs that represent both absolute and
relative percentile durations,47 as well as rhythmic reductions.
Rhythmic reductions
The durations of phrases or sections within a given piece establish a series of
proportions48 which can be represented by means of musical durational figures. I
transformed phrase groupings, as perceived within a given fragment of music, into
figures corresponding to the number of bars found in each of them.49 When possible, I
divided the values by a common denominator. According to the sequence obtained, I
equated a given unit – of a fixed number of bars – to a particular rhythmic symbol. In
select examples across this dissertation,50 the crotchet symbolises units of either four
(Chapter 4) or two (Chapter 5) bars. As a consequence, in Chapter 4, eight-bar units
are represented by minims, while in the following chapter these figures correspond to
semibreves. Equally, in Chapter 4, a quaver typifies a group of two bars or a single bar.
When I converted all of the phrase groupings into rhythmic notation, structural
44

I carried out those analyses using higher perception thresholds as well. Meaningfully, my conclusions
after the interpretation of the data were not significantly different from those that I reached when I applied a
perception threshold of 0.1s. See also ibid.
45
Section b.ii below, ‘Kohonen Networks and SOM-Ward Clustering’, pp. 111-13, explains the relevant
analytical methods. I do not do it here because it is germane to dynamics too. For a discussion of the
theoretical paradigm behind these ideas, see ‘Performance motives’ in Chapter 2.a.ii. ‘Studies of Multiple
Parameters’, pp. 73-74.
46
In Sonic Visualiser and according to a consistent formal subdivision of the movement.
47
See Chapter 2, ‘Representations’, Section e.iv. ‘Spectrograms’, pp. 97-98.
48
As discussed in Chapter 2 (‘Proportional tempo’ in Section a.i. ‘Studies of One Parameter’: ‘Timing’), we
tend to perceive proportions in relation to duration, instead as to tempo; see p. 54-55.
49
Various methods for rhythmic reduction have been presented, notably since Carl Schachter’s
contributions to The Music Forum (Schachter 1976, 1980, 1987). Rothstein 1989 offers further examples.
See Rink 2002 for the model on the basis of which I designed these analyses.
50
See the analysis of Op. 99ii-C/H(36) and Op. 38iii-F/B in Chapters 4 and 5 respectively, pp. 157-62,
192-98, as well as corresponding Figures 4.28 and 5.20, pp. 324, 343.
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proportions emerged, as the diverse phrases of a musical piece set up a rhythmic
profile that accounts for the higher-order organisation of the piece.
In Part II, I employ this method not only with reference to the phrase structure as
observed in Brahms’s scores, but also, and more interestingly, regarding performers’
potential structural strategies.51 In relevant cases, rhythmic reduction facilitates
comprehension of ways in which small-scale features might stimulate understanding of
musical sounds as having broader formal implications.
Dynamics
The starting point for the extraction of dynamic values (in dB) in musical tracks is
accurate tapping information.52 Subsequently, it is necessary to create a Smoothed
Power pane in Sonic Visualiser53 and to export data as a .txt file. This provides
dynamic information for countless successive moments in the recording. In order to
know exact values for each of the tappings previously determined, I employed a Dyn-amatic tool.54 By inserting pertinent tapping and loudness values, the application
generates new data, organised in columns, that connect precise tappings with
corresponding dynamic values.
However, such values must be interpreted with caution, as it is not possible to
differentiate individual parts.55 As a result, they are inevitably obtained and understood
as if the cello and the piano operated as a single instrument.56 New tools are still
necessary to analyse each musician’s strategies separately,57 as that would yield more
meaningful results for the study of the interaction or ‘dialogue’ between performers and
the topical idea of ‘togetherness’ in chamber music.58 In any case, this does not
completely override the significance of dynamic data in the analysis of musical
performances. In any case, and despite these limitations, robust conclusions can be

51

Specifically, Casals and Horszowski’s use of asynchrony in the second movement of Brahms’s second
Cello Sonata, and Fournier and Backhaus’s articulation techniques in the finale of Op. 38.
52
As explained above on pp. 104-5 and for the preferred measurement unit.
53
Transform / Power Curve: Smoothed Power. See note 33 above, p. 105, for a discussion of smoothing.
54
Also developed for the CHARM project, http://www.mazurka.org.uk/software/online/dynamatic/.
55
In Sonic Visualiser or any other computer software of which I am aware: see Section B. ‘The Project’ in
the Introduction, p. 12.
56
As a result, dynamic graphs, including Figure 4.22 (p. 319), are somewhat artificial.
57
As discussed above, a separation between performers’ timing procedures is feasible by measuring
asynchronies between parts in the spectrograms in question. However, in these representations, dynamics
are symbolised by colours, and, thus, their mathematical measurement is precarious.
58
See Chapter 6 for an exploration of some narrative-like approaches to the first movements of Brahms’s
Cello Sonatas, and Llorens 2017 for a discussion of how the notion of musical organicism has customarily
infused conceptions of chamber playing, especially from the late- conceptual rise of composers above
performers; see the Introduction, Section A.ii. ‘The “Work Concept” and the Notion of Authorship’, pp. 2-5.
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drawn from dynamic fluctuations in some of the movements in Brahms’s Cello
Sonatas.59
Timbre
Timbre is one of the more elusive concepts in music.60 Personal impressions are
unavoidable when it comes to analysing it,61 and, thus, consistency and
contextualisation are critical in such an endeavour.
Nevertheless, objective timbral analysis is possible to a certain extent with the help
of spectrographic imaging.62 Spectrograms provide information regarding both strong
and weak areas of the harmonic spectrum and vibrato in vocal or fretted string parts.
Some of these elements are quantifiable, for instance speed and amplitude of vibrato
oscillations.63 On other occasions, it is necessary to resort to comparison between
passages to extract any meaning from the obtained data, as is the case with the
prominence of overtones.64
Articulation
Like timbre, the evaluation of articulation is principally qualitative and based on the
spectrogram. In Chapter 5, however, I endeavour to approach the analysis of
articulation from a more quantitative perspective. To compare articulation techniques in
a consistent manner, I determined three broad categories:65
1) legato (or alla corda)
2) long staccato (or détaché)
3) sharp staccato (or spiccato in string playing)
I distinguished them according to the initial emphasis (or accentuation) and the relative
sustaining of the partials in each note. I considered legato articulation to be produced
when the spectrographic image shows that the upper partials are maintained for over
95% of the total duration of the beat in the case of the cello, and over 90% in the piano
(Figure 3.2, p. 298). These divergent criteria for each instrument reflect the more
59

As illustrated in Chapters 4 and 5.
It is possible that it has traditionally been overlooked in music studies because it is so difficult to
quantify. For further discussion, see Chapter 2.a.i. ‘Studies of One Parameter’: ‘Timbre’, pp. 61-65, as well
as p. 53.
61
As shown in Chapters 5 and, especially, 6.
62
See Chapter 2.e. ‘Representations’: iv. ‘Spectrograms’, pp. 97-98.
63
Vibrato frequency can be calculated by dividing the number of fluctuations in a given segment by the
duration of that segment (in minutes).
64
In Figure 6.21, p. 363, for instance, several timbral intensity levels can be discerned in succession,
affording narrative understanding at the end of Op. 99i-DP/B. See detailed discussion in Chapter 6.c.
‘Conflict, Resolution, and Ending’, pp. 236-37.
65
For definitions, see ‘Articulation types and bow strokes’ in Chapter 2.a.i. ‘Studies of One Parameter’:
‘Articulation’, p. 67-68.
60
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percussive nature of the piano. In a long staccato articulation, partials are sustained for
over 75% (or 70%) of the note (Figure 3.3, p. 298), whereas short staccato occurs
when below those values (Figure 3.4, p. 299). After classifying each crotchet by
articulation type, comparison can be facilitated through the use of a table aligning
analogous phrases within a given piece (Tables 5.3 and 5.4, p. 380).
Portamentos66 in the cello can be measured quantitatively in their corresponding
spectrograms, as is shown in Chapter 6 (especially Figures 6.5, 6.7, and 6.17b, pp.
351, 353, and 361).
Intonation
Taking Johnson’s study of string quartet playing as a point of departure (Johnson
2004), in Chapter 6 I train a method to measure intonation divergences between the
cello and the piano. As a case study to test its adequacy, I chose Casals and
Horszowski’s recording of the first movement of Brahms’s F major Cello Sonata
because, in it, the cellist’s flat intonation – with respect to the piano – is easily
perceivable.
To establish the fundamental F frequency of the movement, I measured the first
notes in the piano, which spread out the tonic chord. By selecting the spectrogram
pane in Sonic Visualiser and then placing the cursor on any point of the image, precise
information about position and frequency deviation (in both Hz and cents) appears on
the right-hand corner of the screen. The frequency of the central A467 – in the piano –
was 446 Hz.68 I calculated the average frequency of each note in the cello in a similar
way and converted Hz values into cents by using a cents-to-Hz conversion chart (Table
3.1, p. 366).69 In this way, I calculated the deviation of Casals’ line with respect to the
piano (Table 6.2, p. 368). At the end of the analysis, I reached the conclusion that
Casals’ intonation procedures operate in accordance with the two musicians’
microtiming strategies.
It should be noted that it is particularly difficult to distinguish between ‘rolling’ and
‘arm’ vibrato70 without seeing the performer play. To that aim, in the analyses in which I

66

See ‘Slides’ in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Articulation’, esp. pp. 65-66 (incl. note 82), for
an explanation of the terminology employed.
67
References to the tones of the scale follow the procedure of assigning index 4 to middle C (Figure 3.5,
p. 299).
68
Its bin frequency oscillates between 440 and 452 Hz.
69

The mathematical equation
can also be employed. In it, n refers to the number of cents
between to tones, and a and b to the frequencies (in Hz) of the two tones, the distance (in cents) between
which is to be calculated.
70
See ‘Intonation and vibrato’ in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Intonation’, p. 69, for
definitions of the two main vibrato techniques.
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considered vibrato to be structurally meaningful,71 I aurally established which
frequency, i.e. either the medial or the highest of each oscillation, I perceived to be the
base of the oscillation. Spectrographic images too are helpful: in ‘arm’ vibrato, the crest
of the wave is marked in brighter colours than the ‘sea level’ and the trough, especially
in the upper partials (Figure 3.6b, p. 300); in ‘rolling’ vibrato, the contrasts between the
various parts of the wave are not so clear (Figure 3.6a, p. 300).
b.ii. Kohonen Networks and SOM-Ward Clustering
As explored in Chapter 2,72 it is plausible that performers may use timing and dynamic
profiles in ways that resemble the emergence of melodic, rhythmic, and/or harmonic
motives throughout a given piece, potentially endowing them with expressive and/or
structural attributes (Rink et al. 2011; Spiro et al. 2007, 2010). I used a self-organising
map (SOM) tool73 in order to determine which general patterns emerge in the
recordings analysed, in which places they surface, and which of them have greater
prominence across the renditions.
To upload data compatible with the software, I converted raw beat duration and
dynamic data74 into percentage values (timing) or raw variation (dynamics) within a
given grouping unit (Tables 3.2 and 3.3, p. 368). In the analyses of performances of
Brahms’s Op. 38iii (Chapter 5) and Op. 99ii (Chapter 4), I took the bar as the grouping
unit, as, in both movements, a varying number of bars – even and odd – constitute the
musical phrases. In other words, a bigger grouping unit would not agree with the
sectional subdivision of the movements. Within bars, I trained several groupings: of
either four quavers or eight semiquavers in Op. 99ii, which is an Adagio affettuoso in 
time,75 and of four crotchets in Op. 38iii, a



Allegro with internal triplet or double

figuration.76 Subsequently, I uploaded those proportional values to Viscovery® SOMine.
I carried out the analyses by considering either one recording at a time (‘close’
analysis) or all of the renditions of each movement together (‘distant’ analysis).77 I

71

Esp. Op. 38i-G/G, M/L; Op. 38iii-R/S, M/P, F/B; and Op. 99i-C/H(36), F/B, P/R(66), DP/B, M/A, G/Gu.
In Chapter 2.a.ii. ‘Studies of Multiple Parameters’: ‘Performance motives’, pp. 73-74.
73
Also called Kohonen network. Widmer et al. 2003 apply a comparable method, although they do not
specify any software.
74
Obtained in Sonic Visualiser. See above.
75
In the analyses of the recordings of Brahms’s Op. 99ii (Chapter 4), I discarded bar 71 because it is the
only one that consists of a single minim and thus the idea of an eight-semiquaver pattern is not pertinent.
76
I also considered divisions into two minims, yet the results that I obtained were not as meaningful as
those with four crotchets.
77
This mirrors Nicholas Cook’s distinction between close listening, defined as the ‘intensive analysis of at
most a handful of recordings’, and distant listening, a ‘comparative style analysis’ among an increased
number of materials (Cook 2013: 142).
72
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applied three specific precision filters separately, namely 500 and 1000 nodes in
normal mode, and 2000 nodes in accurate mode.
The method necessarily involves subjectivity on the part of analysts, as they
choose the measurement units, the precision applied, and the number of recordings
analysed at a time, from one to the whole group. However, the degree of coherence
across the obtained results is so notable that it compensates for the possible flaws of
the method. The various degrees of precision do not directly correlate with the number
of patterns detected. That is, a low precision level does not necessarily generate fewer
patterns than a more accurate one. Even more importantly, the various patterns that
emerge when all of the recordings are analysed together are general types under
which the more specific outlines detected separately in each rendition can be
classified. Besides, the sequences in which the diverse patterns appear are always
consistent with one another, regardless of the degree of precision employed and the
number of recordings analysed. In the analyses in Chapter 4 and 5, then, the
application of each of the three degrees of precision and of close vs. distant listening
does not depend on the aim of the analysis, i.e. on the ‘suitability’ or ‘appropriateness’
of the results that they produce. Rather, it depends on the clarity with which those
results may come to light in each instance, as I reached similar conclusions in all
cases.
Finally, the software builds the SOM-Ward map using input examples in the
‘training’ phase of the analysis, determining ‘group patterns according to (dis)similarity’
(Spiro et al. 2010). Information regarding the frequency of appearance of patterns and
the internal relative duration/loudness of beats is obtained at the end of this process
(Table 3.4, p. 369). I represent the obtained data in the form of bar graphs (Figure 3.7,
p. 301).78
Distribution of patterns
In the second, ‘mapping’ phase of the procedure, the software classifies the patterns
that emerge in each particular rendition according to those established in phase 1. In
other words, the software analyses vast amounts of data and reduces them to a limited
number of general profiles, both within a given performance and among various
interpretations. In the case of the analysis of several recorded performances of a single
piece (‘distant’ analysis), the software allocates patterns common to all of them
separately in every single recording during the ‘mapping’ stage. Conversely, when
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See Figures 4.6, 4.7, 4.12, 4.13, 4.17, 4.19, 4.22, 4.25, 5.2a, 5.4a, 5.8.
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recordings are analysed one at a time, input data match in both phases. In this way,
the cluster software determines the patterns’ distribution throughout the performance(s)
in question.79 I offer the data in the form of tables (Tables 3.5 and 3.6, p. 370, and
corresponding Figures 3.8 and 3.9, p. 302).
Percentage of appearance
On some occasions, pattern analysis across phrases or sections within a given
rendition, rather than throughout the performance as a whole, is highly informative. In
Chapter 5, I group performance motives according to the formal division of the piece,
as discovered in the score (Figure 5.1, p. 327). In this way, I calculated their frequency
of appearance within smaller formal units (Figures 5.2b, 5.4b, 5.13, pp. 328, 330, and
334). As an example, bar-long dynamic patterns (‘D’)80 across the first subject in
Meneses and Pires’ recording of Brahms’s Op. 38iii (M/P), emerge as follow: D3 M/P81 –
D3M/P – D1M/P – D1M/P – D1M/P – D1M/P – D2M/P – D1M/P – D3M/P – D3M/P – D1M/P – D2M/P –
D2M/P – D1M/P – D2M/P. In these fifteen bars, D1M/P appears on seven occasions, which
amounts to 46.67% of the total; dynamic fluctuations conform to D2M/P in four bars
(36.67%); and to D3M/P in the remaining four (36.67%). For its part, dynamic pattern
D4M/P does not surface at all in the first subject (Figure 5.13, p. 337).82
b.iii. Aural Analysis
As the analyses in Part II aim to show, aural checking is crucial in any analytical
endeavour, most especially in the evaluation of timbre and articulation. However,
traditional analysis has been primarily focused on musical scores, and, even in many
studies in the performance field, there is a certain tendency to trust tempo and dynamic
data almost blindly and above any other consideration.
In order to give aural analysis a place among analytical techniques in Part II, I
employed it along with score-based and performance-based, quantitative methods. I
used these three analytical approaches to varying degrees, and trained them both
separately and in combination. Chapter 4 starts by exploring Brahms’s score for Op.
99ii. As it progresses, timing and dynamic data acquire enhanced importance. At times,
however, the apparent objectivity of those data is questioned, as analytical results do
not always coincide with the aural impression produced by a particular rendition.
79

See Figures 4.13, 4.16, 4.24, 4.26, 4.27, 4.30.9, 4.30.11, 5.2, 5.4, 5.19, 5.13, 5.17, 5.21.2.
Grouping unit: bar; internal division into four crotchets; patterns determined for Op. 38iii-M/P only;
precision: 2000 nodes in accurate mode (Figure 5.13, p. 337).
81
Throughout this dissertation, performative patterns obtained in one recording exclusively are labelled
with the recording’s abbreviation as subscript; see the List of Abbreviations.
82
See relevant analysis in Chapter 5.b.iii. ‘Freedom of Character and Changing Structural Roles: M/P
(2013)’, pp. 189-94.
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Chapter 5 also starts by commenting on Brahms’s score for the finale of his Cello
Sonata No. 1, and yet it takes a step forward by incorporating timbre and articulation
among the group of parameters considered for analysis.83 The culmination of this
process is shown in Chapter 6, which demonstrates the degree to which aural analysis
too can be musically meaningful: that is, it might be ‘instructive in identifying nuanced
but clearly audible individual differences that may “disappear” once … numericalstatistical’ analysis is employed (Fabian 2015: 15). Thus, in the final chapter of the
dissertation the discussion primarily emerges from my own intuitions as a musician,
later gaining theoretical and quantitative validation.

c. Representations
Whereas Chapter 2 explains how the various graphs and figures in this dissertation
should be interpreted,84 the ensuing discussion focuses on the techniques that I used
to obtain them. Given that these graphs can sometimes be created by activating just
one or two functions in specific software, the explanations may be very succinct.
c.i. Tempo and Dynamic Curves
I generated them in Microsoft Excel by uploading data files obtained in Sonic
Visualiser.85
c.ii. Arch and Hierarchical Correlation Plots
I generated the triangles computationally using the application that Craig Sapp
developed for the Mazurka Project at the AHRC Research Centre for the History and
Analysis of Recorded Music (CHARM).86 In Sapp’s own words, the program correlates
the tempo [or dynamic] data from the plots … against prototype arches at all time
scales’ (Sapp 2011: 39). Taking phrase-arch theory as a point of departure,87 the
software analyses variations in these parameters in order to determine their influence
as sectional markers. The correlation scale ranges from -1 to +1, and smoothing levels
vary more between 0.5 in Chapter 4 and 0.1 in Chapters 5 and 6.88
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In Chapter 4, I discuss them in relation to specific recordings only, as in Op. 99ii-S/S; see pp. 162-65.
Section Chapter 2.e. ‘Representations’, pp. 93-99.
85
As explained in Section b.i above, ‘Collection of Data’, pp. 104-5, 108-9.
86
It is available at http://www.mazurka.org.uk/software/online/scape/
87
See Chapter 2.a.ii. ‘Studies of Multiple Parameters’: ‘Groupings and phrase-arch theory’, pp. 70-72.
88
See note 33 above, p. 105, for a discussion of the analytical pertinence of smoothed values.
84
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c.iii. Relative Duration of Phrases, Subsections, and Sections within a Single
Recorded Movement
In graphs that represent absolute durations (Appendix IX), one second corresponds to
0.12cm along the horizontal axis, which stands for the progress of time. It is apparent
that some performances are longer than others, and that the duration of the exposition
– and of the phrases and subsections within it – is not invariable. In those graphs that
illustrate relative percentile durations, in both performances and scores (Appendix
VIII),89 I took a fixed segment – of 25.5cm – to symbolise the total duration of the
section or movement in question, whereas the varying internal lengths represent the
changing proportions of the constituent elements.90 I included the score as a
hypothetically steady performance to evaluate whether the various phrases are
comparatively shortened or lengthened in the renditions analysed. Therefore, to
represent the ‘score’ I took the tempo as constant and assumed (heuristically) that the
bars last uniformly. Thus, I calculated their relative length by dividing the 25.5cm by the
number of bars in the piece: 280 in Op. 38iii.91 Additionally, to compare this and the
studied recordings visually, I calculated the percent duration of each smaller section
within the large-scale unit being analysed and then applied it to the 25.5cm to obtain
corresponding segments for each rendition (Table 5.5, p. 382).92
At a broader structural level, in Chapter 6 I explore the proportional durational
weight of the various movements, as performed, within the two Cello Sonatas (Table
6.4, p. 385) as well as those of the (non-) repeat(s) of the exposition section within their
first movements (Table 6.5, p. 386).
c.iv. Spectrograms
I obtained them in Sonic Visualiser by activating the Spectrogram panel and changing
settings to dBV^2 scale.
c.v. Motion and Intensity
I generated the graphs that aim to represent the ultimate sense of motion and intensity
that the select recordings yield – at least to me – by combining in Microsoft Paint:
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And corresponding Figures 5.3, 5.5, and 5.14.
The quantifications of performances should be interpreted as durational abstractions and not
representations of the performances themselves.
91
Plus the final bar.
92
Table 5.5 offers calculations for the development section in Op. 38iii as recorded in M/P, and Table 4.5
(p. 377) for the various phrases in Op. 99ii, in both the recordings and the score.
90
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schemes of the various sections, subsections, and phrases of the various
movements, as discovered in the scores.93



tempo and dynamic curves



charts in bar form for the performance gestures, and their distribution.

Similarly, I used the program to insert arches, vectors, charts, legends, and other
symbols.
***
In the analyses in Part II, I employ all of these methods in order to examine a group of
audio sources from various angles. When necessary, I refer to explanations in this
chapter and specify my measurement and differentiation criteria when relevant.
However, on most occasions references are not necessary, especially regarding data
collection techniques and the design of visual representations. In fact, I intend the
discussion in Chapters 4-6 to go beyond the mere application of analytical methods for
the analysis of recordings, showing how a number of tools and theories can be
combined to produce a meaningful analytical and discursive result.
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Created in Prezi®.

TRANSITION

Music theorists utilise supposedly precise and systematic tools for the technical
analysis of musical works. Yet, in terms of musical effectiveness, or even musical
sense, their structural interpretations of composers’ scores may be no more definitive
or absolute than those of performers’. In fact, the majority of those who have recourse
to notions of movement, diachronicity, energy or narrativity have not (or at least not
always) considered that practice is necessary for music to sound and materialise
across time.1 For their part, most analysts of musical performance have tended to focus
on specific parameters, repertoires, approaches, performance strategies, analytical
methods or epochs, and, as a consequence, have not offered comprehensive accounts
of the emergence of musical structures through performance,2 in the sense of both
performers projecting their understandings of any given piece, and listeners’ inferring
those interpretations, as triggered by the sound that musicians create.3
In this context, the analyses in Chapter 4-6 attempt to conglomerate the theories,
experiments, approaches, parameters, studies and methods discussed in Part I in an
attempt to gain a more global understanding of the strategies that performers may use
to project their – structural – understandings of musical works, which, in turn may incite
varied – structural – responses from listeners. Given the space and time limitations of
any doctoral project, the analyses are restricted to a particular repertoire, Brahms’s
Sonatas for Cello and Piano, a constraint that I aspire to compensate for by analysing
recordings that cover almost eighty years.

1

As explored in Chapter 1.
Chapter 2.
3
Rink 2015 is an exception, yet the study is reduced to the examination of a small number of recordings of
Chopin’s Prelude in B minor, Op. 28 No. 6.
2

117

a. Brahms’s Sonatas for Cello and Piano
a.i. Context
Compositional Process
Brahms’s Cello Sonatas, Opp. 38 and 99, continued a chamber tradition established
and indeed epitomised by Beethoven’s five Sonatas for Piano and Cello. I shall show
that their compositional processes were inextricably tied to their performative practice,
and, thus, their recorded renditions also continue a chain that started with their first
performances (Tables II.1 and II.2, p. 371).
Besides the more or less evident similarities with their predecessors and potential
models,4 Brahms’s two Cello Sonatas bear witness to an increasing interest in chamber
music throughout the second half of the nineteenth century in the German-speaking
domain (Salvetti 2005: 9),5 as well as to a greater exploitation of the technical and
expressive resources of both instruments, and of the cello beyond an accompaniment
role.6 The tremolos in the first movement of the F major Sonata (1886) produce a most
remarkable and novel impression, along with other singular colouristic effects.
Extremes of register are expanded with respect to the E minor Sonata (1862-65),7 a
work that stays closer to Schubert’s lyricism and conception of sonata form (Brodbeck
1999; Webster 1978, 1979) and makes use of Bachian counterpoint in its finale.8 Even
if the second movement of Op. 99 might have been first conceived as part of the E

4

Evident similarities with Beethoven’s Sonatas for Piano and Cello :
 the insertion of a true Adagio in Beethoven’s Sonata No. 3, Op. 69, and in Brahms’s Op. 99
 the opening of Brahms’s Op. 38 and Beethoven’s Op. 69 with a p dolce in the cello
 the use of a fugal movement in four parts in Beethoven’s Op. 102 No. 2 and Brahms’s Op. 38.
Comparison has also been drawn between Brahms’s first and Carl Reinecke’s second Cello Sonatas
(Salvetti 2005: 14), as well as between Brahms’s F major Cello Sonata and Bruckner’s String Quintet,
especially in relation to the pervasiveness of semitone relations and the inclusion of a movement in the
Neapolitan major (Notley 1992: esp. 140; 2007a).
5
While in the 1860s the status of chamber music was somehow marginal, in ‘the mid-1880s [it] no longer
occupied [a] peripheral position’ (Notley 1992: 4). In fact, it gained renewed force thanks to the efforts of
Brahms and his close acquaintances, the Brahms-Kreis: the Hellmesberger Quartet, Eduard Hanslick,
Theodor Billroth, the Herzogenbergs, Clara Schumann, Josef Joachim and his quartet, including cellist
Robert Hausmann, among others. Brahms’s chamber output is made up of twenty-four complete works,
from the Piano Trio, Op. 8 (1854) to the Clarinet Sonatas, Op. 120 (1894). This corpus ‘is arguably the
greatest after Beethoven’ (Frisch 2001).
6
Note that, in the case of Brahms’s, the F Major Sonata is for ‘Cello and Piano’, whereas on Beethoven’s
title pages the piano is invariably named before the cello.
7
Other chamber works of Brahms’s ‘first maturity’ include the Piano Quartets Opp. 25 and 26, the Piano
Quintet Op. 34, the String Sextet Op. 36, and the Horn Trio Op. 40. In the 1880s, Brahms’s attention
seems to have turned ‘the particular compositional possibilities offered by stringed instruments with piano’
(Notley 1992: 9), producing the Violin Sonatas Nos. 2 and 3, Opp. 100 and 108, as well as the Piano Trio
No. 3, Op. 101.
8
As mentioned in note 4 above, this connects the sonata with Beethoven’s fifth Cello Sonata in D major,
Op. 102 No. 2. The theme of Brahms’s finale emulates that of Contrapuntus 13 from Bach’s Art of Fugue
(Klenz 1973, Kross 1999). See the start of Chapter 5, p. 171.
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minor composition,9 its emotional depth evidences the importance that the Adagio
acquired throughout the century until it became ‘an elevated genre unto itself’ (Notley
2007b: 172).10 In the F major work, Brahms ultimately experimented with ‘a new kind of
writing, in terms not only of sonata style, but also of the treatment of the cello-piano
medium’ (Notley 1992: 171),11 as Eduard Hanslick’s emphasis on the emotional effect
of its ‘string contrasts’ (Hanslick 1990: 146) shows.12
Brahms and Musical Form
Brahms’s handling of musical form has been the subject matter of extensive scholarly
discussion. His use of traditional formal models, especially that of the sonata, has been
claimed to ground him ‘firmly in the Classical tradition’ (Pascall 1972: 92). His thorough
study of Classical and Baroque masters, especially Bach,13 attests to his admiration for
the works of the past,14 and even during his lifetime, his devotion to the composition of
chamber music was used to place him against the ‘progressive’ tendencies of the socalled New German School.15

9

It has been suggested that the second movement of Brahms’s Op. 99 was first conceived as part of Op.
38. Reasons that have been put forward include:
 a letter from Clara Schumann to Hermann Levi, dated 7 December 1886, where she exclaims:
‘What a crime! Cello and no Adagio’ (Salvetti 2005: 28)
 the fact that the autograph for the Adagio affettuoso is almost wholly devoid of corrections, while
they are pervasive in the rest of the manuscript (Notley 1992: ch. 5)
 the motivic affinity between the movement and the E minor Sonata (Ulrichs 1996)
 the movement’s stylistic similarities with Brahms’s works of the 1860s and Schubert’s String
Quintet (Salvetti 2005: 29).
Max Kalbeck is believed to have been the first to speculate about a compositional connection between
the two cello sonatas. Other scholars, such as Margaret Notley, have taken this claim further, supporting it
on the basis of the corrections visible in the composer’s autograph for his second cello sonata (see p. 128
below) and the tonal and motivic relations established across the two works (see Notley 1994).
Nevertheless, the stylistic differences between the two sonatas and the distinctive techniques and
compositional resources that Brahms employed in each of them weaken this claim. Wiesenfeldt 2006: esp.
209-15 offers a summary of the diverging stances.
10
For a more detailed exploration of the topic, see Notley 1999.
11
In fact, the F major Sonata’s originality was perceived very soon. Richard Heuberger wrote that the
‘treatment of the cello is new and singular; I prefer it fundamentally over the way Beethoven uses such
individual stringed instruments with the piano. In the last movement, an exceedingly original mixture of
timbres’. See Richard Heuberger, 1976: Erinnerungen an Johannes Brahms. Tagebuchnotizen aus den
Jahren 1875 bis 1897, rev. edn. Kurt Horfan (Tutzing: Hans Schneider), 156; as translated in Notley 1992:
217.
12
The original German text appeared in Eduard Hanslick (1889): ‘Musikalisches und Litterarisches:
Kritiken, und Schilderungen’, Die Moderne Oper (Berlin), 149-56.
13
See Pascall 2013 for an extended study of the influence that the Baroque models of the sarabande and
the gavotte exerted on Brahms’s own musical production.
14
Curiously enough, Brahms’s appreciation of his predecessors was not restricted to the field of music, as
he had a high regard for the ‘coolly Classical’ paintings of his friend Anselm Feuerbach (Bozarth 2001).
15
Its major musical representatives were Wagner (with his dramas) and Liszt (with the symphonic poems).
The choice of different genres, namely chamber and operatic or programmatic music, was seen as
respectively embodying the opposite tendencies of musical conservatism and progressivism. See
Dahlhaus 1974, 1989 for a thorough exploration of the relationship between aesthetics and politics in the
late nineteenth century in German-speaking countries.
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At the same time, his treatment of musical form has also been characterised as
ambiguous or ‘ambivalent’ (Smith 2012: 278). Using Brahms’s Opp. 24, 60, 98, and
118 No. 116 as examples, Jonathan Dunsby states that ‘Brahms sometimes
experiments with radical, or as Schoenberg says,17 progressive manipulations of
musical relationships’, in this way producing functional ambiguity ‘at some level of the
structure’ (Dunsby 1981: 108, 1). Along the same lines, David Epstein affirms that
‘[p]erhaps no composer of the period so reveled in the structural possibilities of
ambiguity as did Brahms’ (Epstein 1979: 168). He achieved this by avoiding ‘clear-cut
structural downbeats’, which in turn creates the ‘sense of forward motion’ so typical of
his music (: 169). Special emphasis has been laid on the formal ambiguity inherent to
the composer’s handling of sonata form,18 as well as on the textural and/or rhythmic
uncertainty of some of his works.19 Ambiguity in Brahms has also been related both to
the creation of conflict and musical meaning (McClelland 2004), and to a sense of
discontinuity (2007) that seems to work against the ‘organicism’ on the basis of which
some criticised Brahms as ‘conservative’.20
a.ii. Their Structural Organisation(s)
Brahms’s Cello Sonatas, Opp. 38 and 99, are no exception in the above respect: upon
analysis of the score, they feature moments of ambiguity, which, in turn, may open up
an even broader range of interpretive options to performers. For instance, the finale of
Op. 38 combines procedures typical of both sonata and fugue procedures. As in other
works,21 ‘[a]s Brahms confronts fugal procedures with conventions of Classical phrase

16

Brahms’s Op. 24: Haendel Variations; Op. 60: Piano Quartet in C minor; Op. 98: Symphony No. 4 in E
minor; and Op. 118 No. 1: Intermezzo for Piano in A minor.
17
Dunsby refers to Schoenberg’s 1933 lecture ‘Brahms the Progressive’, which was published in 1941 in
the form of an essay; see an English translation in Schoenberg 1941 [1975].
18
See Pascall 1972, Smith 1992, 2012, Webster 1990.
19
See Arnone 2006 for a study of textural ambiguity in Brahms’s writing for piano, and Smith 2006 for an
analysis of metrically and harmonically bivalent passages from the Piano Quartet in C minor, Op. 60, the
Double Concerto in A minor, Op. 102, the Clarinet Trio in A minor, Op. 114, the String Quintet No. 2 in G
minor, Op. 111, and the Rhapsody in B minor, Op 79 No.1.
20
For instance, David Brodbeck speaks of Brahms’s ‘conservative outer forms’ as containing ‘progressive
content’ (Brodbeck 1999: 102). Already in the first half of the twentieth century, Arnold Schoenberg
defended Brahms’s progressive tendencies against those who accused him of musical conservatism,
especially referring to Brahms’s techniques for motivic development, or ‘developing variation’, as he called
it; see Frisch 1984, Schoenberg 1941 [1975].
21
Peter H. Smith bases his contentions on an analysis Brahms’s works from the late 1850s to mid-1890s,
with which he aims to demonstrate that Brahms employed Classical and Baroque procedures throughout
his career. These works include the first Serenade in D major, Op. 11 (1858); the Trio from the Intermezzo
of the Piano Quartet No. 1 in G minor, Op. 25 (1860); the finale of the First Symphony, Op. 68 (1877); the
Songs for Contralto, Viola, and Piano, Op. 91 (1884); the Double Concerto for Violin and Cello, Op. 102
(1888); and the F minor Clarinet Sonata, Op. 120 No. 1 (1895). Strikingly, he does not mention the finale
of the E minor Cello Sonata, Op. 38 (1865).
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structure,22 he forges relationships that contribute to an overall reinvigoration of
traditional forms’, which ‘functions in the service of a progressive compositional voice’
(Smith 2001: 193, 194). In addition, the order of materials in the recapitulation is
reversed in relation to the exposition, and the restatement of the tonic is delayed until
the middle of the final section.
In the slow movement of the second Sonata, i.e. the Adagio affettuoso in F sharp
major, Brahms experimented with some traditional principles of ternary form, namely
those of contrast (between the A and B sections), repetition, recurrence (of A), and
development. The main sections are motivically related, and thus contrast is achieved
not between, but rather within them. The bridges that connect them blur their distinction
even further, and substantial deviations of A’ with respect to A weaken the recognition
of the reprise as a recurrence of the opening section. The inclusion of a coda at the
end of the piece eventually transforms the movement into a sort of hybrid of ternary
and binary forms. The result is a highly flexible ternary structure in which ambiguity
emerges at all levels.23
For its part, the first movement of Brahms’s Op. 99 casts doubt on the traditionally
closed nature of a sonata-form exposition, as the tonal plan for the movement spills
‘beyond the boundaries of the exposition proper’ (Graybill 1988a: 55). Developmental
procedures operate not only in the development section itself, but also in the
recapitulated first theme (Smith 1994); thus, the sensation of resolution is delayed. The
same occurs in Op. 38iii, although by different means. In fact, traditional ideas of
resolution and contrast in sonata form are challenged throughout the F major Allegro
vivace.24 The opening movements of both sonatas prompt a reconsideration of the
formal implications of widely accepted practices such as sectional repetition, and their
performative materialisation triggers dissociation between the notion of musical form
and that of pre-defined, abstract schemes.
a.iii. Works for Chamber Performance
Performance itself was a constant presence in Brahms’s musical life. His two Cello
Sonatas in particular typify his involvement in chamber music soirées, in both private
and public circles. Between the completion of the E minor Sonata in October 1865 and

22

Smith (2001) confronts the fugal rhetoric of subject/answer with the Viennese Classical
antecedent/consequent construction.
23
This is developed in Chapter 4.a. ‘Formal Ambiguities: Brahms’s Adagio affettuoso, Op. 99ii’, pp. 136843.
24
This is developed in Chapter 6.c. ‘Conflict, Resolution, and Ending’, pp. 231-36.
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its publication almost a year later,25 at least a couple of private performances of the
work took place. Moritz Kahnt and Hans von Bülow premièred it in October 1866 in the
Swiss city of Basel,26 and, at least in Brahms’s circles, the work was soon known and
appreciated (Salvetti 2005: 41).
According to the critic Max Kalbeck (1850-1921), it was Robert Hausmann27 who
placed the Sonata in a prominent position among the repertoire for cello and piano.28
Hausmann and Brahms played this composition at the home of the von Beckeraths29 in
Thun on 5 September 1883,30 and again in the autumn of 1884 at the home of the
Fellingers31 in Vienna.32 Kalbeck also reports that, during a visit to Mürzzuschlag in the
summer of 1884, Hausmann asked Brahms to compose a second cello sonata. The
cellist’s performance of the work with Marie Baumeyer in Vienna on 3 March 1885 33
would ultimately convince Brahms to write the Sonata Op. 99.34
In the second half of October 1886, Brahms and Hausmann played the new
Sonata at the Fellingers’ home before a small number of friends.35 Soon thereafter
Brahms started making arrangements for a public première of the Cello Sonata, 36
which took place on 24 November 1886 at the Bösendorfer-Saal in Vienna.37 The
publication of the score would follow in April 1887,38 and interpretations thereof have
abounded ever since.39
Brahms’s Sonatas for Cello and Piano, Op. 38 in E minor and Op. 99 in F major,
are especially promising cases for the study and understanding of musical structure in
and through performance. The duo medium for which Brahms’s wrote the movement
25

In June 1866 by Simrock.
Table II.1, p. 371, includes a comprehensive list of the first performances of Brahms’s E minor Sonata,
Op. 38.
27
He was the cellist in Joseph Joachim’s string quartet.
28
As recounted in Salvetti 2005: 41.
29
Rudolf von Beckerath, German organ builder, and his wife Laura.
30
Kurt Stephenson, 1979: Johannes Brahms un die Familie von Beckerath: Mit unveröfftenliched
Brahmsbriefen und den Bildern un Skizzen von Willy von Beckerath (Hamburg: Chritais Verlag), 37-38; as
cited in Notley 1992: 12.
31
Dr. Richard and Maria Fellinger.
32
Richard Fellinger, 1933: Klänge und Brahms: Erinnerungen (Berlin: Deutsche Brahms-Gessellschaft),
48; as cited in Notley 1992: 13.
33
Peter Clive (2006: 199) dates it on 7 March 1885 instead.
34
Max Kalbeck, 1913-22: Johannes Brahms (Berlin: Verlag der deutschen Brahms-Gessellschaft), vol. 4,
33; as referred in Notley 1992: 13, Salvetti 2005: 45. The composition of the second Cello Sonata followed
the success of Bruckner’s String Quintet; see Notley 1992: esp. 208, 231; 2007a: 190ff.
35
They also played the Piano Trio No. 3, Op. 101, and the new A major Violin Sonata, Op. 100; see Notley
1992: 14ff.
36
Richard Fellinger, 1933: Klänge und Brahms: Erinnerungen (Berlin: Deutsche Brahms-Gesellschaft), 51;
as referred in ibid., 16.
37
Brahms’s Opp. 101 and 108 were also premièred on this occasion. See ibid., 19-20. Table II.2, p. 371,
gives complete information about the first performances of Op. 99.
38
Ibid., 21-22.
39
See below, including note 44 on p. 123.
26
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facilitates an evaluation of chamber music performance as a phenomenon much more
complex than the mere sum of various musicians. The negotiation between the
performers is crucial, as each of them might strive to preserve his own ideas at the
same time as he adjusts to his partner’s.40 The dialogue between the instrumental parts
may be achieved both directly and indirectly and, in fact, this dialogue – or a lack
thereof – may serve formal purposes that go beyond its local effect.
The participation of a bowed string instrument and a percussive one presents an
enhanced degree of complexity that nevertheless can be analysed with the means
available nowadays,41 potentially increasing the range of musical parameters and
performers’ strategies that have been scrutinised so far. The preference for the cello as
the string instrument of the duo originates in its virtual absence in the performance
analysis literature.42 Moreover, in the repertoire for cello and piano it is not common to
encounter several recordings of the same piece by the same performer. Brahms’s
Cello Sonatas are exceptional in that respect, as it is possible to listen to more than
one rendering by the same cellist (János Starker and Gregor Piatigorsky, for instance)
or pianist (Pavel Gililov).43
On Record
The twenty performances of Brahms’s Opp. 38 and 99 that I chose for analysis are a
very small sample among the numerous recordings of these Sonatas that have been
made since the early 1930s. I have been able to find evidence of 226 recordings44 from
the electric era45 to the present (2018).
The earliest recording found is Beatrice Harrison and Gerald Moore’s of the E
minor Sonata (ca. 1930)..It seems that, at that time, it was relatively customary to
record the Sonatas separately, as the following three recordings attest.46 The first joint

40

See Goodman 2002 for a summary explanation of this phenomenon. See also her doctoral dissertation,
where she concludes that
the cello – piano duo ensemble may be characterised as more than just the sum of two individual performers, or
rather the blending of solo trends. Indeed, it is an entity that comprises a complex (and not necessarily balanced)
combination from three component strands: the cellist's individual traits, the pianist's individual traits, and the
‘ensemble’ traits per se (hence the outcome of interaction between cellist and pianist (Goodman 2000: 253).
41

The study of, for instance, a string quartet would be exceedingly complex due to the presence of four
instruments that have relatively similar timbres.
42
It also arises from my own experience as a cellist. My practical knowledge of the instrument, the
chamber cello-piano medium, and these Sonatas by Brahms is likely to yield a more musical and
comprehensive appraisal of the select recordings.
43
See Table II.3, p. 372, and, especially, Tables II.4 and II.5, p. 373-75.
44
They amount to a total of 197 recordings of Op. 38, and 185 of Op. 99, including both studio and live
recordings. See Appendix III.b for full details, pp. 390-99.
45
1925-1945.
46
By Emmanuel Feuermann and Theo van der Pas (1934), Gregor Piatigorsky and Arthur Rubinstein
(1936), and Pau Casals and Mieczysław Horszowski (1936).
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recorded performance of both Sonatas dates from 1942,47 and yet the practice of
recording them separately has been perpetuated to this day.48 Curiously enough, the
last two recordings featuring one sonata49 include the F major work, while the first
recordings tended to be devoted to the E minor composition. This can be explained by
the increasing contemporary tendency to push one’s technical limits, as the F major
Sonata poses greater difficulties for both the pianist and the cellist.50 When the earlier
recordings were compiled some years after the initial issue, record labels usually
paired Brahms’s Cello Sonatas with works by Schumann,51 Schubert,52 or Brahms
himself,53 in this way popularising the idea of a German ‘Classical’ musical lineage.54

b. Part II. ‘Development’
The analysis of musical recordings has primarily focused on performers’ handling of
tempo and dynamics.55 Equally, the repertoire studied has predominantly been limited
to solo instrumental pieces.56 This facilitates quantification57 and also dispenses with
considerations such as the relation between parts and their potential disagreements.
However, these restrictions do not do justice to the richness of musical performance,
and, as a consequence, they inevitably constrict our understanding thereof. The
analyses presented in the second part of this dissertation are intended to show how a
broadening of the scope of performance analysis is possible. This expansion is
directed not only towards the repertoire, but also towards the parameters analysed and
the methods employed.
In addition, I illustrate how performers may manipulate not only musical time
(including large-scale tempo, asynchronisations between the two instruments, and the
duration of smaller temporal units within longer groups), dynamics, and timbre (i.e. the
presence and salience of overtones), but also articulation, glissando/portamento,

47

By Tibor de Machula and Cor de Groot.
Notably in the 1970s and 1990s.
49
By Karel Bredenhorst and Simon Callaghan (2016) and Dace Zālīte and Mārtiņš Zilberts (2017).
50
See above, p. 118.
51
Fantasiestücke, Op. 73 and the Fünf Stücke im Volkston, Op. 102.
52
‘Arpeggione’ Sonata in A minor, D. 821.
53
The arrangement of his first Violin Sonata in G major, Op. 78, ‘Regensonate’, more often.
54
As Finson argues, ‘we have a tendency to regard Brahms’s music as part of a cultural heritage
transmitted in an unbroken tradition’ (Finson 1984: 458).
55
As discussed in the Introduction, Section B.iii. ‘Analysis and/or Performance’, esp. p. 6.
56
Especially pieces for piano, although there are some exceptions such as Fabian 2015, which studies
Bach’s Sonatas and Partitas for solo violin.
57
With the computer means available. Besides, the distinction between parts is problematical. See
Chapter 3.a. ‘Software’, p. 103, and the Introduction, Section B. ‘The Project’, esp. p. 12.
48
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vibrato, and intonation in ways that may have implications for the overall construction of
motives, phrases, sections, or even the whole movements being played.
b.i. Sources
Scores
The ensuing analyses are primarily based on recordings of Brahms’s Cello Sonatas.
However, they also take into account the composer’s scores, as neglecting their
importance in any performance – especially in the Western Classical-Romantic musical
tradition – would be highly problematical.58
When preparing the first edition for the E minor Sonata, Op. 38, Simrock, the
publisher, used Brahms’s manuscript of the first movement – Allegro non troppo in E
minor – and a copy in a different hand for the remaining two movements – an Allegretto
quasi Menuetto in A minor and an Allegro in E minor. None of these sources has
nonetheless survived.59 The earliest complete score available to us is the first edition,
published in June 1866 (plate 6476). A later Urtext edition by Henle Verlag (1949)60
corrected some inconsistencies in Simrock’s edition, especially regarding hairpins and
accents:


greater uniformity of hairpins in i,61 bs. 36-37 and 197-98



greater uniformity of accents in iii, bs. 23-24 and 150-51



clearer distinction between f, sf, >, and spf



concordance between legato and espressivo marking for the cello and the
piano in i, b. 102 (Salvetti 2005: 52ff.).

Even though the earliest performers selected for analysis could not have had access to
the 1949 Henle score, I use this edition as the main printed source for the Sonata Op.
38, as discrepancies between it and the first edition are minimal and do not affect my
analyses in any significant manner.
The F major Sonata presents a different situation. Brahms’s autograph is
preserved in the Library of the Gesellschaft der Musikfreunde in Vienna.62 Like most of
Brahms’s manuscripts, it is a fair copy rather than a working draft (Notley 1992: 156). In
oblong format, it is relatively full of corrections for the first, third, and fourth movements,
58

See discussion in the Introduction to this dissertation.
Brahms systematically destroyed sketches and first drafts (Salvetti 2005). See also Notley 1992: 155,
Salvetti 2005: 52ff.
60
Sonate für Klavier und Violoncello e-moll Opus 38 (HN 18); Munich, 1949/1977.
59

61

As in the rest of the dissertation, lower-case letters refer to the movements within the Sonatas.
I thank the director of the Library of the Gesellschaft der Musikfreunde in Vienna for having granted me
access to a microfilm copy of Brahms’s manuscript (Brahms estate, shelfmark 101).
62
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whereas the text for the second movement is clean throughout.63 Brahms sent his
manuscript for the first movement, an Allegro vivace in F major, to Theodor Billroth for
him to prepare the Stitchvorlage.64 The Sonata ultimately also included an Adagio
affettuoso in F sharp major, an Allegro passionato in F minor, and an Allegro molto in F
major. It received its première on 24 November 1886, and its first printed edition
(Simrock, plate 8750) appeared five months later, in April 1887. Brahms expressed the
wish that the edition should be prepared with great care.65
I have used a later Urtext edition by Henle Verlag66 as the main printed source for
the second sonata too. It is mostly identical to the first edition, which, for its part,
presents a number of differences with respect to Brahms’s autograph, the most evident
of which are:


i, b. 112, cello part: tremolo in the ms. for f2 and c267



i, b. 166, piano part, last note of first quadruplet: g 3 in ms. is corrected to e3 in
the Urtext edition



iii, b. 61-66, chord in piano right hand: in the ms. there is a slur that is omitted
for Simrock’s edition



iv, b. 137: sost indication in ms. cancelled and rit. substituted in first edition.68

A comparison between the autograph and the Urtext edition reveals issues that acquire
greater importance in the light of the performances that will be discussed.69
Recordings
The analyses in Chapter 4-6 focus on a number of recordings of Brahms’s Sonatas for
Cello and Piano.70 The earliest of them – by Emmanuel Feuermann and Theo van der

63

This is why it has been suggested that the second movement was composed at the same time as Op.
38. See ‘Compositional Process’ in Section i above, ‘Context’, pp. 120-21.
64
Or printer’s copy. According to Brahms’s letter to Billroth on 8 August 1886, and the latter’s reply to the
composer ten days later. Both are compiled in Theodor Billroth, 1935: Billroth und Brahms Briefweschel,
ed. Otto Gottlieb-Billroth (Berlin and Vienna: Urban & Schwarzenberg), 396; as declared in Notley 1992:
157.
65
Brahms’s letter to Simrock on 23 January 1887, in Johannes Brahms, 1919: Johannes Brahms Briefe an
Fritz Simrock, ed. Max Kalbeck (Berlin: Verlag der deutschen Brahms-Gessellschaft), 3, 140; as quoted in
ibid., 21-22.
66
Sonate für Klavier und Violoncello F-dur Opus 99 (HN 1135); Munich, 1949/1977.
67

I believe this discrepancy is due to contemporary notational conventions. See Figure 3.5 for octave
indexes.
68
See Salvetti 2005: 60ff.
69
See relevant discussion in Chapter 6.b. ‘The Nucleus of the Sonata-Form Movement and the Crux in
Op. 99i’, esp. pp. 223-25.
70
See Chapter 3, pp. 101-103 for considerations regarding the limitations and possibilities that recordings
pose in their analysis.
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Pas – dates from 1934, and the latest – by Antonio Meneses and Maria João Pires –
was recorded in 2013. They amount to twenty in total:71


Emmanuel Feuermann and Theo van der Pas. Columbia Masterworks (1934)
[E minor Sonata]



Pau Casals and Mieczysław Horszowski. HMV (1936) [F major Sonata]72



Gregor Piatigorsky and Arthur Rubinstein. HMV (1936) [E minor Sonata]



Gregor Piatigorsky and Reginald Stewart. Music & Arts (1947) [E minor
Sonata]



János Starker and Abba Bogin. Period Records (1951)



Pierre Fournier and Wilhelm Backhaus. Decca (1955)



Pau Casals and Mieczysław Horszowski. Live recording (1958) [E minor
Sonata]



János Starker and György Sebȍk. Speaker Corners/Mercury Records (1964)



Gregor Piatigorsky and Arthur Rubinstein. RCA Red Seal (1966)



Jacqueline du Pré and Daniel Barenboim. Angel Records (1968)



Mstislav Rostropovich and Rudolf Serkin. Deutsche Grammophon (1983)



Truls Mørk and Juhani Lagerspetz. Virgin Classics (1988)



Yo-Yo Ma and Emmanuel Ax. Sony Classical (1991)



Karine Georgian and Pavel Gililov. Biddulph Recordings (1994)



Mischa Maisky and Pavel Gililov. Deutsche Grammophon (1998)



Anne Gastinel and François Frédéric Guy. Naïve (1999)



Boris Pergamenschikow and Lars Vogt. EMI Classics (2003)



Steven Isserlis and Stephen Hough. Hyperion (2005)



Sol Gabetta and Hélène Grimaud. Deutsche Grammophon (2012) [E minor
Sonata]



António Meneses and Maria João Pires. Deutsche Grammophon (2013) [E
minor Sonata]

This selection offers a broad, though not comprehensive, spectrum of renditions of
Brahms’s Cello Sonatas. Although sometimes I discuss renditions by the same
performer(s), overall I decided to include a variety of recordings with a view to

71

See Table II.3, p. 372, for further details of these recordings. Appendix III.a specifies their contents,
titles, recording dates, producers, and recording engineers, among other details. If an entry in the following
list does not specify any of the Sonatas between square brackets, it means that the performers recorded
both of them on that occasion.
72
I have worked with the 2001 reissue and the original 78rpm from 1936. For full details, see Appendix
III.a. ‘Recordings Analysed’.
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achieving multiplicity and balance regarding periods, performance schools,73 individual
styles, recording techniques, performers’ origins, their ages at the time of recording,
stable or temporal collaborations between musicians, etc.
The select recordings encompass a time span of almost eighty years. At the time
of recording, the performers ranged from twenty-three (DP) to eighty-two (C) years of
age and already had an outstanding professional career. Furthermore, I chose two
compositions that are cornerstones of the repertoire for cello and piano. Therefore, it is
highly plausible that the performers under discussion had worked on and played
Brahms’s sonatas on multiple occasions before they recorded them. In fact, some of
them have even recorded of these compositions more than once.74
Gregor Piatigorsky has four different recordings preserved: two of the E minor
Sonata,75 one of the F major,76 and another of both compositions together.77 Pau
Casals also recorded these Sonatas four times, but never together. Curiously, his
recordings of Op. 38 are the latest (1953 and 1958) of the four. Three of his recordings
were made live at the Prades Festival (in 1952, 1953, and 1958), and on three
occasions he played with the same pianist (Mieczysław Horszowski), with whom he
also made his only studio recording of the F major Sonata (1936). János Starker’s case
is even more exceptional: he participated in five separate recordings of Brahms’s Cello
Sonatas: with Abba Bogin (1951), György Sebȍk (1959 and 1964), Julius Katchen
(1968), and Rudolf Buchbinder (1994) respectively. For my analysis, I opted for two
recordings (namely those of 1951 and 1954) that included both Sonatas and in which
he played with different pianists. For their part, pianists show a more constant pattern:
generally, they have recorded the sonatas either once or twice. Only Mieczysław
Horszowski78 and Pavel Gililov79 did so three times. Often recordings by one performer
occur within a short time span.80 Gililov’s case is striking in this respect, as he recorded
the Sonatas thrice between 1994 and 1998. Ma and Ax’s two albums appeared within
six years (1985 and 1991). Tables II.4 and II.5 (pp. 373-75) give details of the multiple
recordings made by one particular performer, either cellist or pianist.
73

The concept of performative ‘school’ is controversial (see, for instance, Philip 2004: 183ff.), yet the
scope of this dissertation does not allow for this to be explored in detail. Here this term is used to refer to
performers of diverse origins and who studied with masters brought up in a world that was not as
globalised as it is today. Some of them were active in the first part of the twentieth century and, to them,
the idea of interpretive schools was perhaps not so vexed.
74
See below and Appendix III.b and III.c for more details.
75
With Arthur Rubinstein (1936) and Reginald Stewart (1947).
76
With Ralph Berkowitz (1945).
77
With Arthur Rubinstein (1966).
78
With Pau Casals in 1936, 1952, and 1958.
79
With Karine Georgian (1994), Yoko Hasegaea (1997), and Mischa Maisky (1998).
80
At the opposite end is Philippe Entremont, who first recorded the F major Sonata with Maurice Gendron
in 1959, when he was twenty-five, and in 2008 with Herre-Jan Stegenga, at seventy-four.

128

Transition: Brahms’s Sonatas for Cello and Piano

The duos seem to have constituted stable partnerships.81 Casals and Horszowski’s
professional relationship began in 1906, and lasted until the cellist’s last days in the
1970s.82 Piatigorsky and Rubinstein also established a performing pair that appeared
and recorded together on many occasions.83 Bogin and Starker also recorded
Beethoven’s cello sonatas, whereas the latter and György Sebȍk’s musical partnership
was significantly more prolific.84
Perhaps the closest association was that of the married couple Jacqueline Du Pré
and Daniel Barenboim. After they met in 1966, she mainly played with him, and not
only did he play the piano with her, but he also conducted orchestras with Du Pré
playing as a soloist. Mischa Maisky recorded Brahms’s Cello Sonatas with Pavel
Gililov, who is has frequently appeared with Rostropovich’s students, including Karine
Georgian.85 Ma and Ax’s partnership is highly fruitful. Since 1982 they have released at
least twenty-two recordings, either alone or in collaboration with other musicians.
Specifically, they have recorded a significant number of Brahms’s chamber works, 86
including the Cello Sonatas on two different occasions, in 1985 and 1991.87 Anne
Gastinel and François Frédéric Guy have collaborated in one more project.88 For his
part, Steven Isserlis has teamed up with several pianists,89 issuing eight recordings
with Stephen Hough, including that of Brahms’s Sonatas.
In this context, occasional partnerships, such as Rostropovich and Serkin, Sol
Gabetta and Hélène Grimaud for their album Duo, and António Meneses and Maria
João Pires for their recorded recital at Wigmore Hal, stand out. Yet these musicians
have such stable, long, and renowned careers – and Brahms’s Opp. 38 and 99 occupy
such an outstanding position in the repertoire for the cello-piano duo – that it is highly
plausible that the performative strategies that I perceived in all of the analysed
81

Use Appendix III.c as a complement to the remaining discussion in this section.
See ‘Obituary of Mieczysław Horszowski’, The Daily Telegraph, 25-V-1993, 23. They played together
regularly at the Prades Festival and appeared in a particularly important concert at the White House.
83
Very often with violinist Jascha Heifetz. It is curious that Rubinstein also recorded Brahms’s chamber
works with Emmanuel Feuermann. As an example: Jascha Heifetz, Emmanuel Feuermann, and Arthur
Rubinstein. Brahms: Piano Trio No. 1, Op. 8 in B major. RCA Red Seal, 09026 63024-2 (1950).
84
Especially in the mid 1960s, when they recorded cello sonatas by Beethoven, Chopin and Mendelssohn,
as well as shorter pieces by other composers
85
They also played together in three albums of short pieces and encores, a CD devoted to Brahms’s
Songs without words, and another to works by Richard Strauss and Dvořák.
86
Including the Trios for Piano, Clarinet, and Cello, the Piano Quartets, Opp. 25, 26, and 60 – the latter
twice – the Sextets Opp. 18 and 36, and the Cello Sonatas, Opp. 38 and 99. See Appendix III.c for full
details, pp 400-2.
87
RCA Red Seal, RCD1-7022 (1985) and Sony Classical, 48191 (1991).
88
The recoding of Beethoven’s Cello Sonatas Nos. 1 and 3 and the three cycles of variations for piano and
cello.
89
Isselis has also recorded with pianists Pascal Devoyon (5), Peter Evans (2), Olli Mustonen (2), Thomas
Adès (2), Jean-Yves Thibaudet (1), Melvyn Tan (1), Dénés Várjon (1), and Robert Levin (1). Figures
between parentheses indicate the number of recordings with each pianist.
82
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renditions might have been not the result of chance but rather intentional. Hence my
interest in studying them.
b.ii. Towards the Analyses
On the theoretical bases posited in Chapter 1 and 2, and using the methods discussed
in Chapter 3 and the sources just described, Chapters 4-6 examine how a significant
number of performer duos have approached Brahms’s Sonatas for Cello and Piano
from an ostensibly structural vantage point. I take these works as case study because,
by the time of their composition, ideas of form as schema, in line with the Formenlehre
tradition, had long been established.90 Also, traditional historiography has construed
Brahms as the epitome of Classical, allegedly static, musical forms. As a result, these
compositions would theoretically be impermeable to notions of dynamic, processual
structures. In this context, the application of notions of dynamism, force, energy,
direction, diachronicity, ambiguity, variety, and narrativity, which pervade the ensuing
analyses, in respect of both the scores and the performances themselves, could seem
audacious. Yet, not only do the solid results obtained justify the approach: they also
demonstrate that the fact that form emerges in a process of structural inference cannot
be either ignored or denied.
Specifically, I endeavour in Part II to explain a diversity of potential strategies that
musicians may employ in the diachronic act of performance, and whose sounding
consequences listeners will interpret from various angles and approaches. The
analyses show how performative parameters operate simultaneously and establish
structural relations of varying strength. Likewise, I attempt to illustrate how their effects
at the various structural levels might be perceived as integral.
The diversity – and ambiguity – of formal models in Brahms’s Sonatas for Cello
and Piano is shown to multiply when observed in the light of diverse performative
interpretations, as musicians can foster moments of uncertainty that might or might not
be in accordance with ambiguity as discovered in the analysis of Brahms’s scores.
Moreover, it is plausible that, over time, performers change views on the piece, and
thus the select recordings make possible to appraise, at least tentatively, the durability
of their – structural – readings of specific movements from Brahms’s Cello Sonatas.
Part II eventually reveals how musical structure can be construed not as a mould
that exists prior to or outside the context of performance, but rather as an interactive
field of possibilities that is realised, discarded, or even created through performance,
specifically in the prospective and retrospective mechanisms of formal inference that

90
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See Section A.v. ‘Musical Structure?’ in the Introduction, incl. note 56 on pp. 9-10.
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performers can activate in listeners’ – and analysts’ – perception through their
manipulations of sound across time.
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PART II
DEVELOPMENT:
INFERRING MUSICAL STRUCTURES

CHAPTER 4
THE DEFINITION OF STRUCTURAL RELATIONS:
TEMPORAL AND DYNAMIC PROCEDURES
The Adagio affettuoso from Brahms’s F major Sonata for Cello and Piano, Op. 99, is
perhaps the best known movement of this composition. Its slow tempo and the
pizzicato opening in the cello part certainly make it stand out among the Classical and
Romantic repertoire for cello and piano. More important for the purposes of this
dissertation, however, is its structural ambiguity,1 on account of which the piece affords
a potentially high variety of formal interpretations. This is particularly evident not only
from a score-based analytical point of view, but also, and even more conspicuously, in
many of its recorded performances. This chapter examines eleven of them (Table 4.1,
p. 376).2
Starker’s two renditions form a particularly fascinating case study, as, upon
hearing, it is not easy to intuit that the same performer is playing in them. They are so
different that they alone attest to the interpretive variability of the movement. In the
second recording (1964), he and Sebȍk3 impart to the middle section a suddenly
contrasting character that nonetheless does not prevent their rendition from yielding an
overall sense of unity and forward impulse. Starker does not abandon his peculiar way
of clearly pronouncing the notes even in cantabile passages. Although he has generally
been criticised for purportedly interrupting the flow of the melodic line (Unterbrechung)4
by means of a very precise and abrupt articulation of the left-hand fingers combined
with quick changes of bow pressure and speed, here this strategy makes the overall
structure all the more cohesive, not least because of the continuous ‘arm vibrato’.5
Besides, Starker and Sebȍk play with different timbral colours with varying degrees of
intensity, producing a powerfully expressive version of the movement. In comparison,
1

See the Transition, esp. Section a.i. ‘Context’: ‘Brahms and Musical Form’, pp. 119-20.
They encompass a time span of seventy years from 1935 until 2005. The complementary Table 4.2, p.
376, supplies information on the date of birth of the performers and their ages at the times when the
recordings were made. For full details, see Appendix III.a. ‘Recordings Analysed’, pp. 387-90.
3
Starker and Sebȍk formed a strong and long-lasting musical partnership, as expounded in the Transition,
p. 129.
2

See discussion of Kurth’s wave terminology in Chapter 1 .d. ‘Representations of Dynamic Forms: Waves
and Curves’, pp. 44-46. This is connected to Karl’s (1997) narrative idea of musical ‘foils’ interrupting other
foils. See Chapter 1.b.iii. ‘Narrative Form’, esp. pp. 34, 37.
5
See ‘Intonation and Vibrato’ in the section on ‘Vibrato’ in Chapter 2.a.i. ‘Studies of One Parameter’, p. 69,
for a discussion of the tension-release action of the fingers and the forearm in the ‘arm’ type of vibrato.
4
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notwithstanding its youthful and brisk spirit, Starker’s previous recording with Abba
Bogin (1951) lacks continuity. It presents a more clear-cut, sectional conception of the
piece and attracts the listener’s attention towards particular passages only. I have the
impression that the movement’s potentially processual nature piqued Starker and
Sebȍk’s interest in 1964, whereas in 1951 Starker and Bogin focused on the more
stable, ‘crystallised’ aspects of the Adagio affettuoso.6 In other words, the two
recordings give the impression of balancing musical ‘content’ and ‘form’ in different
ways.7 Articulation plays a crucial role in both renditions, yet its application in 1951 is
not consistent throughout the movement. This could be the reason for my uncertainty
about its potentially arbitrary nature.
Maisky and Gililov’s rendition (1998) is also disconcerting to me. In it, the variety in
tempo, dynamics, timbre, and articulation is noteworthy, almost to the point of
incoherence. That makes me question whether or not such diversity of instrumental
resources might serve a structural purpose, which I cannot perceive upon listening to
this particular interpretation. Gililov’s other recording (with Karine Georgian, 1994) is
remarkably different, as it seems almost dramatic8 by virtue of the manner in which the
musicians pronounce the notes, with slight anticipations, sforzandos, and an almost
imperceptible vibrato in the cello at the start of the notes of the melody. Much as
Rostropovich and Serkin did eleven years earlier,9 they nevertheless maintain the
sense of continuity in the accompaniment and specially the melody, which strikes me
as an almost interrupted line in a messa di voce10 style.
At first hearing, Casals and Horszowski’s rendition (1936) might yield a certain
sense of arbitrariness in the passages where the cello and the piano are
asynchronised. In fact, by means of their character, magnitude, and performative
context, those temporal displacements emerge as one of the most peculiar traits of
their recording. Even if one acknowledges that the performance is a late example of a

6

This alludes to Boris Asaf’yev’s proposals, according to which ‘both form as process and form as
crystallised schema (that is, construction) are two sides of one and the same aspect’ (Assafjew [Asaf’yev]
ca. 1930 [1976]: 25). See Chapter 1.b.ii. ‘Energeticist Conceptions of Musical Form’, esp. p. 32.
7
See Chapter 1, esp. Section b.i. ‘Form as Process’, pp. 25-27.
8
This is important in itself, as it recalls conceptions of music as ‘drama’ and of performance in the
nineteenth century as ‘dramatic’. See Chapter 1.b.iii. ‘Narrative Form’, esp. pp. 35, 37, and Chapter 2.b.
‘Narrative Theories and Musical Performance’, esp. note 137 on p. 75.
9
See below. Significantly, as noted in the Transition, p. 129, Georgian was Rostropovich’s pupil.
10
Although the Italian term messa di voce is more often applied to singing than to instrumental playing, it
captures very finely Georgian’s shaping of the melody in some passages of Brahms’s Op. 99ii: ‘a
crescendo then a diminuendo on a held note’ (‘Messa di Voce’, in The Oxford Dictionary of Music (Oxford
University Press), http://www.oxfordmusiconline.com/subscriber/article/opr/t237/e6740, accessed 26
October 2017). As said above, she achieves this effect not through her handling of dynamics only, but also
through timing at the small scale, bow pressure and speed, and vibrato. Obviously, the percussive nature
of the piano mechanism facilitates this effect.
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common practice,11 the apparently idiosyncratic nature of the asynchronies needs to be
explored.
Piatigorsky and Rubinstein (1966) shape every single moment of Brahms’s piece
distinctively through constant fluctuations in tempo12 and, especially, timbre. By
contrast, Fournier and Backhaus’ (1955) recording yields the impression of maintaining
tempo and dynamics at more stable levels. The musical flux moves forward inexorably,
the performers do not pay so much attention to the events on the small scale, and thus
the rendition moves very rapidly: in fact, it is the shortest of the eleven recordings
analysed.13
The sudden decelerations and some descending portamentos in Du Pré and
Barenboim’s (1968) recording contribute to the generally dark impression of their
interpretation. Even in the middle part, which is comparatively more animated, Du Pré’s
vibrato remains wide and slow, rarely cancelling out the overall matt colour. That is to
say, technique is correlative to expression. In Rostropovich and Serkin’s (1983)
recording I do not perceive such a direct relation between their instrumental strategies
and the global effect. They declaim and even drag the notes very deliberately, and yet
directionality, tension, and eventually momentum accumulate throughout their
interpretation.
For its part, Yo-Yo Ma and Emanuel Ax’s rendition (1991) of this Adagio affetuoso
yields an impression of pull and push despite the uniformity – even monotony – of their
handling of articulation and timbre, including vibrato. Similarly, Isserlis and Hough’s
(2005) does not stand out as one of the more variable or erratic interpretations. Yet the
relative sense of balance is not at the expense of attention to surface detail: in fact, this
is the only duo to observe Brahms’s articulation marking – staccato – at the start of b.
28.14

11

Asynchronies would have not stunned early-twentieth century audiences as profoundly as they do to
audiences nowadays. For further discussion, see ‘Asynchrony’ in Section a.i.1. ‘Timing’ in Chapter 2, esp.
pp. 59-60.
12
This questions Daniel Leech-Wilkinson’s assertion that Arthur Rubinstein changed his style after the
Second World War, cutting off his rubato playing (Leech-Wilkinson 2009b: 252).
I extracted the tempo and dynamic values for all of the recordings after having carried out an aural
analysis. Here I am discussing my impressions from that aural analysis, not from the scrutiny of numerical
data.
13
Fournier and Backhaus’s recording lasts 5:48 mins, whereas the longest one, Rostropovich and
Serkin’s, stretches to over 8:10 mins. The mean duration of the eleven recordings is 7:10 mins, and
consequently Fournier and Backhaus’s stands outs as significantly fast (Table 4.3, p. 377).
14
Visible in Brahms’s autograph (in the archive of the Gesellschaft der Musikfreunde, Vienna; Brahms
estate, shelfmark 101); see the Transition, Section b.i. ‘Sources’: ‘Scores’, pp. 125-26.
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a. Formal Ambiguities: Brahms’s Adagio affettuoso, Op. 99ii
When learning nineteenth-century Western ‘art’ music repertoire, very often, if not
invariably, performers take a certain number of editions of composers’ scores as their
starting point (Figure I.3, p. 284), at least during the initial stages of familiarisation.15 In
other words, musicians – and also analysts – tend to look at the score first. Therefore,
to understand the select recordings of the Adagio affettuoso from Brahms’s second
Cello Sonata more fully and to gain a clearer idea of the potential provenance of their
performers’ strategies, I examine Brahms’s score. In fact, not only might analytical
insights shed light on some of the more intriguing issues in the recordings, but the
performances themselves could offer new perspectives on this piece as notated by
Brahms.
The Adagio affettuoso has attracted significant scholarly attention, because of its
alleged origins in conjunction with the E minor Cello Sonata, Op. 38,16 and also
because it belongs to Brahms’s late chamber music, which is a particularly fascinating
body of works. Those who have championed Brahms as an innovator have found
examples in this repertoire of formal innovation beyond the closed models of
Classicism;17 the slow movements, which mostly are in ternary form or have
characteristics thereof (Sisman 1990: 82, Table I), have received considerable
attention in this regard.18
According to his letters and the revisions in his manuscripts, Brahms expended
significant effort in writing his slow movements. Although they seem, on the surface, to
‘explore no greater range of formal options than those long since sanctified by the
Viennese Classical composers – the “closed forms” of variation, rondo, and ternary
form (ABA) …, and the more dynamic sonata forms’ (Sisman 1990: 78-79), Brahms
overcame the burden19 of the tradition that he had inherited by reinterpreting and
finding new potential in these models. Especially in the ternary forms, he was able to
create new ambiguities by redefining their basic principles of contrast, repetition,
development, and recurrence. In Robert Pascall’s words, Brahms achieved a ‘more
15

See the Introduction, Section A.ii. ‘The “Work Concept” and the Notion of Authorship’, pp. 2-5, and
specially Cook 2001, for a discussion of the status of the musical score in relation to its performances.
16
See the Transition, Section a.i. ‘Context’: ‘Compositional Process’, esp. note 9 on p. 119.
17
See Notley 1994, 1998; Pascall 1972, 1975; Sisman 1990, as well as Section a.i. ‘Brahms and Musical
Form’ in the Transition, pp. 119-20.
18
Margaret Notley has devoted a significant part of her research to exploring aesthetic and genre-centred
conceptions of the slow movements in late-nineteenth-century Austro-German circles. She claims that, by
the turn of the century, the Adagio had become ‘an elevated genre unto itself’ (Notley 2007: 172), as it was
considered ‘a special case that transcended the usual standards of composition’ and which represented a
‘single inner experience’ (1999: 37 and 38; see also 1998).
19
Sisman’s idea is grounded on Harold Bloom, 1973: The Anxiety of Influence: A Theory of Poetry (New
York: Oxford University Press).
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dynamic and symphonic formal conception’ of ternary form (Pascall 1975: 699) through
procedures that modified its most basic principle – namely, contrast between the A and
B sections. The procedures in question include the following:
1)

bringing sections A and B into a closer relationship by thematic means

2)

varying the return of A by placing contrast not between A and B but
elsewhere

3)

adding a coda (especially when the latter recalls B, the ternary structure
takes on a binary aspect)

4)

employing individual sections which themselves lack formal unity, often by
including marked contrasts therein

5)

using bridges to smooth the juxtapositions or to perform another important
role (Pascall 1972: 158-59).

Although Pascall himself does not identify all five of these techniques in this Adagio
affettuoso, they can nonetheless be detected, to a lesser or greater extent, throughout
the piece. In fact, by way of the convergence of these and other techniques in this
piece, ternary form becomes flexible and even more open to varying interpretations.20
a.i. The Opening Section
The first section of an ABA structure usually creates the expectation21 of ‘lyrical, closed
periods’ (Sisman 1990: 85) which are related to each other to form a unified whole. Yet
the harmonic and thematic disposition of the opening section casts doubts on its
unitary status within the broader ternary organisation.
Phrases I and II (bs. 1-4, 5-11; Example 4.1, p. 403)22 form a period which starts
and ends in the tonic harmony of F, and in which phrase II is moreover an expanded
variation of phrase I.23 After the ensuing material (bs. 12ff.) is presented in the tonic,
the harmony moves towards the dominant, C. This is not a common practice in the
Viennese tradition of ternary form, and hence some scholars have seen in this
movement traces of binary procedures that convert the piece into a sort of formal
hybrid (Notley 1994: 146-47). Within the first section, the weak modulation to the

20

To illustrate this, I take as an operational framework a traditional subdivision of the piece (Figure 4.1, p.
303, and Table 4.4, p. 377). As in Chapter 5, in the relevant Figures roman numbers for the musical
phrases are preceded by ‘p’ in order to avoid confusion with harmonic nomenclature.
21
This is an example of the influence of prospective interpretation in the perception of musical structure;
see Section A.v. ‘Musical Structure?’ in the Introduction to this dissertation, esp. p. 11, as well as Chapter
1.c. ‘Related Perspectives from Psychology’, esp. pp. 40-41.
22
I have prepared all the musical examples in this chapter on the basis of the Henle Verlag edition of the
piece (HN 1135; Munich, 1949/1977). They are included in Appendix IV. For detailed description, see the
Transition, Section b.i. ‘Sources’: ‘Scores’, pp. 125-26.
23
See Pascall 1972: 36 for a comprehensive explanation of Brahms’s variation procedure in this passage.
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dominant prepares a move towards the middle section and consequently dilutes the
central contrast of the movement. Notley does not explore the formal implications of
this modulation within the A section itself, however. The material in the dominant here
reappears in the tonic key in the reprise, thereby emphasising the binary features of the
movement. The modulatory process in bs. 12-15 (from F major to C major; Example
4.2, p. 403) might then be evaluated more as a bridge passage than as a thematic
idea, and phrase IV might in turn receive heightened structural weight within the
section. Yet the procedure in bs. 16-19 does not exactly correspond to the usual
practices of sonata form: the ‘brevity and harmonic purpose [of these four bars], even
their opening upbeat, create more of a linkage with the B section than a foil to the tonic
themes’ (Sisman 1990: 84). Thus section A might alternatively be interpreted as
consisting of a main theme (bs. 1-11), a coda (or codetta) in the tonic (bs. 12-15) and a
bridge to the middle part of the Adagio affettuoso (bs. 16-19).
To obscure things further, the melodic elision between the cello and the piano
parts in bs. 15 and 16, as well as the clear preparation of the dominant (b. 16) by
means of its dominant-seventh harmony, effects a strong link between phrases III and
IV (C major and its dominant, G major). That is, whereas the middle section is to a
certain extent prepared by the preceding modulation, the A section keeps its identity by
virtue of its motivic, harmonic, and melodic processes. The markedly static and dolce
character of phrase IV, however, along with its anacrustic nature, confers upon those
bars (bs. 16-19) a distinct character. As Robert Pascall (1972: 172) argues, the A
section might comprise three instead of two themes. In short, the contrasting quality of
the opening section ultimately debilitates its opposition with respect to B. As a visual
synopsis, Figure 4.2 (p. 304) informs Figure 4.1 (p. 303) by means of a graphic
representation of the ambiguities discussed up to this point.
a.ii The Middle Section
At the start of the B section (b. 20; Example 4.3, p. 403), Brahms’s diminuendo
indication24 emphasises the connection of this section to the opening material and thus
undermines their traditionally contrasting relation. Moreover, due to the tonal ambiguity
of the central section – based on a dialogue between F minor and D major – the
dominant harmony of C acts as an enharmonic equivalent to D – most clearly resolved
in b. 33 (Example 4.4, p. 404). It has been commented elsewhere (Pascall 1972: 172)

24

In both Brahms’s autograph and the first edition of the piece, the length of the diminuendo in b. 19 is
clear: it extends over the quaver rest and also embraces the quaver upbeat at the start of b. 40. See the
Transition, Section b.i. ‘Sources’: ‘Scores’, pp. 125-36, for full details regarding the first edition of Brahms’s
Sonata Op. 99.
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that the ‘tonal variation’ of the A section, whereby the materials in bs. 12-15 reappear in
the flat submediant in the reprise (bs. 56-59), is unexpected in the context of the
Viennese tradition. Yet the progression VI-I is already present in the transition between
the first and second sections: the C, when enharmonically recast as D, functions as
the flat submediant of F minor, one of the two tonal poles around which section B
progresses – indeed the most prominent one at that point. The three sections A, B, and
A’ are in this way intimately connected by harmonic means, and A and B form a unit
that is somehow mirrored within the reprise itself (Figure 4.3, p. 305).
The three large-scale sections are also linked through complex motivic relations.
Margaret Notley (1994, 2007) has explored the quasi-omnipresence of semitonal
relationships at both the motivic level and the broader harmonic plan of the movement.
To her, ‘the possibilities for changes in the relative stability between pitches a semitone
apart, as well as for unorthodox resolutions, especially between these three melodic
pitches [F-E-E], soon become a central topic of the discourse’ (1994: 143) and thus
are essential for the ‘form – and expressive effect – of the Adagio affettuoso’ (: 146).
Not only are these three pitches or their transpositions incessantly developed and
transformed throughout the piece, but the semitonal tension between tonalities
determines the course of events until it is finally resolved in the reprise.
Other motivic elements link the various parts on a more surface level, including a
rhythm in triplets which connects the various materials throughout the movement.
Phrase IV is the only one in the initial section to start with an upbeat. In contrast,
upbeats pervade much of the middle section and are present in the coda as well. They
play a unifying role across the piece and make formal boundaries more obscure.
Dotted rhythms, which are so characteristic of the first theme, also emerge – now with
single rather than double dots – during the course of the B section, and both forms
appear in succession in the final coda. Furthermore, the initial material of both the
piano and the cello – the  ..  rhythm with conjunct melodic motion and the
semiquavers in pizzicato – appears in its entirety in bs. 40-44 (Example 4.5, p. 404). Its
linkage to the ensuing reprise works as a tonal bridge (Pascall 1972: 18): the key
signature returns to F major at precisely that point. Nevertheless, it seems that Brahms
himself wanted to strengthen the unity of the middle section in performance, as he
apparently advocated avoiding a separation between bs. 39 and 40 and clearly
emphasised the breach before the start of the reprise. According to Robert
Hausmann,25 ‘Brahms increased the tempo in measures 38 and 39, took mm. 40 and

25

He was the cellist with whom Brahms premièred the Sonata; see the Transition, Section a.iii. ‘Works for
Chamber Performance’, pp. 121-23, and Table II.2, p. 371.
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41 meno adagio and, along with the diminuendo, delayed mm. 42 and 43 such that the
reprise from m. 44 onwards returned to the opening tempo of the movement’.26
a.iii. The Reprise (and Coda)
By weakening the central contrast of the movement, the reappearance of the initial
material becomes blurred and ambiguous. Sisman asserts that, in the ternary forms
from the composition of the Piano Quartets Opp. 25 and 26 onwards, Brahms’s ‘most
important innovation was to transform the moment of return into an entity far more
elusive than in earlier music … by redefining the nature of contrast and the limits of
return or recurrence’ (Sisman 1990: 102). Issues concerning the formal function of the
various materials within the initial section can be extrapolated to the reprise, where the
varied harmonic disposition challenges the thematic nature of phrase XII, now in the
natural submediant. The arrival at the tonic in b. 60 releases the harmonic tension that
has built up throughout the course of the movement, as it also ‘resolves’ the –
frustrated – modulation from C (D) to F minor that originally led to the middle section
(Notley 1994: 146).27 The closing effect is enhanced in the coda, where distinct
materials from A and B finally come together.
Significant expansions and additions also undermine the principle of recurrence in
the reprise, thus supporting the notion that repetition makes variation possible, is
always polyvalent (Szegedy-Maszák 1983: 54, 43), and might serve to identify
differences (Lidov 2005: 31).28 The insertion of b. 53 is explainable on harmonic
grounds, as it effectively directs the transition towards the flat submediant. It has farreaching consequences in respect of the handling of hypermetre: the parallel phrase in
the A section consists of seven bars, and the addition of b. 53 destabilises the pattern.
Yet the insertion of the coda has greater structural importance. Although it might be
considered as a simple juxtaposition after the end of the reprise (Sisman 1990), on
closer analytical scrutiny it becomes evident that four bars (bs. 62-65) have been
inserted where the original cadence (bs. 18-19 in the A section) would have gone had a
literal repetition of the material taken place (Example 4.6, p. 404). The cadence,

26

Robert Hausmann, as cited by Johannes Behr in the preface to the Henle Verlag Urtext edition of this
sonata (Sonate für Klavier und Violoncello F-dur Opus 99 (HN 1135); Munich, 1949/1977, p. 4).
A group among the select recordings too brings this strategy into practice. Although it is probable that
they had access to the Henle Verlag edition of the Sonata, it is not possible to confirm that they were
aware of Brahms’s own interpretive decision: see ‘The most recent recordings: M/A (1991), G/G (1994),
M/G (1998), and I/H (2005)’ below, esp. p. 152, incl. note 74.
27
This is an example of retrospective reinterpretation in the process of formal inference; see note 21
above on p. 139 for references in Chapter 1. Again, to avoid redundancy I repeat the indication of specific
pages in Chapter 1 where the idea of prospective or retrospective inference is not sufficiently clear in the
main body of the text.
28
See Chapter 1.b.iii. ‘Narrative Form’, esp. p. 36.
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characterised by two-semiquaver groupings, is delayed until b. 67, where it brings the
totality of the reprise to a satisfactory close (Pascall 1972: 166).
On the basis of this, the formal subdivision in Figure 4.1 (p. 303) seems
incomplete. Figure 4.4 (p. 306) embodies my attempts to visually represent the many
formal ambiguities that I have spotted. As Elaine Sisman puts it, Brahms ‘fully
reinvented the ABA form by demonstrating that one can no longer take for granted its
most basic premises: what is A and what is B, where the return is, and what transitions
mean’ (Sisman 1990: 99). Although at first glance the movement might seem to fit the
traditional archetype of ternary form, formal ambiguity pervades and thus plays a
crucial role in this Adagio affettuoso. Not only is the contrast between the main sections
of the piece debilitated, but this attenuation also results, in turn, in the blurring of formal
boundaries at various structural levels within the movement. The formal meaning of the
musical materials can be addressed from different perspectives, as a result of which
the possibilities of structural interpretation multiply.

b. Interpreting the Recordings
Even if the boundaries between the various sections in Brahms’s Adagio affettuoso
may vary depending on the analytic criteria, the ‘dynamic’ conception of form of which
Pascall (1975: 699) speaks29 is fundamentally sensed in the context of musical
interpretation. To explore this in more detail, I analyse – my perceptions of – how
specific performers convey their interpretations of these ambiguities and conduct the
musical flux from and across the potential points of structural division. I am not
interested in the ‘value’ or the interpretive ‘legitimacy’30 of the recordings (Table 4.1, p.
376) but rather in their uniqueness.31
b.i. Phrase and Section Boundaries
Tempo decreases: the opening section
As discussed in the previous section,32 the unity of phrases I and II (bs. 1-11) might be
preserved on motivic as well as harmonic grounds: bs. 5-11 would form a closed unit
developing interruptedly on the basis of the motives in bs. 1-4. Although most of the

29

See p. 138 above.
As supporters of ideas of Werktreue and performers’ subservience to composers’ will would claim; see
Section ii. ‘The “Work Concept” and the Notion of Authorship’ in the Introduction, pp. 2-5.
31
In accordance with Dodson’s (2002) ‘alternative stabilization’ model; see the Introduction, Section iii.
‘Analysis and/or Performance’, esp. note 35 on p. 6.
32
Pp. 139-40.
30
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performers construct the second phrase in precisely this way, it is significant that a few
of the recordings under consideration yield the impression of a somewhat different
approach.
Primarily through their manipulations of tempo and dynamics (Curves 4.5, 4.6, and
4.8, pp. 425, 426, and 428),33 Piatigorsky and Rubinstein (P/R(66)), Du Pré and
Barenboim (DP/B), and Ma and Ax (M/A)34 highlight the quality of closure of the
descending pattern in the right hand of the piano before and during the first half of b. 9
(Example 4.7, p. 405), ultimately creating a sense of structural division at that point.35
No less importantly, the three cellists enhance the change by adopting a wider vibrato
– especially in the third quaver of b. 9 – and a concomitant strengthening of the upper
partials (Figure 4.5, p. 307). Vibrato speed varies as well, slowing down in DP/B and
M/A, and speeding up in P/R. For its part, R/S suggests an even more prominent
division between the two opening phrases. The tempo and dynamic profiles drop
abruptly (Curve 4.7, p. 427) and, given its distinct ritardando profile, a particular timing
pattern (T4; Figure 4.6, p. 308),36 indicates an important structural boundary between
bs. 4 and 5. The same happens in the parallel moment in the reprise, b. 47.
Although Rostropovich and Serkin are the only duo who makes such a noticeable
ritardando at the level of the bar in b. 4, in all of the eleven recordings analysed the
levels of both tempo and dynamics decrease in b. 11, perceptually signalling a disunion
between the first and the second periods in the movement. However, in Fournier and
Backhaus (F/B), Georgian and Gililov (G/G), Maisky and Gililov (M/G), and Isserlis and
Hough’s (I/H) renditions, the ritardando in b. 11 is not pronounced enough to be
classified as T4.37 In other words, Casals and Horszowski (C/H(36)), Starker and Bogin

33

Relatively sizable descents in the tempo and dynamic values are perceptible at that point. Tempo and
dynamic curves for all recordings are included in Appendix V, pp. 419ff. See Chapter 3.b.i. ‘Collection of
Data’, esp. pp. 104-5 and 108-9, for an explanation of the method of data extraction.
34
For the sake of brevity, I employ initials to refer to the eleven recordings. See the List of Abbreviations.
35
According to Neil Todd’s model of phrase arching (Todd 1985, 1992). For theoretical discussion, see
‘Groupings and phrase-arch theory’ in Chapter 2.a.ii. ‘Studies of Multiple Parameters’, pp. 70-72. The
subsequent analyses take Todd’s theory as the point of departure so frequently that, to avoid unnecessary
repetition, I will refer to it very sporadically.
36
As explored in Chapter 2, pp. 73-74, timing and dynamic patterns might play a role comparable to that of
melodic or rhythmic cells (Rink et al. 2011, Spiro et al. 2007, 2010). See Chapter 3. pp. 111-13, for a
summary explanation of the method of analysis. If not stated otherwise, the results shown this chapter
make reference to those obtained with a precision of 1000 nodes in normal mode and applied to groupings
of eight semiquavers. As in the case of Todd’s phrase-arch theory, I do not reiterate the references to the
theoretical discussion in Chapter 2.
Across the eleven renditions, the software (Viscovery SOMine) identified four timing patterns (Figure
4.6, p. 308). The first of them (T1) emerges in 52.5% of the bars, and, like T2 and T4, its first semiquaver
is longer than the second. The use of T4, which has a markedly long last semiquaver, is on the contrary
much more restricted: it appears in only 5% of the bars. The tempo fluctuation delitneatesT2 in 28% of the
bars; its first semiquaver is slightly emphasised agogically and from the second semiquaver onwards the
semiquavers are progressively longer. The ritardando in T3 (14%) is reserved for the second half of the
bar, and this is the only pattern where the first semiquaver is shorter than the second.
37
See Curves 4.3, 4.9, 4.10, and 4.11, pp. 423 and 429-31.
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(S/B), Starker and Sebȍk (S/S), P/R(66), DP/B, Rostropovich and Serkin (R/S), and
M/A yield a distinct sense of structural separation between the two initial periods. By
contrast, the forward motion does not recede in bs. 11-12 in F/B, G/G, M/G, and I/H,
and thus the listener likely perceives a unified opening section.
Opposite strategies on the small and the large scales: P/R(66)
Besides emphasising the division between bs. 11 and 12, Piatigorsky and Rubinstein’s
strategies are suggestive of clear demarcations between smaller units too. The tempo
profile shows rather marked descents at the ends of bars 4, 9, 11, and 14 (and 47, 55,
and 59 in the parallel passage in the reprise; Curve 4.5, p. 425). Furthermore, in bs. 4,
11, 47, 55 and 59 the performers make the most salient ritardandos throughout the
rendition (T3P/R(66), Figure 4.7, p. 308),38 which theoretically endow these junctions with
enhanced structural importance. As a result, the opening section and the reprise
become divided into two periods which in turn are split into two halves. Still, these two
sections show significant divergences. Phrase II experiences an internal halt between
bs. 8 and 9 which is produced by the tempo decline, whereas phrase X is more unified,
and the division between XII and XIII is enhanced by means of the recourse to T3 P/R(66)
(this pattern does not emerge in b. 15). That is, the flux is more constrained at the start
of the piece, somehow liberating itself towards the middle section. The reprise mirrors
this effect but in a sort of retrograde manner: the motion is more fluid at its
commencement and stagnates in the final two phrases. Table 4.5 (p. 377)39 reveals
this very clearly from another angle: phrase XIII still receives a manifestly enhanced
structural weight, as it presents the largest durational proportions with respect to the
values hypothetically suggested by the score.40 T3P/R(66) characterises neither the
central section nor the reprise, and this contributes to the construction of phrase IV as
a bridge towards the central section. Moreover, the reprise appears to be conditioned
by the middle section, as it is powerfully attracted by the climax around b. 40 (Example

38

The initials of a recording as a subscript following the label of a given timing or dynamic pattern indicate
that I performed the Kohonen analysis exclusively on that particular performance. In P/R, the software
detected four timing patterns with a precision of 1000 nodes in normal mode: T1 P/R emerges in 48.57% of
the bars; T2P/R appears in 25.71% of them; T3P/R is employed in 17.14% of the bars; and T4 P/R emerges in
only 8.57% of the cases. Note the similitude between T1 P/R and T1, and between T2P/R and T2 (Figure 4.6,
p. 308). Furthermore, both T4P/R and especially T3P/R can be grouped within the general type T4, as their
fourth or eighth semiquaver is relatively lengthened.
39
See also Appendix VIII, which contains graphs representing the relative duration of phrases and
sections all recordings and the scores analysed in this dissertation. The explanation of those graphs and
the method I have employed for generate them can be found in ‘Representations’, in Chapter 2.e.iii, pp.
96-97, and Chapter 3.c.iii, pp. 115-16.
40
This is represented by the positive sign (in green) in Figures 4.8 and 4.30.5, pp. 309 and 325. On the
basis of Dodson’s (2002) theory of micro-accents and my hypothesis that they might also function at the
level of the motive and even the phrase. See Chapter 2.a.ii. ‘Studies of Multiple Parameters’: ‘Phenomenal
micro-accents’, pp. 72-73, incl. note 122 on p. 73.
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4.5, p. 404). The central portion of the piece thus acts as a mirror between A and A’,
and performative strategies in the reprise are a reflection of those in the initial section.
Still, an ephemeral energetic increase in the coda (Figure 4.8, p. 309) compensates for
the expressive outburst in bs. 40ff. (Figure 4.30.5, p. 325).
The perceived linking of phrase IV to the middle section is not unique to P/R(66).41
In F/B, S/S, DP/B, and R/S too, the faster speed of this phrase in relation to phrase V
(Table 4.5, p. 377)42 plausibly reduces its structural significance, and in none of them is
the division before b. 20 evident. Their ‘scape plots’ (Figure 4.9, p. 309)43 do not show
clear phrase arches starting from b. 20. Rather, their phrasings extend over that
juncture and bring at least phrases IV and V together (see corresponding graphs in
Figure 4.30, pp. 325-26).
Phrase-arch theory in performance: R/S (1983)
Figure 4.9d (p. 307) shows, in contrast, how dynamics and tempo tend to be rather
coordinated in Rostropovich and Serkin’s rendition, especially from b. 28 onwards.
Precisely at the points in which perceptible ritardandos (T4, Figure 4.6, p. 308) mark
structural divisions (bs. 4, 11, 43, 47 and 70), the dynamic levels descend too (Curve
4.7, p. 427).44 On a broader scale, dynamics nonetheless tend to remain at fairly high
levels, which contributes to a compelling sense of continuity and direction (see Figure
4.30.7, p. 326). In agreement with Rostropovich’s maxim – ‘to shape the overall
structure … first you move towards the culminating point, then after reaching it, you
recede from it’ (Wilson 2007: 266) – the arrival at b. 44 in this Adagio affettuoso
becomes the climax of the piece through a build-up in tension that started in b. 12; as
previously mentioned, there is no strong interruption at b. 20, and thus phrase IV leads
smoothly to the middle section. The reprise delineates a similar progression, again
increasing the tension until it eventually dissipates it in the coda.
Still, that is not sufficient to wholly justify the sense of inner strain that this
performance conveys. Generally, Rostropovich maintains a narrow and fast vibrato in
both low and high registers, and his legato technique is masterful in avoiding sonic
gaps whenever a bow change takes place. These qualities in themselves, as well as

41

Although it might be justifiable on analytical grounds (see Section a.i above, ‘The Opening Section’, pp.
139-40), none of the eleven performer pairs seems to consider phrase III (bs. 12-15) as a bridge towards
the following one in either the opening section or the reprise. In other words, the unexpected harmonic turn
to the natural submediant in the reprise is not powerful enough to elicit such a balance from these players.
42
See also Appendix VIII, pp. 497-99.
43
See Chapter 2.e.ii. ‘Arch and Hierarchical Correlation Plots’, pp. 94-96, for a comprehensive explanation
of how to interpret this graphs.
44
This is a clear example of Todd’s (1985, 1992) phrase-arch theory. Rostropovich was Russian but
Serkin was born in the Austro-German Empire.
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the general lack of timbral variety, are highly responsible for the overall atmosphere of
anxiety that the performance yields. In this way, Rostropovich and Serkin carry and
ultimately accumulate the strain from note to note, converting the development into a
long, energetic ascent that culminates at the start of the reprise.
b.ii. The Integration of the Coda
The climactic point at the start of the reprise in Rostropovich and Serkin’s interpretation
does not give rise to a progressive energetic descent, or, in Kurthian terms, to a
counterwave.45 Rather, the sense of tension drops suddenly and returns virtually to the
level at the beginning of the performance (Unterbrechung) (Figure 4.30.7, p. 326).46 As
perceived, this effectively divides the piece into two halves, the second of which
comprises the reprise and the coda, and thus is much shorter that the first one, which
is formed by the A and the B sections. However, the performers do not replicate this
strategy in the second part, plausibly because the climactic ascent would have fallen
short and, thus, would have not been effective enough regarding structural balance. In
contrast with the opening section, where a ritardando preceded the start of the second
theme,47 in the reprise intensity increases as early as b. 48, the fourth bar of the
reprise, i.e. significantly before the recapitulated second theme. This process
culminates at the start of the coda, from which their performance affords understanding
as delineating the natural counterwave. Moreover, Rostropovich and Serkin avoid
moments of standstill, or, in more technical terms, noticeable ritardandos (pattern T4)
until the very end of the piece. As a result, the reprise and the coda are perceived as a
single, overarching structural entity.
In other performances too, although by different means, the coda seems to belong
to the closing section. The most straightforward strategy in the recordings under
discussion is to maintain the dynamic and tempo levels over the junction between the
two sections, as in G/G, M/G, and I/H. Moreover, I/H and M/G convey the impression
that bs. 62-66 function as a parenthetical interpolation within that large-scale reprise
(see corresponding graphs in Figure 4.30, pp. 325-26). The passage seems to be
encircled by the start of the reprise and the last bars of the movement, which,
45

In Kurthian theory, counterwaves start at a relatively high level of tension from which it recedes more or
less smoothly. See Chapter 1.b.ii. ‘Energeticist Conceptions of Musical Form’, pp. 28-33, and d.
‘Representations of Dynamic Forms: Waves and Curves’, esp. pp. 45-46. In the remaining of the chapter,
all terms in German that appear between parentheses – except of Ruhe and Bewegung – refer to Kurth
1925. Therefore, from now onwards it is not necessary to repeat the reference to the relevant sections in
Chapter 1.
46
Besides ibid., see the discussion of Berry 1976 in Section a. ‘Musical Dynamics and Motion’, p. 24.
Rostropovich and Serkin are the ones that deploy this strategy at this juncture.
47
This is an example of the kind of retrospective reinterpretation that is a part of any process of formal
inference. For theoretical explanation, see references in note 21, p. 139 above.
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therefore, might be interpreted as playing a role of enclosure (Karl 1997: 20).48 The
timbral treatment of the passage is denotative: in both cases, the use of vibrato in b. 61
correlates – in both depth and speed – with that in b. 67, and this applies to the
amount, distribution, and balance of overtones too. Also, through Gililov’s use of pedal,
in b. 67 the piano resumes the blurred quality that was interrupted in the preceding
bars (Figure 4.10a, p. 310).49 In contrast, in I/H and M/G the timbral decay is less
pronounced and b. 67 reinstitutes the levels of b. 61 (Figure 4.11a, p. 311). Ultimately,
all of this inevitably reinforces the perceptual connections between the coda and the
reprise even further.
Other performers similarly seem to construe the coda as an addition to the A’
section, in line with Elaine Sisman’s (1990) views on the piece.50 In S/B there is an
energetic decline throughout the reprise, whereas the coda manifests such renewed
vigour that it reaffirms itself as a distinct section within the movement; for its part, F/B
yields a sense of motionlessness (Ruhe)51 in the coda that is extraneous to what has
come before. By contrast, on DP/B, there is a notable timbral difference between bs. 61
and 67 (Figure 4.10b, p. 310), with a marked decline in the quantity and salience of
overtones followed by a sudden ascent at the start of the coda (Figure 4.11b, p. 311).
Also, DP/B gives the impression of replaying in the reprise the energetic plan of the B
section. Just as the end of the central section can be perceived as separated from the
reprise, the listener might recognise the recapitulated second theme as independent
from the ensuing coda.
A case of full assimilation: Georgian and Gililov (1994)
Quantitative analysis on G/G serves to determine that the sense of continuity that the
rendition conveys principally emanates from the performers’ handling of timing and
dynamics. This impression is so powerful that it compensates for the potentially
stagnating effect that, by virtue of their attention to detail, their handling of timbre and
articulation might have had.52 In other words, dynamics and timing are the chief
regulative parameters throughout their recording of Brahms’s movement.

48

This highlights that energicist conceptions, quantitative analysis, and narrative approaches are not
necessarily incompatible. See Chapter 1.b. ‘Narrative Form’, esp. p. 34, for an explanation of Karl’s (1997)
idea of musical ‘foils’ and their functions, including those of ‘enclosure’ and ‘integration’.
49
See the section on ‘Pedalling’ in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Articulation’, p. 67.
50
See Section a.iii above, ‘The Reprise (and Coda)’, esp. p. 142.
51
See Chapter 1 for discussion of A. B. Marx’s theory of musical form, esp. pp. 23 (incl. note 15), 26-27,
36-37.
52
Shorter units ostensibly yield the sense of structural division. See ‘Foreshortening’ in Chapter 2.i.
‘Studies of One Parameter’: ‘Timing’, p. 60. This is in relation to the ‘here-and-now’ of which John Rink
(Rink 1999a) speaks; see Chapter 2, p. 89
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Six performance patterns, three for dynamics and three for timing, are exclusive to
this rendition (Figure 4.12, p. 311),53 although the most important factor is neither their
characteristics nor their specific emergence at particular points of the movement.
Instead, what acts as a high-order organising element is their long-term arrangement,
which is alike in the exposition and the reprise (Figure 4.13, p. 312). The insertion of b.
5354 plausibly forced Georgian and Gililov to momentarily deviate from the initial timing
sequence, after which they take it up again in b. 58. Conversely, the interpolation does
not affect the dynamics; in fact, the performers deviate from the initial arrangement at a
later moment, precisely when they resume the opening timing sequence. The timing
and dynamic patterns that conclude the A section reappear at the end of the coda, as
they approach the cadential motif (corresponding to bs. 17-18).55 That is to say, as a
result of Georgian and Gililov’s performative strategies on the small scale, the
incorporation of bs. 62-65 might be apperceived as a parenthetical digression between
the reprise and the coda. The latter becomes effortlessly integrated into the general
flow of the preceding’ section, contributing to the overall sense of smoothness.
These potentially integrative strategies for the coda are so critical that they affect
the organisation of the piece at a much broader scale (Figure 4.30.9, p. 326).56 The
ritardando (T4) between bs. 27 and 28 retrospectively implies the division of the middle
section in two halves. Through voice-leading, Gililov intensifies the beginning of the
middle section even further. Shockingly at first, the E557 in the piano part in b. 19 sticks
out very noticeably over the F3 in the cello. Although it weakens the upbeat character
of the subsequent cello melody, it nevertheless emphasises its connection with the
previous material. In this way, one hears the final quaver of b. 19 as a sort of pivotal
note between the opening and the middle section. Given that no structural boundary
attracts the attention until b. 27, the intensity accumulates throughout bs. 28-43 –
fifteen bars in total – more rapidly and powerfully than in the whole of the previous
twenty-seven bars.
53

In G/G, the performers’ handling of timing and dynamics at the micro scale adjusts to six patterns, three
for timing and three for the dynamics; these results were obtained with a precision of 500 nodes in normal
mode. Their frequencies of appearance are as follows: T1G/G: 50.00% of the bars; T2G/G: 45.71%; T3G/G:
4.29%; D1G/G: 40.00% of the bars; D2G/G: 51.43%; D3G/G: 8.57%. The similitude between the timing
patterns here and those in Figure 4.6 (1000 nodes in accurate mode across all of the eleven renditions, p.
308) is readily apparent: T1G/G and T3G/G are very similar to T1 and T3 respectively, whereas T2 G/G shares
features with both T2 and T4 in Figure 4.6. The correspondence between the dynamic patterns here and
those in Figure 4.19 (2000 nodes in accurate mode across all of the eleven renditions, p. 317) is equally
remarkable: D1G/G matches D2; D2G/G agrees with D1; and D3G/G is equivalent to D3.
54
Explained in Section a.iii above, ‘The Reprise (and Coda)’, p. 142.
55
The double occurrence of patterns D1G/G and D2G/G in bs. 67-68 reflects the expansion of this motive.
56
See note 47 above, p. 147, regarding the importance of retroactive reinterpretation in structural
inference mechanisms.
57
References to the tones of the scale follow the procedure of assigning index 4 to middle C; see Figure
3.5, p. 299.
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b.iii. Global Perspectives
So far in this chapter, the discussion has mainly dealt with particular moments, i.e.
potential structural boundaries, in Brahms’s Adagio affettuoso. However, as the
analyses of G/G and, to a certain sense, of R/S, show, performative strategies that
have an effect at the local level might affect or be understood in relation to large-scale
formal interpretations of the movement.
Fournier and Backhaus (1955)
In opposition to R/S, Fournier and Backhaus’ rendition displays the lowest degree of
coordination between dynamics and tempo, therefore becoming a counterexample of
arch-like delineation of musical units (Curve 4.3, p. 423).58 In the corresponding scape
plot (Figure 4.9a, p. 309), flags are rarely vertically symmetrical, and their height and
the intensity of their colours tend not to be very strong. The yellow-red coloured flags in
particular are hardly ever coordinated; furthermore there are few of them. That is,
Fournier and Backhaus keep these parameters at relatively constant levels, with only
some slight decreases from time to time.59 Up to b. 44, which corresponds to the start
of the reprise, the performers do not interrupt the flux in any clear manner, creating a
heightened sense of forward impulse that spans the opening and middle sections – in
analogy to a ‘path force’ (Eitan 2003: 233).60 The moment of reprise is thus perceived
as the clearest point of structural division in the piece, until which the tension builds up.
From there onwards, the performance loses activity until b. 56 mainly through the
performers’ timing procedures, as the dynamic profile is rather flat. However, the halt
remains of minor structural import, as the only major ritardando (T4; Figure 4.6, p. 308)
occurs at the very end of the reprise, i.e. b. 63.61 The sense of continuity is forsaken in
the ensuing coda, which emerges as an immobile addendum to the main body of the
movement (Figure 4.30.3, p. 325).
The scarcity of significant ritardandos and the virtual nonexistence of mayor
diminuendos in the recording make Fournier and Backhaus’ approach to the piece
unique among the eleven recordings analysed. The comparatively faster tempo62

58

Strikingly, in Op. 38iii Fournier and Backhaus do play with coordinated decreases in tempo and
dynamic; see Chapter 5.b.iv. ‘Energetic Form, Directionality, and Motion in Performance: F/B (1955)’, p.
195, esp. note 107.
59
This exemplifies the idea that the perception of motion, as mentioned in the following paragraph, might
depend on change in only one parameter (Berry 1976: 4). See Chapter 1.a. ‘Musical Dynamics and
Motion’, p. 22.
60
See Figure 2.5a, p. 291, and Chapter 2.c.ii. ‘Intensity’, pp. 86-87. Note the large-scale rightward arrows
in Figures 4.14 and 4.30.3, pp. 313 and 325.
61
Retrospective reinterpretation; see note 21 above, p. 139.
62
See note 13 above in this chapter, p. 137.
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contributes to the general effect of unity and compactness. In opposition to, again, R/S,
the atmosphere in F/B is not oppressive. The performers shape their melodic lines on
the small scale and, at the same time, they manage to accumulate momentum over
forty-four bars. They subsequently release it in two stages, before the reprised second
subject and, especially, preceding the coda.
The large-scale approach to the movement and the ‘supremely musical attention’
(Bradshaw 1998: 65) to small-scale ‘acoustical features’ (Keller 2012: 19),63 such as
intonation, articulation, timbre, or intensity, are not unique to them.64 To me, F/B’s most
characteristic trait is that the compelling sense of motion relies not on dialectical
oppositions,65 but rather on homogeneity and uniformity (Figure 4.14, p. 313). Said in
more theoretical terms, F/B challenges both Neil Todd’s arch-phrase theory and the
Marxian idea of Ruhe – Bewegung - Ruhe.66 Other performances show more complex
approaches to Brahms’s Adagio affettuoso, although these are not necessarily more
musically effective.
Starker and Bogin (1951)
Even if contrast characterises the middle section of the movement only in a relative
sense,67 the notion of opposition is such a basic premise in the legacy of the ClassicalViennese tradition that performers of Brahms’s Adagio affettuoso may well be inclined
to reinforce the divisions at the two extremes of the central section of the movement
(i.e. bs. 20 and 44; Example 4.5, p. 404). However, among the recordings analysed
they appear to be clearly delimited in S/B only. The lengthening of the phrase
preceding b. 44, i.e. phrase IX (Table 4.5, p. 377),68 the dynamic and tempo
fluctuations (Curve 4.2, p. 422), and the emergence of T4 (Figure 4.6, p. 308) converge
to highlight the structural boundary before the reprise. Significantly, Starker and Bogin
follow the same procedure at the junction between the opening and middle sections, as
well as basically the other moments of apparent change in the thematic material, i.e.
the start of subsections a and a’, and of the coda.

63

This is a conscious hint to the third paragraph in Chapter 2, pp. 51-52, where I speak of the negotiation
between the interpretive detail and the overall conception in which performers engage every time they play
– or sing – a musical composition; see also Rink 1999a: esp. 220.
64
For instance, see the analysis of S/S below.
65
See Chapter 1.a. ‘Musical Dynamics and Motion’, pp. 21-25, for an evaluation of theories that support
the idea that change is the origin of the perception of – musical – movement.
66
See notes 35, 52 above, pp. 144, 148.
67
As discussed in Section a. ii above, ‘The Middle Section’, pp. 140-42.
68
This effect might be compared to Alan Dodson’s (2002) theory of micro-accents, although at a higher
structural level. See ‘Phenomenal micro-accents’ in Chapter 2.a.ii. ‘Studies of Multiple Parameters’, pp. 7273.
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The middle section, with the more ‘developmental’ nature of its materials,69 comes
across as more linear and directional. In S/B, such forward movement receives an
enhanced impulse by means of a change of articulation in the cello part. By virtue of
Starker’s manifestly legato playing in bs. 37-39, tension powerfully accumulates over a
rather extended phrase, and the rendition gains momentum until the structural breach
announcing the reprise.70 As explained above, there is another energetic revitalization
of the coda (Nachwelle),71 yet it is not powerful enough to override its broad sense of
stillness, not only in terms of force but also due to its evidently shorter duration. In this
way, the stasis in the outer sections plays against the sense of motion in the middle. In
other words, S/B yields the impression – at least to me – of being a performative
materialisation of the dialectical opposition that Marx defended as the ideal musical
form, namely the succession Ruhe – Bewegung – Ruhe (Figures 4.15, p. 313; 4.30.2,
p. 325).72
The most recent recordings: M/A (1991), G/G (1994), M/G (1998), and I/H (2005)
The latest recordings among the group analysed in this chapter, namely those by Ma
and Ax (M/A), Georgian and Gililov (G/G), Maisky and Gililov (M/G), and Isserlis and
Hough (I/H), feature some common performative strategies.73 For instance, in all of
them, by virtue of an acceleration before b. 40 (Curves 4.8, 4.9, 4.10, and 4.11, pp.
428-31), the forward impulse accumulates in intensity and gains momentum until b. 40,
where a significant ritardando starts until the reprise of the opening material. 74 These
recordings are nevertheless different in other aspects, including the fact that motion
and force build up differently and over diverse time spans across them.
Georgian and Gililov’s interpretation is unique in its provisional cessation of the
motion in b. 28 (Example 4.4, p. 404). Isserlis and Hough, in contrast, seem to take a
large-scale approach: the ‘punctuation’ in b. 20 is very weak, and thus the forward drive
69

As Siegfried Kross observes in relation to the Piano Quartet in G minor, Op. 25, in Brahms’s music there
is an ‘interdependence of form and thematic structure’ (Kross 1990: 432).
70
This is a clear example of a duo that does not adopt the same performative strategies as the composer
of the piece in question; see Section a.ii. ‘The Middle Section’ for an account of Brahms’s alleged strategy
at that point, esp. pp. 141-42, incl. note 26.
71
According to Kurth, tension might be prolonged by the effect of ‘after-waves’ (Nachwelle) whose
intensity, after shrinking, increases once again (see Kurth 1925: 322-27, 1991: esp. 30 and 191).
72
For theoretical references in Chapter 1, see note 51 on p. 148 above.
73
The ensuing analysis is to be read in conjunction with the corresponding graphs in Figure 4.30, pp. 32526.
74
In fact, their approaches are so similar that their tempo profiles are significantly correlative, as the
relevant hierarchical correlation plots represent (Appendix VII, pp. 495-96). This strategy recalls Brahms’s
own alleged approach to the passage, as described by Robert Hausmann; see Section a.ii above, ‘The
Middle Section’, esp. pp. 141-42.
In contrast to studies such as those included in Performing Brahms: Early Evidence of Performance
Style (Musgrave and Sherman 2003), this dissertation does not investigate historical performance practice.
Significantly, none of the chapters in that volume comment on Brahms’s Cello Sonatas.
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commences almost at the beginning of the movement, despite the detailed attention
that the performers pay to articulation.75 This undeniably contributes to the sense of
flow that can be perceived upon hearing the rendition.76 Contradictory as it might seem,
the sense of stillness that the musicians create in bs. 31ff. plays a major role in
imparting a sense of forward motion to the piece. By way of their distribution, the timing
patterns specific to this rendition (Figure 4.17, p. 315) convert phrase VIII (bs. 33-36;
Example 4.9, p. 405) into the main area of attraction, as this is the only instance in
which the whole of a phrase is built upon the same timing gesture (T1G/G). Furthermore,
the fourfold repetition of the pattern is suggestive of a gravitational, circular force.77 The
first pulse of each bar is agogically emphasised; the motion subsequently seems to
strive to move forward, yet it returns to a more serene state when it arrives at the
following bar, whereupon the circle commences again. By these means, bs. 33-36
acquire a black-hole- or void-like quality (Leere),78 as its gravitational pull is hard to
resist.79 Even more significantly, at both edges of phrase VIII the impression of
centrifugal forces materialises in the form of evenly disposed timing patterns. As they
escape the attraction of bs. 33-36, patterns become less symmetrical. Only at this point
can one interpret the previous passage.80 Again, distinctively, Isserlis and Hough yield
a sense of motion at the end81 by maintaining the dynamic level at the start of the coda
(Figure 4.16, p. 314).82
Ma and Ax’s perceivable punctuation preceding the arrival at the reprise is in line
with their overall ‘prosaic’ conception of the piece.83 They often happen to mark the
major structural boundaries – as identified in an analysis of the score – through
ritardandos (T4 in bs. 11, 43, 55, and 70). Likewise, the division before the start of the
middle section coincides with tempo and dynamics decreases. Even if the temporal
75

See p. 148 above regarding a similar situation in G/G.
See the introductory comments to this chapter, p. 136.
77
Although referring to performance, this might be considered as an example of Lidov’s (2005) ‘focal’ type
of repetition; see Chapter 1.b.iii. ‘Narrative Form’, p. 36.
78
According to Ernst Kurth’s (1925) wave model for musical form; see note 4 in this chapter, p. 135.
79
Rink, Spiro, and Gold (2011: esp. 290) found a similar effect in Arthur Rubinstein’s 1939 recording of
Chopin’s Mazurka in C major, Op. 24 No. 2. Figure 4.17, p. 315, is particularly indebted to the diagram
included in their article.
80
Retrospective inference; see note 21, p. 139 above.
81
This contradicts the idea that, in music, there is a ‘tendency to gravitate toward a stable state of
complete release’ (Vines et al. 2005: 141); see Chapter 1.e. ‘Towards Performance’, esp. p. 48.
82
In I/H, the software Viscovery® SOMine detected seven timing patterns with a precision of 1000 nodes in
normal mode. They appear as follows: T1 I/H: 32.86% of the bars; T2I/H: 28.57%; T3I/H: 15.71%; T4I/H:
10.00%; T5I/H: 5.71%; T6I/H: 4.29%; and T7I/H: 2.86%. Note the similitude between T1 and both T3I/H
(ritardando in the second half of the bar) and T6 I/H (fifth semiquaver longer than the sixth); T2 and T4I/H
(progressive ritardando); T3 and T7I/H (prominent second and third semiquavers, and final ritardando); and
between T4 and T5I/H (very pronounced and progressive ritardando throughout the bar). T1 I/H and T2I7H
delineate more idiosyncratic profiles that share features with T1, T2 and T3 (Figure 4.6, p. 308).
83
See my preliminary comments on p. 137.
76
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stretching is not very pronounced at that point, Ma and Ax are the only ones that do not
hold the resonance during the notated rests in the third quaver of b. 19; this
unavoidably reinforces the perception of a formal division at that point. Within the three
main sections, interestingly, one perceives opposing motional tendencies emerging
and balancing each other (Figure 4.18, p. 316).84 The propelling forces surface more
palpably in the middle section. By virtue of the brighter and richer tone colour, one can
sense a high point in b. 30 (Example 4.4, p. 404). This also happens at the climax in b.
40, after which the force diminishes up to the reprise. Until this moment, nothing that
has happened has been unexpected:85 The rendition makes an impression because of
its emphasis of the Classical side of Brahms’s music, which explains the equilibrium
and symmetry characteristic of their rendition as a whole. Hence one would expect an
unvaried repetition of the opening material in the reprise.86
However, there is a peculiarly resigned quality to the reprise. It receives a more
muted colour that is caused by a narrower vibrato and a reduction in the overtone
spectrum (Verdünung). No timbral change is observed in the transition towards the
coda, and thus the latter is integrated into the third main section of the piece. A fleeting
upsurge in tempo and dynamics, furthermore, converts it into an afterwave
(Nachwelle), yet its energy is relative. Timbre again plays a controlling role, and on this
occasion the dark and subdued atmosphere depends upon Ma’s choice of fingering.87
While some other performers, for instance Starker (in S/S), give a certain brilliance to
the reappearance of the main thematic material of the middle section in b. 66, Ma
presents this motif on the naturally duller D string instead.88 In conjunction with a slow
and wide vibrato, this provokes a sense of acquiescence.
Finally, Maisky and Gililov’s rendition suggests a division within the central section
by means of a very subtle performative procedure. At first glance, the performers’
handling of timing seems to be rather arbitrary, as the continuous ups and downs in the
tempo profile (Curve 4.10, p. 430) give the impression of unpredictability. On closer
inspection, however, three timing motives (Figure 4.19, p. 317) emerge.89 They do so in

84

Note the relation to Karl’s functions of ‘counteraction’ and ‘divergence’; for theoretical references, see
note 4, p. 135.
85
Prospective anticipation in the process of formal inference; see note 21 above, p. 139.
86
Note the parallelism to Szegedy-Maszák’s (1983) claim that repetition might create expectancies; see
Chapter 1.b.iii. ‘Narrative Form’, p. 36.
87
See the Introduction (Section A.iii. ‘Analysis and/or Performance’, esp. p. 7) for a discussion of choicemaking in both performance and analysis.
88
See Chapter 2.a.i. ‘Studies of One Parameter’: ‘Timbre’, pp. 61-65.
89
In all of the eleven recordings analysed, three timing patterns were detected with a precision of 2000
nodes in accurate mode. They emerge respectively in 46.23%, 33.12% and 20.65% of the bars. T1 very
much resembles T2 of Figure 4.6 (with a normal precision of 1000 nodes, p. 308); T2 here, in contrast,
shares features with both T1 and T3, whereas T3 (2000 nodes) is easily reduced to T4 (1000 nodes).
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particular combinations which provide this apparently capricious rendition with an
internal logic. In the opening section and the reprise, these motives appear in varying
groupings, whereas the central section is organised more clearly: its first part (bs. 2032) features T1 and T3 only, while T2 takes up the second half almost completely, with
only isolated appearances of T1. In this way, the forward motion in M/G is all the more
vigorous despite – or due to – its short range (bs. 37-43; Example 4.10, p. 406). The
Marxian idea of Ruhe – Bewegung – Ruhe90 is paradoxically evinced by means of a
dialectic relationship between disorder and order: contrary to normal expectations,
disorder here produces quietness, while motion is achieved within a more rational
framework.
Interestingly, the onset of the forward motion in the middle part does not
correspond to the beginning of section B in the score, and the build-up of energy before
the arrival at the reprise is so rapid that a counterbalance is required at the beginning
of the central section. At that point, Maisky and Gililov seem to hold the motion back
until b. 21: they maintain the rallentando throughout b. 20 and the dynamic levels until
the middle of the following bar.91 As a consequence, the rests in b. 19 lose their
structural significance as sectional markers, and bs. 19-20 become a link between the
two sections, as if they were a sort of a conduit connecting both ends. A similar
situation occurs between the reprise and the coda: while the performers held the tempo
back, dynamics push the motion forward. In fact, this contrast between forward- and
backward-moving, restraining forces pervades the entire performance (Figure 4.20; in
light purple colour, p. 318).92
Du Pré and Barenboim (1968)
Du Pré and Barenboim’s rendition of the piece is also more complex than it might seem
at first hearing. The tension between continuity and stasis manifests itself more clearly
at

unexpected moments,

in this manner overriding

traditional, score-based

segmentations of the movement.
A specific dynamic profile emerges over the course of the rendition: D3-D1-D2-D1
(Figures 4.21 and 4.22, p. 319).93 It complies with Brahms’s crescendo indication at the
end of b. 1, and emphasises it by means of an internal reiteration of an ascending

90

See note 45, p. 147 above.
It is natural that dynamic levels increase momentarily at the start of phrase V following the rests that
close the initial section; see Example 4.3, p. 403.
92
This exemplifies the theoretical notion that the sense of motion might derive from oppositions, as
discussed in Chapter 1.a. ‘Musical Dynamics and Motion’, esp. pp. 22-23.
93
In all of the eleven recordings analysed, the software detected three dynamic patterns with a precision of
2000 nodes in accurate mode. They emerge respectively in 61.43%, 24.42% and 14.16% of the bars.
91
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contour. The steep dynamic shape of b. 3 may reflect a desire on the part of the
performers to underline the even-numbered semiquavers, a technique frequently used
to neutralise the downbeats and thereby yield the impression of continuous flow. This
four-bar dynamic profile emerges on three occasions: bs. 1-4, 40-43 and 63-66, that is,
at the start of the movement, the coda, and the passage between the middle section
and the reprise. The reprised second theme and the coda delineate two complete
energetic waves with their necessary ‘developmental’ and ‘counteracting’ forces
(Wellenreihungen).94 By these means, among other factors, the coda is then construed
as an independent unit, and that, in retrospect, subsection b’ (bs. 56-62) acquires a
sort of concluding character.
The consequences for the middle section are even more substantial. The
decreases of both tempo and dynamics in b. 11 (Curve 4.6, p. 426) combine with T4 to
produce the sense of strong structural division between themes a and b. As a result,
the middle section seems to include the second period of the opening section. In
contrast, the transition towards the middle section is relatively smooth, and momentum
accumulates over bs. 12-39 and explodes at the ‘false reprise’ on b. 40. The
association of T4 (in b. 39) and D3-D1-D2-D1 (in bs. 40-43) indubitably reinforces the
individuality of phrase IX, yet the spectrographic image (Figure 4.23, p. 319) shows that
Du Pré and Barenboim maintain the previous timbral quality to some extent: both the
richness of the partials and the emphasis on the lower zone of the spectrum are
preserved, and the articulation is clear and precise. The contrast with b. 44 is much
more pronounced, however, as the tone colour there is significantly duller and more
blurred. Expectations are not totally fulfilled; in fact, the discord between those
expectations95 and the realisations96 converts bs. 40-43 into the ‘kernel’, or the ‘crux’97
of the rendition. As intensity recedes, the decrease in tempo marks a secondary point
of articulation between bs. 43 and 44, although, in truth, it stretches until the next
emergence of T4 in b. 55, which marks the start of the ‘closing’ second period of the
reprise and, ultimately, the end of the central, crucial part of the movement: a complete
ascending-descending wave (Entwicklungswellle) encompasses the second subject,
the development, and the reprised first subject.

94

This connects Kurth’s (1925) idea of formal waves with Karl’s (1997) theory of musical ‘foils’; for specific
references, see note 4 in this chapter, p. 135.
95
See note 21 on p. 139.
96
This is another of Karl’s functions for musical foils; see note 4 above, p. 135.
97
A ‘crux’ might be defined as a ‘difficulty [or series of difficulties] which it torments or troubles one greatly
…, a thing that puzzles the ingenuity’; see Section b. ‘The Nucleus of the Sonata-Form Movement and the
Crux in Op. 99i’ in Chapter 6, pp. 223-31, for further exploration of this issue. I am speaking here of my
‘narrativised response’ (Rink forthcoming 2018b) to Op. 99ii-DP/B. Again, there is a connection between
energetic and narratologic conceptions of music; see Chapter 1.b.i. ‘Narrative Form’, esp. p. 38.

156

Chapter 4. The Definition of Structural Relations: Temporal and Dynamic Procedures
Part II. Inferring Musical Structures

In other words, DP/B yields a hesitating impression plausibly produced by the
alternation of not only the sense of movement and stasis, but also between the formal
‘paradigms’, i.e. rondo-like and tripartite, it evokes to the – trained – listener.98 In this
rendition there is a constant interplay between timing, dynamics, and timbre, on the
one hand, and motivic material and harmonic movement, on the other. Each and every
one of these parameters or elements is responsible for the ebb and flow unique to Du
Prè and Barenboim’s performance, which challenges the apparent structural
straightforwardness of the movement (Figures 4.24, p. 320, 4.30.6, p. 326).
Casals and Horszowski (1936)99
Although their overall approach to Brahms’s movement is different from those inferred
from Sebȍk and Starker’s or Du Pré and Barenboim’s renditions, Casals and
Horszowski seem to share their views of bs. 40-43, whereby these four bars are
somehow distinct within the middle section. The performers naturally play with tempo to
enhance the salience of those bars, making a descent before b. 40 which is more
pronounced than the one prior to b. 44 (Curve 4.1, p. 421), yet other factors have
greater perceptual salience.
Among the three dynamic gestures unique to the recording (Figure 4.25a, p.
321),100 at first glance D1C/H(36)101 appears to play a more neutral role, providing the
performance with continuity in the dynamic sphere; one can also hypothesise that
D2C/H(36) might function as a closing gesture; and that D3C/H(36) could be located at bars
98

At least in part because of the influence of the Formenlehre tradition. For further discussion, see Section
A.v. ‘Musical Structure?’ in the Introduction, esp. pp. 9-10, incl. note 56, as well as note 32 in Chapter 1, p.
25.
99
Most of this section is a summary of my analyses of the recording in Llorens 2015, 2017. As mentioned
in the Transition, Section b.i. ‘Sources’: ‘Recordings’, note 72 on p. 127, and Appendix III.a. ‘Recordings
Analysed’, p. 387, I consulted the original 78rpm (HMV DB 3059-62) and carried out the analysis on the
basis of both this format and the later digital reissue. I did not detect any noteworthy interventions on the
part of the digital editor, and the quality of the vinyl was high enough to allow me obtain meaningful.
100
With respect to dynamics, the fact that C/H(36) is the oldest performance in the group, which means
that the recording techniques used to produce it were comparatively limited (see the start of Chapter 3, pp.
101-3), makes the search for shared patterns among the eleven performances rather useless as in the
context of more modern performances, C/H(36)’s dynamic profile is much flatter. Therefore I deemed it
reasonable to treat this recording in isolation and to see how a close-listening analysis could serve the
analytical purpose here. The pattern distribution discovered by training four-quaver groups with a normal
accurateness of 1000 nodes was the most revealing in that respect. The software detected three dynamic
patterns: D1C/H(36) (in 41.43% of the bars), D2C/H(36) (41.43%) and D3C/H(36) (17.14%). They can be likened to
D1, D2 and D3 in Figure 4.21 (precision of 2000 nodes in accurate mode across the eleven recordings, p.
319).
I carried out the analysis of timing patterns on groupings of eight semiquavers per bar and an
enhanced accurateness of 2000 nodes. The software determined five patterns: T1 C/H(36) (in 32.86% of the
bars), T2C/H(36) (30.00%), T3C/H(36) (27.14%), T4C/H(36) (5.71%) and T5C/H(36) (4.29%). The most
straightforward relations are those between T1C/H(36) and T1 (Figure 4.6, 1000 nodes in accurate mode
across all of the eleven recordings, p. 308); T2C/H(36) and T4; and T3C/H(36) and T2.
101
For an easier visualisation, in the figures included in this chapter, but not in the main text, I replace
subscript C/H(36) by C/H. No confusion with C/H(58) is possible, as there Is no recording of Casals and
Horszowski playing Brahms’s F major Sonata at that later date.
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of cadential arrival, after which the performance would take on a new impulse. Five
timing patterns (Figure 4.25b, p. 321) define the performance, among which T5C/H(36)
has a clear semiquaver-upbeat character. For that reason, it is not surprising to find it
in bs. 20-24, where Brahms’s articulation slurs indicate such a phrasing. One would
expect T2C/H(36) to function as a boundary marker, yet its heightened and seemingly
arbitrary emergence challenges Todd’s phrase-arch theory. Surprisingly, a more
vacillating timing gesture, T4C/H(36), seems to be indicative of structural divisions: the
second theme before the coda and the boundary at b. 40. It is significant that D2 C/H(36)
too marks the same division, as well as the entrance of the second theme in the
opening section (b. 12) (Figure 4.26, p. 322).
As mentioned in the introductory description of the recording,102 one of C/H(36)’s
most apparent features is the asynchronies between the cello and the piano (Table 4.6,
p. 378).103 They are readily perceptible in two parallel passages (bs. 5-16 and 48-60) in
which the cello melody enters before the piano virtually without exception (Example
4.11, p. 406).104 The first significant disparity between these segments occurs in the
fourth bar in each of them, that is, in bs. 7 and 50.105 On the first occasion, the cello
comes early in the last semiquaver by 0.1s. Besides its expressive effects, this can be
interpreted as a ‘hesitation’ that gives weight to the downbeat in b. 8.106 On the second,
it enters before the piano not in the upbeat but rather in the second semiquaver of b.
52. Through Casals’ anticipation of 0.32s in playing the C5 in b. 62, the D becomes a
turning point (Wendepunkt)107 which smoothes the progress toward the change that
follows and the new dolce character of the music. Upbeat ‘hesitation’ is also perceptible
in the second quaver of the second theme in the A section (b. 12), where the
magnitude of the asynchronies parallels Brahms’s dynamic indications (compare the
hairpin in b. 13 and the anticipation of 0.2s preceding its peak) and ultimately functions
as a higher-order ‘hesitation’ towards b. 13, as it operates not at the semiquaver level,

102

Pp. 136-37.
I apply a perception threshold of 0.1 seconds; see ‘Asynchrony’: ‘Perception thresholds’ in Chapter
3.b.i. ‘Collection of Data’: ‘Timing’, p. 106-7.
104
Compare with note 34 on p. 57 (Chapter 2: ‘Asynchrony’). In Example 4.11, p. 406, Casals’
anticipations with reference to Horszowski’s part are symbolised by leftward arrows along with their
magnitude (in seconds).
105
I have not found any harmonic or melodic reason for the asynchronies in C/H(36); see Llorens 2017:
11-12).
106
Function of asynchronies No. 3a, as in ‘Asynchrony’: ‘Functions’ in Chapter 2.a.i. ‘Studies of One
Parameter’: ‘Timing’, p. 57. See Figure 2.4c, p. 288, and ‘Phenomenal micro-accents’ in Chapter 2.a.ii.
‘Studies of Multiple Parameters’, 72-73, with a focus on the relation between Dodson’s (2002) theory of
micro-accents and Yorgason’s (2009) discussion of elongated downbeats.
107
Function of asynchronies No. 4b, see p. 57 and Figure 2.4c, p. 290. Note the relation to Kurth’s (1925)
description of formal waves; see Chapter 1, pp. 44-45.
103

158

Chapter 4. The Definition of Structural Relations: Temporal and Dynamic Procedures
Part II. Inferring Musical Structures

but rather on the quaver scale.108 Moreover, the start of that second theme is
emphasised by means of an anticipation of the cello, which results in an elongated
downbeat.109 Downbeat ‘elongation’ through melodic delay occurs in b. 54, where the
B4 becomes melodically emphasised by means of an increased ‘downbeat space’.110
The B4 then becomes a melodic turning point (Wendepunkt),111 after which the line in
the cello goes down. This pivotal function is more apparent in b. 6 where the same cell
A-B-A appears in the melody, yet in diminished values: the ascent preceding the B is
longer (it starts with the F in b. 5) and the melodic descent similarly commences in the
B. This time, the emphasis on the B is a consequence not of its own delay, but rather of
the preceding hesitation and its elongation resulting from the subsequent delay of the
A .112 The melody in the cello captures the listener’s attention,113 unsurprisingly in a


slow and affettuoso nineteenth-century movement.114
Although similar asynchronies are audible in bs. 35-39 too, they stop, momentarily,
at bs. 20, 40, and 63, which correspond to the beginnings of the middle section and the
coda, as well as to the other moment where Casals and Horszowski use T4C/H(36),
namely b. 40 (Figure 4.27, p. 323). This means that, although b. 40 does not coincide
with the score-based moment of reprise, the concurrence of either T4C/H(36) or T5C/H(36),
an extensive tempo decrease, and the resumption of the asynchronies confer this and
the other two junctures with a heightened structural importance.115
On these bases, I venture to affirm that, in Casals and Horszowski’s interpretation,
the movement is perceptually divided not so much in b. 44 as in b. 40 (Example 4.5, p.
404), where the initial material reappears in a fragmentary fashion and the key
signature returns to that of F major.116 The temporal disjunctions between the cello and
the piano delimit the three large cycles – plus the coda. At their beginnings, the
performers play strictly together, yet soon thereafter asynchronies emerge,
108

See Chapter 2.a.b. ‘Studies of Multiple Parameters’: ‘Phenomenal micro-accents’, pp. 72-73, esp. p.
73. Function of Asynchronies No. 3a, p. 57, and Figure 2.4b, p. 290.
109
Function of asynchronies No. 3a as in ibid., Figure 2.4a, p. 290. See also ‘Asynchrony’: (Down)Beat
space’ in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Timing’, p. 58.
110
Function of asynchronies No. 1, pp. 56-57, Figure 2.4a, p. 290.
111
Function of asynchronies No. 4b, p. 57.
112
Combination of Figures 2.4c, p. 290, and elongation without asynchronisation operating in function of
asynchronies No. 3a, as in Chapter 2, p. 57.
113
Functions Nos. 2 and 1 in ibid. See also ‘Asynchrony’: ‘Continuous asynchrony and rubato’ in Chapter
2.a.i. ‘Studies of One Parameter’: ‘Timing’, pp. 58-59.
114
See Section a.i.1. ‘Timing’: ‘Asynchrony’ in Chapter 2, p. 57.
115
As explained in Chapter 5.b.i. ‘Proportion, Articulation, and Performed Transitions: C/H(58)’, pp. 17884, the asynchronies between the cello and the piano in Casals and Horszowski’s 1958 live recording of
Brahms’s Op. 38iii are not so pervasive or substantial as in Op. 99ii-C/H(36).
116
That is, in C/H(36) the B section consists in phrases V to VIII while phrase IX belongs to section A’.
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disappearing only at the entrance of the next large-scale section. In this manner,
asynchronies perform a transitional function at the broadest structural level, 117
loosening ‘our sense of ... stability’ (Yorgason 2009: 221) until synchrony is restored
again in bs. 20 and 44 – and 63.118 That is to say, Casals and Horszowski create a
dialectical relation between the synchronised, stable moments (Ruhe) and the
transitional, asynchronous, and ultimately agitated passages (Bewegung) that
guarantees the sense of motion and dynamic impulse of their rendition.
The performance stimulates a peculiar ‘narrativised’ – or narrativising – response
(Rink forthcoming 2018b).119 I envisage that, at the beginning of each large-scale
section, Casals and Horszowski shared an understanding of the durational proportions
of the passage, yet as their opinions diverge, the structural dialogue becomes more
confrontational.120 This timing ‘disagreement’ extends to the end of each section.
Whether or not agreement is reached is of little consequence because another cycle
starts, and so the dialogue has to be taken up again. It would have been useless to
continue the dispute over the structural boundaries as the rift between the performers
might have become more pronounced. In this manner the asynchronies between the
two parts testify to an ongoing dialogue between the performers, a dialogue which is
supported by other issues of musical time and dynamics, and which primarily concerns
matters of musical proportions and structural segmentation.
The alternation between synchronised and asynchronised passages moreover
shapes a sort of high-level structural rhythm throughout the performance.121 Through
their respective durations, they establish a series of proportions which can be reduced
to rhythmic notation (Figure 4.28, p. 324).122 Four bars where no asynchronies are
perceptible between the cello and the piano are followed by fifteen in which temporal
misalignments are pervasive. The alternation between synchrony and asynchrony is
replicated but with swapped bar numbers: fifteen bars of the former precede five
asynchronous ones. After b. 40, synchrony is evident again during eight bars. Yet this
passage is followed by fifteen bars where Casals and Horszowski’s parts are vertically

117

Function of asynchronies No. 4b, as in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Timing’, p. 57.
Significantly, the central section shows an enhanced degree of synchrony, whereas the temporal
displacements that precede the performers’ reprise extend four bars only. This arrangement accentuates
the connecting role of the asynchronies and consequently the stability of b. 40.
119
On my part; for theoretical references, see note 97 above, p. 156.
120
Function of asynchronies No. 5, as on p. 60.
121
The following discussion offers new information with respect to Llorens 2015, 2017.
122
For an explanation of the method, see ‘Rhythmic reductions’ in Chapter 3.b.i. ‘Collection of Data’:
‘Timing’, pp. 107-8.
118
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misaligned. Synchrony is restated again in the final eight bars. In sum, a sequence of 4
– 15 – 15 – 5 – 8 – 15 – 8 bars emerges throughout C/H(36).
The proportions established between those bar groupings are so straightforward
that they can be translated into rhythmic notation with only minor adjustments: first, I
rounded off the five-bar unit (bs. 35-39) to the even figure of four; to compensate, I then
equated the asynchronised passage of fifteen bars in the reprise to sixteen. In this way,
I obtained a sequence of 4 – 15 – 15 – 4 – 8 – 16 – 8 bars. Taking the crotchet as
symbolising four-bar units, a large-scale rhythm becomes apparent throughout Casals
and Horszowski’s rendition:

 .. ..    .

minims is replaced by fermatas, the

 nature of

When the overdottings in the

the sequence is easily perceptible:

This array comprises two halves corresponding to the two syncopated rhythms.
That is, this ‘rhythm of asynchronies’ too articulates the performance around b. 40 (red
line in Figure 4.28, p. 324). In fact, the diminished values of the first large-scale section
seem to propel the motion towards b. 40, only to recede subsequently. In addition, the
‘mirrors’ within each of the ‘palindromic’ syncopations precisely coincide with the starts
of both the development (b. 20) and the reprised second theme (b. 56; dashed and
light blue vertical lines in Figure 4.28, p. 324).123 In C/H(36), then, the asynchronies do
not operate at the note level exclusively: through the proportions that they establish,
they govern Casals and Horszowski’s structural shaping of Brahms’s movement at the
broadest scale.124
The performers’ ostensible control of time manifests itself in their use of rubato too.
On the basis of David Epstein’s (1995a) theory,125 I determined that, despite the
asynchronies, the rendition shows a significantly enhanced degree of phase
synchronisation at the higher structural level, that is, in sections and subsections, but
not in the case of smaller units such as phrases or motives (Llorens 2015). This
confirms that their practice of rubato was in line with coetaneous definitions, according
to which the time ‘stolen’ on the small scale had to be given back so the overall

123

Function of asynchronies No. 6, as in ‘Asynchrony’: ‘Functions’ in Chapter 2.a.i. ‘Studies of One
Parameter’: ’Timing’, p. 57.
124
Function No. 4a in ibid.
125
See ‘Timing’: ‘Tempo Rubato’ in Chapter 2.a.i. ‘Studies of One Parameter’, pp. 55-56.
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duration of the higher-order unit could remain untouched.126 It is perhaps in this sense
that Casals spoke of proportion and equilibrium in rubato playing.127
From a cognitive point of view, therefore, the rhythmic profile that emerges from
the asynchronisations divides the piece in two parts – the opening and central sections
on the one hand, and the reprise and the coda on the other – of relatively similar
lengths (thirty-nine vs. thirty-two bars).128 Notably, the performers’ rubato playing on the
grand scale and with handling of beat durations within bars reinforce that division, and
the slower overall tempo in B129 enhances the sensation of climactic arrival at b. 40
even more powerfully. By these means, the boundary between bs. 39 and 40 is
recognised as the most important structural division of the piece. It compensates for
the other factors that stress a division before the coda, namely the timing and dynamic
patterns and the decline in the tempo profile. In other words, while some parameters in
this performance perceptually accentuate the separation of the coda from section A’,
the higher-order temporal organisation keeps it integrated within the sizeable structure
starting at b. 40. Repetition,130 proportion,131 and symmetry are therefore critical
elements in Casals and Horszowski’s formal construction of the movement (Figure
4.30.1, p. 325).
Starker and Sebȍk (1964)
Although timing and dynamics are the focus of the most structurally important
strategies in particular passages in János Starker and György Sebȍk’s rendition of
Brahms’s Op. 99ii,132 other parameters have comparable, or even greater, structural
import. The performers’ handling of timbre and, especially, articulation is ultimately
responsible for the compelling impression of continuity and of conflict between two
motives across the rendition: the four-semiquaver pattern that opens the movement in

126

See, for instance, M. 1922.
See Corredor 1956: esp. 1853.
128
That accounts for a difference of ca. 50s in C/H(36) between these two big parts.
129
Of 72.6 bpm; calculated on interquartile; see ‘Timing’ in Chapter 3.b.i. ‘Collection of Data’, p. 105, incl.
note 33.
130
See Chapter 1.b.iii. ‘Narrative Form’, p. 36, as well as Chapter 6.a.i. ‘(Non-)Repeated Structures’, pp.
212-23.
131
See Chapter 2.a.i. ‘Studies of One Parameter’: ‘Timing’, pp. 54ff.
132
At the arrival of the reprise, the tempo profile drops suddenly and abruptly before b. 40, whereas in b.
44 Starker and Sebȍk maintain it; they delineate a ritardando (pattern T4) in b. 39 to emphasise the
structural boundary (which they overlook in b. 43); bs. 35-39 are very similar to the preceding passage in
terms of timbre; and they delineate an arch in dynamics which extends over ten bars starting from b. 34.
All of this combines to convert bs. 40-43 not into a clear-cut opening of a higher-level structure within the
movement, but rather into a bridge which is ultimately attracted more powerfully by the force of the
previous segment. Note the similarity to Rostropovich and Serkin’s approach to phrase IX; see p. 146
above.
127
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the cello (motive a)133 and the double-dotted rhythm that emerges immediately after in
the piano (motive b) (Example 4.8, p. 405). The dotted gesture drives the motion
forward as it surfaces within the crescendo, although its power expressively sinks
again.134 This process strongly recalls Ernst Kurth’s depictions of ‘energetic’ or
‘dynamic’ forces – or component waves (Entwicklungswelle): ‘[t]he waves with their ...
activations become elements of form’, which is thus constituted by‘partial processes of
repose and equilibrium; in this way symmetry acquires its definite sense on the basis of
the waves’ flow’ (Kurth 1925: 368).135
The various emergences of the two motives generate a sense of dramatic
opposition that affords narrative understanding.136 The relationship between the
motives may be perceived as evolving; it metamorphoses as the movement elapses
(Figure 4.29, p. 324).137 At the start, the dominance of motive a is apparent;138
conversely, motive b remains in the background and strictly adapts itself to the timing
imposed by the cello, as the subdivision of the last semiquaver of b. 1 into two
demisemiquavers is remarkably precise. Yet in its subsequent appearance (b. 5), the
dotted

rhythm

becomes

more

noticeable

through

its

lengthening

of

the

demisemiquaver. The battle has only just started. After two phrases (I and IV) in which
motive b does not manage to break in, it forcefully does so in its following instantiation
(b. 20). Sebȍk and Starker impart a fierce atmosphere to the espressivo character.
Although indicated legato in the score, they articulate the dotted rhythm in such a clearcut manner that the demisemiquaver becomes even more vigorous by means of its
extraordinary shortening. Motive b gradually loses its strength, however, and becomes
more blurred in later appearances. This motive attempts another assault in b. 28, yet
motive b eventually retreats, notwithstanding the fact that Brahms’s diminuendo hairpin
appears slightly later in the manuscript. Both motives remain in the background until b.
40, where they surface and then gain momentum to achieve the climax of S/S’s
interpretation. Nonetheless, the two motives are not of equal status: although both are
clearly articulated, the dotted gesture is weaker than motive a in rhythmic terms. The

133

Here I speak of ‘motive’ in the traditional sense, i.e. as a short ‘melodic, harmonic, [and/or] rhythmic’
idea (Drabkin 2001), not as performance gestures or patterns.
134
See Chapter 1.d. ‘Representations of Dynamic Forms: Waves and Curves’, pp. 44-46, for a discussion
of curvilinear and wave-like images of musical form, especially Kurth 1925, 1931.
135
‘Die Welle mit ihrem ... Schwellen wird zum Formelement‘; ‘die Formdynamik zu Teilverläufen der Ruhe
und des Auswiegens gelangt; die Symmetrie gewinnt so ihren besondern Sinn im Grundgefühl der
Wellenströmungen’. For references, see note 4 above in this chapter, p. 135.
136
Or ‘narrativised response’; see note 97 on p. 156 above.
137
See Chapter 1.b.iii. ‘Narrative Form’, pp. 33-38, for a summary of ideas of process, change, and
transformation in narrative-like constructions of music. I discuss them more extensively in Chapter 6.
138
This is an intentional attribution of ‘individuated element’ agency; see ‘Agency’: ‘The characters’ in
Chapter 2.b. ‘Narrative Theories and Musical Performance’, pp. 77-79.
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conflict is successively repeated in bs. 40 and 41. Now motive b re-emerges in the
cello part in b. 66. By these means the coda becomes a sort of Nachwelle.139
Ultimately, the expressive tension amassed over the course of the Adagio affettuoso
creates a sense of dramatic, rhetoric discourse which, in line with both energeticist and
narrative approaches to musical form, delineates a constant flux in which different
waves intertwine with, confront, and reconcile with each other.140
The process as a whole strongly recalls the idea of music’s constant ‘dialectic ...
[of] opposing tendencies of growth and decline’, upon which ‘expressive shapes of
progressive, recessive, static, or erratic tendencies’ constitute musical structure (Berry
1976: 6 and 2),141 as well as Schoenberg’s notion of Brahms’s ‘progressive’
compositional technique of ‘developing variation’:
This means that variation of the features of a basic unit produces all the thematic formulations which
provide for fluency, contrasts, variety, logic and unity, on the one hand, and character, mood,
expression, and every needed differentiation, on the other hand – thus elaborating the idea of the
142

piece.

Paraphrasing Daniel Barolsky,143 in S/S there is ‘not an interpretation of [Brahms’s]
composition, but of his compositional process’ (Barolsky 2005: 71; original emphasis).
Brahms’s compositional idea is ‘transformed into methods with which one might
perform [Brahms], even if at the expense of [Brahms’s] own texts’ (: 74). That is to say,
in S/S there is ultimately a correspondence between Brahms’s compositional technique
and Starker and Sebȍk’s performative approach. The idea of motivic development
affects the progress of the movement at the broadest structural level: the first four bars
seem to form a closed unit in which the tension rises and decreases, and, as a group,
A, B and A’ outline a comparable shape – with its apex at bs. 40ff. The coda, for its
part, functions as a counterwave in which the hairpin-like intensity contour is even more
readily noticeable. The conception of the movement’s overall design as organically
growing from its initial materials also points to Romantic compositional procedures, and
more concretely to a German practice epitomised in some of Beethoven’s works, most
notably his Fifth Symphony in C minor.144 In this way, Starker and Sebȍk’s performance
suggests an image of Johannes Brahms, and of his F major movement in particular, as
139

See note 4 above, p. 135.
For a schematic representation, see Figure 4.30.4, p. 325.
141
See Chapter 2.c.ii. ‘Intensity’, pp. 86-87, for a detailed discussion of Wallace Berry’s ideas of energy in
music.
142
Arnold Schoenberg, 1975: Style and Idea. Selected Writings of Arnold Schoenberg, ed. Leonard Stein,
trans. Leo Black (London: [Faber and Faber]), 397; as quoted in Frisch 1982: 215. For further discussion
on the topic, see Breslauer 1984, Grimes 2012.
143
Daniel Barolsky detects a similar case in Hoffmann’s interpretation of Beethoven’s ‘Waldstein’ Sonata;
see Barolsky 2005.
144
See ibid., 68-120 for a discussion about how Romantic, heroic conceptions of Beethoven might have
shaped later performances of related repertoire.
140
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belonging to a long-established tradition of organic, rational musical thought without
neglecting the most ‘progressive’ aspects of his language. In other words, S/S
ultimately portrays Brahms as ‘both subverting the Classical tradition and at the same
time exploiting it with a learning greater than any of his contemporaries’ (Rosen 1990:
119).

c. Performed Structures
The various strategies that eleven pairs of performers used to shape the second
movement of Brahms’s F major Cello Sonata in manifestly different ways are the
outcomes of those musicians’ particular conceptions of the piece, or, more
appropriately, the foundations upon which listeners might ‘make’ structural sense of the
piece. While in some cases the performances diverge only at particular points, in
others they contrast throughout the movement. Much in the manner of a summary, the
graphs in Figure 4.30 (p. 325-26) offer a visual representation of each of the structural
readings that I have inferred from the recordings analysed. Notwithstanding the need
for simplification, they aim to capture their most important features and strategies. They
ultimately aspire to encapsulate the dynamic qualities of the various performances, that
is, their consequences for the conduction of motion and energy throughout the piece. In
this way, structural relations are shown to emerge differently in each recording.
Particularly in Casals and Horszowski’s rendition (C/H(36)), timing plays a
structurally crucial role. The conjunction of durational patterning and the nature of the
tempo profile divide the movement in various places; this is most significant before b.
40, as this juncture does not correspond to the start of the reprise. However, the most
critical element in the recording is the lack of synchronisation between the cello and the
piano. Asynchronies are not only a local expressive device: they emerge over
astoundingly extensive passages. Their alternation with sections in which the note
onsets are vertically aligned between the two instruments creates a large-scale
structural rhythm whose turning point coincides with b. 40. Tension accumulates until
that moment and then is released. That is, b. 40 is converted into both the most
important point of structural division in the piece and its emotional climax. For its part,
the coda is effortlessly integrated into the reprise. As observed by Robert Pascall, a
ternary movement could become modified in a binary way by the addition of a coda
(Pascall 1972: 158). In this case, however, the chief factor is not Brahms’s
compositional procedure, but rather the performers’ interpretive strategies. Moreover,
as Figure 4.30.1 shows, the palindromic quality of this large-scale rhythm generates
the impression of an underlying energetic flux that swells and shrinks in various places.
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The boundary between the opening and middle sections (b. 20) seems to execute a
repelling function, whereas the start of the second thematic group at the reprise (b. 56)
becomes a point of centripetal attraction.
Although Starker’s two performances show a high level of correlation in their
tempo profiles,145 they nonetheless differ markedly in the structural impression that they
yield. In the first recording (with Bogin, S/B), the perceived alternation between
movement and stasis recalls ‘diachronic’ and ‘architectural’ conceptions of musical
form, as well as the Marxian formal system of Ruhe – Bewegung – Ruhe (Figure
4.30.2). By contrast, continuity alone could be described as the motto of S/S (with
Sebȍk). Tempo, dynamics and, more significantly, the sort of dialectical relation
established by two motives contribute to this effect. These motives they are not
exclusively melodic-harmony units. Rather, upon listening, they come to the fore and
fade away as a result of changing articulations. By reason of this, they bring ‘sections A
and B into a closer relationship [not] by thematic means’ (Pascall 1972: 158) but rather
through performative strategies (Figure 4.30.4).
In Fournier and Backhaus’ interpretation (F/B), the sense of forward movement
primarily depends upon their maintaining a mostly regular tempo throughout the piece.
Although not simplistic, the procedure is as straightforward as the general impression
that the rendition yields. The performers do not simply avoid the central contrast of the
tripartite structure: rather, they eliminate it entirely (Figure 4.30.3). In Piatigorsky and
Rubinstein’s (P/R(66)), the sense of opposition in the middle of the piece does not
disappear completely, yet it does not emerge most prominently between A and B.
Instead, it does so ‘elsewhere’: the opening section and the reprise include ‘some
marked contrasts within themselves’ (Pascall 1972: 159), mainly as a consequence of
the performers’ use of a particular timing pattern (T3P/R(66)) at specific points of division.
Moreover, some phrases, in this case the whole of the B section, are plausibly
perceived as large-scale bridges to ‘smoothe the juxtapositions’ (: 159) between
elements. Very plausibly it is mainly by these means the outer sections seem to
establish a mirror-like relationship (Figure 4.30.5). In both S/S and DP/B phrase IX (bs.
40-43) functions as the emotional peak of the piece, yet in the latter – along with
C/H(36) – these bars afford interpretation as the start of a new segment. A particular
four-bar dynamic sequence (D3-D1-D2-D1) and marked ritardandos (T4) contribute to
a specific large-scale reading of the rendition. According to it, the main structural units
of the piece appear to be relocated, i.e. moved ahead. In other words, along with a
tripartite understanding of the piece, D/P invites construal as a rondo-like structure in
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which the materials are not reduced to pitches and rhythms but rather include musical
agogics, dynamics, and timbre too (Figure 4.30.6).
Although Rostropovich and Serkin (R/S), Georgian and Gililov (G/G), and Maisky
and Gililov (M/G) show a tendency to direct the energy towards the start of the reprise
and to connect the opening and middle sections, their performative strategies, as well
as the large-scale approaches to the piece that I perceived in them, are manifestly
diverse. Furthermore, the participation of Gililov in G/G and M/G reveals that chamber
music playing is not simply an aggregate of two or more musical personalities which
maintain their individual procedures untouched. Rather, it is the result of a dialogue in
which the individual personalities shape, modify, and complement each other
constantly and in ever-changing ways.
Georgian and Gililov undermine the contrast between the opening and the middle
sections by avoiding too marked decreases in tempo. At the same time, a more or less
exact repetition in bs. 44ff. of the timing and dynamic patterns that they employ at the
beginning of the piece emphasises the parallelism between the A and the A’ sections.
This effectively integrates the coda into the closing section, as bs. 63-66 are treated as
an interpolation between the materials surrounding them. In these bars, then, ‘we are
left in a formal limbo’ (Barolsky 2005: 103), and the section does not resume its normal
path until b. 67, where it is brought to a close (Figure 4.30.9). Just as Brahms plays
with traditional expectations for ternary form, so does M/G in the sphere of
performance practice. In it, the moment of greatest contrast occurs not after the
opening section but rather within the central section. The instigation of the motion and
of the upsurge of energy does not coincide with the formal punctuations that may be
inferred from an analysis of the score. Peculiarly enough, the transition between A and
B is blurred, as dynamics and tempo contradict each other at this point. Confusion,
tricks and uncertainty – in both the inferred structural construction and the purpose of
the performative techniques employed – characterise their rendition (Figure 4.30.10).
Rostropovich and Serkin, in contrast, take a less convoluted approach to this Adagio
affettuoso. Although, like in G/G, prominent decelerations (T4) mark a division between
the two periods in the opening section, the more frequent appearance of this durational
pattern weakens the uniqueness, and hence the structural salience of those junctures.
The distinction between sections A and B is minimal, which permits more sustained
emotional tension. Momentum accumulates from the start, no less by the unremitting –
and rather heightened – dynamic level. The process is mirrored in the reprise, but
tension eventually abates in the coda (Figure 4.30.7).
Regardless of its apparent emotional detachment, Ma and Ax’s recording (M/A) too
affords energetic interpretation. The interplay of timing, dynamics, and, especially,
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timbre – including vibrato – creates an ebb and flow of forces that keeps all the
elements under control. In both the opening section and the reprise, these opposing
forces are in equilibrium at the boundaries between their respective constituent
periods, namely bs. 11 and 55. Supported by noticeable ritardandos at those points,
they punctuate the musical discourse. In the central section they succeed one another
at an increased pace, and in this way account for the climactic sensation of b. 40. This
outburst has its consequences at the end of the piece, where the coda emerges as a
Nachwelle which compensates for the previous emotional eruption (Figure 4.30.8).
Isserlis and Hough’s rendition (I/H) likewise projects an energetic approach to
Brahms’s piece (Figure 4.30.11). Yet it is not opposing linear forces that govern this
rendition but rather centripetal and centrifugal tendencies. By virtue of the timing
patterning that emerges in the central section, bs. 33-36 exert a power of attraction
from which the surrounding elements seek to break free. The reprise marks a new
start, yet, unexpectedly, this section is not totally parallel to the opening of the Adagio
affettuoso. The division between a’ and b’ is stronger than that between a and b, and
thus the motion momentarily halts at this point. A very smooth transition leads to the
coda, and the latter’s integration into the reprise reinforces the interplay between
bipartite and tripartite constructions of the movement.

d. Beyond Timing and Dynamics
Despite their differences, these eleven recordings of the second movement of
Brahms’s F major Cello Sonata, Op. 99, have one key attribute in common: in none of
them do the various performative strategies work in isolation. That is, a given technique
is not necessarily used to the same structural purpose across different performances. A
multiplicity of strategies all join forces in the diverging structural shapings of the Adagio
affettuoso – strategies that include timing and dynamic profiles (and their contribution
to the delineation of arch-shaped phrases); the emergence, repetition and sequential
distribution of timing and dynamic gestures; variations in the amount, distribution and
balance of overtones; the width and speed of vibrato; changing balance between the
two instrumental lines; pedaling and articulation in general; and even recourse to
asynchronies. They do not have unilateral effects but rather depend on their particular
performative and score-based circumstances. In short, context is a critical factor. By
these means, the performers resolve,146 or heighten, or even create the ambiguities
posed or afforded by this Adagio affettuoso. They do this in such distinctive ways,
146

As Alan Dodson puts it, ‘in moments of analytical structural ambiguity, performance removes, or at least
reduces, the degree of ambiguity encountered in reading the score’ (Dodson 2002: par. 1.5).
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however, that the ambiguities are not unquestionably settled. The performers’ manifold
approaches thus demonstrate that multiple interpretations of the structures of musical
pieces are possible and that sometimes these conflict with one another.
The sense of tension in R/S and the overall mood and the integration of the coda
into the reprise in M/A cannot only be explained on the basis of manipulations of timing
and dynamics. Moreover, the analysis of Starker and Sebȍk’s recording of Brahms’s
Adagio affettuoso, more than any other, opens the way for the subsequent two
chapters, which can be simplified as exploring timbre and especially articulation on the
one hand (Chapter 5), and timbre and narrative constructions on the other (Chapter 6),
as performative parameters relevant for the projection and, later, assumption of
structural relations through performance. The ensuing analyses are equally sprinkled
with allusions to musical energy, movement, tension, and intensity.
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CHAPTER 5
BROADENING THE PURVIEW:
ARTICULATION STRATEGIES AND MOTION
a. Formal Conflicts in Brahms’s Interpreted Tradition
Brahms’s long-life fascination for music of the past manifested itself in his own
compositions, most notably in his chamber music of the early 1860s.1 His first Sonata
for Piano and Cello, Op. 38,2 is proof of this, especially the finale, the E minor Allegro in

, which evidences the composer’s ‘engagement with Baroque contrapuntal techniques
and style’ (Pascall 2013: 27). The fugal language with which the movement starts
pervades and governs the piece until the very end. In this respect, the quotation of the
subject of Contrapunctus XIII from J. S. Bach’s Art of Fugue has been the focus of
substantial scholarly debate (Example 5.1, p. 407).3 What is most significant for the
present study, however, is that the movement responds at the same time to both fugal
and sonata-form procedures in the Formenlehre tradition that Brahms had inherited.4
By combining them, he produced a highly complex piece that casts doubts on many
traditional assumptions about these two formal procedures.
The movement opens with a rather typical three-part fugal exposition. The subject
(S; Figure 5.1, p. 327) first enters in the left hand of the piano and is followed by the
answer (A) and countersubjects (CS). The harmonic movement delineates the
standard pattern of tonic – dominant – tonic. After motivic manipulation of those
materials, Brahms presents the subject over the natural sixth scale degree in b. 25.
The metric displacement of half a bar at that point (Example 5.2, p. 407) prompts a
metric acceleration towards b. 31. The subject re-enters, realigned with the notated
meter and over the tonic harmony in both its recto and inverted forms simultaneously.
Up to here, there is nothing that can be considered as significantly deviating from the
1

See the Transition, Section a.i. ‘Context’: ‘Brahms and Musical Form’, esp. p. 119.
See ibid.: ‘Compositional Process’, esp. pp. 125-26, for an account of the edition process.
3
See Altmann 1912, Klenz 1973, Kross 1999. Wiesenfeldt 2006: 214-15 offers a summary of the literature
most relevant to this topic. Klenz (1983) also observes a number of connections between Brahms’s Op.
38iii and the last movement from Bernhard Romberg’s Cello Sonata in E minor, Op. 38, especially
between Brahms’s answer (A) and Romberg’s bass (Klenz 1973: 47ff.)
I have prepared all the Examples in Chapter 5 on the basis of the Henle Verlag Urtext edition: Sonate
für Klavier und Violoncello e-moll Opus 38 (HN 18); Munich, 1949/1977. They are included in Appendix IV.
See Section b.i. ‘Sources’: ‘Scores’ in the Transition, pp. 125-27.
4
As discussed in notes 56 on pp. 9-10 (Introduction) and 32 on p. 25 (Chapter 2), the principles of the
Formenlehre tradition were codified around 1850, and so Brahms was arguably aware of them.
2
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‘norm’, and thus much of the literature reviewed comments only that Brahms chose a
fugal first subject group within a broader sonata-form structure.5 However, the fugal
procedures exert a powerful influence on the sonata-like design of the movement at a
broader structural level. At the same time, the sonata-form plan helps explain the
unfolding of the contrapuntal processes throughout the piece. That is, neither the fugue
nor the sonata is merely restricted to an idiomatic or schematic choice. Rather, they
have reciprocal formal effects and, as a consequence, the movement becomes a true
formal hybrid.
The ways in which Brahms did not follow the customary Formenlehre procedures
associated with sonata form prove this claim. Given his knowledge of the works of
other composers in the German Classical tradition, one might presuppose that Brahms
was aware of the ‘array of common types of continuation-choices’ (Hepokoski and
Darcy 2006: 9) that were expected in a sonata-like movement and which had
undergone a process of establishment since the eighteenth century. In this Allegro, had
he thought of the fugal exposition primarily as a stylistic nod to his predecessors, and
consequently as simply a stylistic detail for his first subject group, he would have
continued to adhere to the sonata-form moulds throughout the movement: a transition
and a second subject group (in the relative major) would have ensued, followed by a
modulatory development section, and ultimately a recapitulation that would have
placed the second subject back in the tonic key. Yet that is only an imagined situation.
In Brahms’s Op. 38iii, the transition between first and second subject groups does
not have a clear onset.6 The few scholars who have directly addressed this issue do
not explain their criteria of segmentation and thus seem to take some analytical
premises for granted; in any case, they reach disparate conclusions. Timothy L.
Jackson (1996) reduces the transition – or ‘bridge’, as he calls it – to fifteen bars, i.e.
from b. 38 onwards (Example 5.3, p. 407).7 He seems to consider that the harmonic
change – with a seventh chord over the fourth scale degree of E minor – suffices as the
criterion for structural division. However, as Hepokoski and Darcy (2006: 93ff.) argue,
transitions did not need to move from one key centre to another;8 rather, their main
purpose was to connect and prepare the ground for the launching of the second
subject group.9 Consequently, a start in the middle of an ongoing high-order unit, as

5

See, Jackson 1996: 77, Pascall 1972: esp. 223-31, Salvetti 2005.
The second subject starts in b. 53.
7
For a clearer visualisation, see the middleground reduction in Jackson 1996: 76.
8
It ‘is mistaken to define a transition primarily in terms of an expectation of modulation. Some transitions
[in the German Classical tradition] do not modulate at all’ (Hepokoski and Darcy 2006: 93).
9
This could be done from different angles, including dynamics, texture, rhetoric, and equally a build-up in
energy.
6

172

Chapter 5. Broadening the Purview: Articulation Strategies and Motion
Part II. Inferring Musical Structures

Jackson suggests, fundamentally contradicts the most essential purpose of a transition
within the overarching sonata design.10
Robert Pascall takes the opposite approach and proposes a lengthy transition. The
fact that he does not offer bar numbers in the analysis that he carried out for his
doctoral research is problematic.11 Nonetheless, if ‘the second subject is shorter than
the bridge but longer than the first subject’ (Pascall 1972: 120), one can infer that, to
him, the first subject encompasses less than the twenty-three bars of the second
theme.12 It seems, then, that Pascall deemed the ‘extensive bridge passage’ (: 152) to
start at either b. 16 or b. 20 (Example 5.4, p. 408), in this manner overlooking the
tendency to closure of the passage starting in the middle of b. 25.13 The resolution of
the ongoing metric displacement, the emphasis on the dominant-seventh harmony, the
dynamic increase (Brahms introduces a crescendo) and the more vertical articulation,
all strengthen the structural salience of b. 31 (Example 5.5, p. 408), challenging the
structural integrity of the transitional passage proposed by Pascall.
For the above reasons, the passage spanning nineteen bars from b. 31 could also
be seen as forming a closed transitional unit: its start is prominently marked by
harmonic, metric, and dynamic means, whereas the inner articulation in b. 38 is
comparatively less intense. That is, an intermediate view between those of Pascall and
Jackson is sustainable too. This ‘merged transition’ would extend the activity of the first
subject, as its initial bars present the fugal theme in both recto and inverted forms
simultaneously, and ‘instead of completing their thematic idea with a cadence’ it
dissolves ‘mid-phrase into transitional procedures’ (Hepokoski and Darcy 2006: 94).
Such a compositional practice was not at all uncommon in the sonata tradition, as
the concept of transition zone,14 and hence the preoccupation with determining its
starting point, seems to be a nineteenth-century construct, not an eighteenth-century
one (: 93). Plausibly composers from the Classical period simply thought of an area of
continuation of the first subject – towards the second thematic group – intended to
provide ‘the energy-gain needed to produce an effective M[iddle] C[aesura]’ (: 93), or,
10

‘In general, we discourage the practice of conferring TR[ansition]-status in the middle of an ongoing
phrase, even though the texture and musical process begin to alter at that moment. Such an ad hoc
labeling, though registering an intuitive perception that we share, encourages one to over- look the
passage’s participation in a set of standard methods of composing TR’ (Hepokoski and Darcy 2006: 94).
11
See Pascall 1972. His analysis of the finale of Brahms’s Cello Sonata in E minor is scattered throughout
the dissertation, and thus some of his comments are hard to contextualise.
12
He clearly states, conversely, that the second subject begins in b. 53.
13
See above (second paragraph of p. 171) for a description of the passage and the metrical displacement
that it features. Significantly enough, this – and the parallel passage in the recapitulation – is the only
metric dislocation in the entire movement.
14
Hepokoski and Darcy (2006: 93) claim that A. B. Marx was one of the first to refer to the notion of
Übergang in his Die Lehre von der musikalischen Komposition, praktisch theoretisch (1837-47). Likewise,
he supposedly coined the term ‘sonata form’ for the first time; see Chapter 1.b.i. ‘Form as Process’, note
41 on p. 26.
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to drive the energetic flux persuasively. On this basis, it seems reasonable to believe
that Brahms might have wanted to defend his relation to – and admiration for – his
predecessors by turning to some of the foundational notions of the sonata genre in this
movement. To do so, he created an exposition that evidences his concern with
continuity and drive (Bewegung), rather than with unambiguous segmentation and
stasis (Ruhe).15 Therefore, Brahms’ movement bear witness to a diachronic view that
casts doubts on the validity of certain Formenlehre notions, such as that of ‘bridge’.
Although the idea of transition may be useful for analytical purposes, and hence I do
not reject it completely, one needs to bear in mind that it might not respond to the
forward-moving course that permeates the exposition of this E minor finale.
A second significant dilemma emerges in the second subject group (bs. 53ff.). Its
individuality within the broad sonata-form structure becomes substantially debilitated as
the movement elapses. Although it has a marked lyrical character, and in that sense
signifies a contrast to the opening material, motivically it derives from the first of the
fugal countersubjects. It is tonally unstable, as it vacillates between the expected major
relative, G major, and the minor dominant, B minor. Even more importantly, in the
recapitulation it is reduced to only nine bars,16 arguably the briefest appearance
possible in such a full recapitulatory sonata movement. Contrarily to the procedure
observable in the exposition, this material is neither repeated nor developed in bs. 12331, and it lacks the introductory bars in the piano.
Moreover, the recapitulation does not start with the initial fugue-like material but
with the second subject group and away from the main tonal centre of the piece. The
movement shows a ‘mirror-like’ construction17 that can be interpreted as ‘a deviation
from an assumed norm, and ... as a deformation rather than as a stable, chiasmus-like
symmetrical design’ (Jackson 1996: 61).18 Brahms also evaded the reconciliation of the
second group with the tonic Stufe’ (P. H. Smith 1995: 118), as he cast this material in
the dominant key of B major and reserved the reappearance of the tonic key, E minor,

15

See Chapter 1, pp. 23, 27, corresponding to Sections a. ‘Musical Dynamics and Motion’ and b.i. ‘Form
as Process’.
16
The first subject, on the contrary, is recapitulated almost in its entirety.
17
Charles Rosen (ca. 1998) employs this term.
18
See Hepokoski and Darcy 2006 for an ample discussion of the concepts of deviation and tradition in the
construction of sonata-form paradigms.
Although reversed recapitulations are uncommon in the German Classical tradition after about 1770
(Rosen ca. 1988), Brahms made use of this procedure until the end of his life. Works such as the
Schiksalslied, Op. 54 (1868), the Tragic Overture, Op. 81 (1881), and the fourth movement of the Violin
Sonata No. 3 in D minor, Op. 108 (1889), feature reversed recapitulations too (Jackson 1996: 61).
Nonetheless, the finale from the Cello Sonata Op. 38 is the only one showing a ‘full reversal of thematic
recapitulation’ (Pascall 1972: 152). In it not only do the two subject groups appear in inverted order, but the
bridge passage is recapitulated at the end. This might have implications for potentially narrative
interpretations. See Chapter 2.b. ‘Narrative Theories and Musical Performance’: i. ‘Time’, esp. note 142 on
p. 76.
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for the recapitulation of the first thematic group. The second group, then, seems to be
the principal focus of his experiments with ‘dimensional counterpoint’ and ‘structural
noncongruence’.19 In the exposition, phrase-structure and harmonic progress play
against each other, and, in the recapitulation, the noncongruence20 between the tonal
and the thematic spheres results in both ‘multivalence with regard to the meaning of
musical gestures and a formal process in which tension and instability extend across
enormous stretches of time’ (: 7).
Besides, the tension of the dominant harmony is prolonged from the end of the
development well into the first subject, i.e. b. 136. That is, Brahms linked the
development and the recapitulation harmonically, and thus the ‘resulting tonal
background is truly indivisible, while the articulation at the recapitulation is, in many
respects, illusory’ (P. H. Smith 1995: 120). Some Schenkerian analyses, such as
Timothy L. Jackson’s (1996), take the idea of undivided tonal structure to the extreme.
He deems not only the retransition and the restatement of the second group to be
united, but the recapitulated first group as well. 21 In any case, the second subject is
subsumed within the dominant harmony of the retransition, and that, together with its
significant shortening, hampers its emergence as a bearer of structural weighty at this
point. As a consequence, the first subject group receives an enhanced, ‘culminating’
(Jackson 1996: 67) emphasis through its correspondence with the structural downbeat
associated with the definitive tonic return in the recapitulation ‘in an extreme expression
of his [Brahms’s] compositional economy’ (: 120).
All of this challenges the notion of recapitulation as a point of formal division within
the broad sonata-movement structure, and equally the idea of subject groups as
opposing elements in Brahms’s Op. 38iii. First, the apparent motivic connections blur
the distinction between the two subject groups, and, second, the linking of retransition
and recapitulated second subject minimises the latter’s weight within the recapitulation.
If in Brahms’s works nothing is ‘repeated without promoting the development of
music’22 and thus the composer avoids ‘needless repetition’ (P. H. Smith 1995: 37, 89),

19

Peter H. Smith (1995) borrows these terms from Milton Babbitt, 1981: Words about Music (Madison:
University of Wisconsin Press) and Meyer 1973 respectively, when talking of the ways in which the various
musical parameters might be independent from one another.
20
As Peter H. Smith has observed, Brahms’s ‘engagement with sonata form involves degrees of
noncongruence among locations’ of ‘different types of critical events in the tonal plan and the beginning
and ending points of thematic sections’, among other elements of formal articulation (Smith 1995: 37, 7).
21
Jackson states that ‘[w]hereas in the exposition, the tonic at mm. 1-4, 9-12, 16-19, and 25 is structural,
in the recapitulation this same tonic is caught within continuing dominant prolongation; its function in the
later context is to support a passing tone E in the upper voice (m. 136) on its way up to F (m. 158)’. That
is, he extends the ‘design-structural unit’ until b. 158, claiming for an expressive tragedy produced by
reversed sonata design (Jackson 1996: 77).
22
Arnold Schoenberg, 1960: ‘The Orchestral Variations, Op. 31: A Radio Talk’, The Score 27, 28; as cited
in Frisch 1984: 4.
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then the shortened appearance of the second subject in bs. 123ff. might
retrospectively23 construe that material as unimportant within the movement as a
whole. Yet Brahms’s defiance of traditional recapitulatory procedures in this Allegro is
not explainable through sonata-form theory only, as it also responds to a peculiar,
higher-order conception of the piece which is intimately bonded to a fugal plan.
By reappraising the relative importance of the two subject groups in the direction
just explored and by recognising their potential formal ‘multivalence’ (P. H. Smith 1995:
7), it is possible to read the second of them as an episodic interlude within the various
entries of the fugue material, as the whole of the development section is based on the
opening motives. As Robert Pascall observes, in a ‘more ordinary sonata form this
imitation [at the start of the development] could well have been omitted’ (Pascall 1972:
231). However, this finale is governed by contrapuntal procedures throughout. Given
the structural weight attached to the last entry of the fugal subject – over the tonic key –
all that precedes it can be retrospectively interpreted as conforming to an allencompassing albeit tonally idiosyncratic, fugue design (Figure 5.1, p. 327).24
From this perspective, the whole of the first subject and the ensuing modulatory
transition within the sonata structure (bs. 1-52) are equivalent to a complete three-part
fugal exposition that even resorts to stretto procedures at its conclusion (bs. 44ff.).
After the episode in G major, which would correspond to the second subject in a sonata
form, the fugal processes re-emerge all the more forcefully in the developmental middle
part (bs. 76ff.; Example 5.6, p. 408), which they convert into an immense fugal middle
entry. Within it, however, the alternation of fugue subject and second countersubject
emulates a succession of small-scale middle entries and episodes. The brief
appearance of the second subject in bs. 123-31 parallels the episodic fragment before
the development and gives way to the final entry of the fugue material, which occurs
over the tonic key, ultimately conforming to the ‘textbook’ fugue form. The Più presto
coda (bs. 175ff.) does nothing but reinforce the supremacy of the fugal subject group.
All in all, the discordance between parameters (harmonic and thematic) and idioms
(fugal and sonata-like) yields multiple interpretive possibilities regarding the placement
and impact of the various possible structural boundaries throughout the finale of
Brahms’s Cello Sonata in E minor. The tension provoked by this noncongruence
stretches over the traditional points of division, and thus the movement inevitably takes
shape25 in a processual, unbroken manner. Depending on how much ‘integration vs.
23

For a discussion of retrospective re-interpretation in processes of formal inference, see Chapter 1.c.
‘Related Perspectives from Psychology’, esp. pp. 40-41.
24
As in the Figures corresponding to Chapter 4, roman figures for the musical phrases are preceded by ‘p’
in order to avoid confusion with harmonic nomenclature.
25
See Chapter 2.d. ‘The Notion of “Shape”’, pp. 87-93.
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opposition’ of tendencies we observe in the movement, we might see it as articulating
‘its sonata component within the context of an overarching fugal design’ (P. H. Smith
1995: 285, note 15), or, alternatively, as a sonata-form movement with some
‘contrapuntal details’ (Pascall 1972: 223). We may also place these two formal
schemes on an equal footing, focusing instead on the alternation of the different
languages.26 Perhaps the movement’s affordance of multiple formal interpretations 27
was the source of the ‘finale problem’ (Pascall 2013: 23) that Brahms seems to have
had when composing this sonata and which substantially delayed its completion. Yet is
such a quandary relevant to performers of the piece?

b. The Recordings
For this chapter, I selected nineteen recordings of the third movement of Brahms’s
Cello Sonata in E minor, Op. 38, although, due to space restrictions, I examine only
four of them in detail here.28 The alphabetical, rather than chronological, order in which
they appear in Table 5.1 (p. 379)29 prevents any ‘evolutionary’ prejudices from
preconditioning the study. It could be possible to bring some conclusions about
twentieth-century performance style post facto, but they are not my focal point. I take
the recordings as individual case studies that exemplify specific strategies that are
potentially indicative of particular formal constructions of the movement. They are most
valuable not because they pertain to a chain of performance practices, but rather for
their fundamental uniqueness.
The increased numbers of recordings with respect to those selected in the
previous chapter responds to my preoccupation with a significant lacuna in the
literature on performance studies and on music more generally. As the discussion
through Chapter 2 asserts, most investigations have explored timing and dynamics
almost exclusively, and therefore have paid little – if any – attention to other musical
parameters such as, for instance, articulation and timbre. On various occasions in
Chapter 4, I address the latter’s potentially structural effects by focusing on vibrato and
26

John Rink (1999b) explores this idea of opposition in Brahms’s Opp. 5, 24, 76 No. 5, and 118 No. 6.
Precisely in the first and the last of these four pieces he respectively encounters a fundamental
disagreement between idioms on the one hand, and motivic material and tonal structure on the other. The
fact that one piece from Brahms’s middle period, the Cello Sonata Op. 38, poses similar problems
supports – and at the same time extends to other repertoires – his claim that Brahms’s piano music ‘thrives
upon paradox and opposition almost to the point that its essential integrity is called into question’ (Rink
1999b: 97).
27
Or, more precisely, re-interpretations, as they continuously change and inform each other as the
movement elapses.
28
Appendix V includes tempo and dynamic curves for all of them.
29
Organised by alphabetical order upon the cellists’ and subsequently the pianists’ surnames. Like Table
4.2 (p. 376), Table 5.2 (p. 380) provides information on the date of birth of the performers and their ages at
the times when the recordings were made.
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partials.30 However, Brahms’s slow movement was not particularly adequate for
examining articulation, as most of it is written – and generally performed – in a clear
legato style. In contrast, the fugal Allegro of the Sonata in E minor is highly appropriate
for that purpose, as the considerable variety of markings incorporated by Brahms
himself, which include various combinations of short and long slurs, stacatto dots, sf
markings and even some occasional legato writing, could serve as a potential trigger in
performance for an enhanced diversity in articulation techniques. Besides, the frequent
emergence of the fugal theme, or elements thereof,31 might inspire performers to
devise strategies to avoid literal repetition,32 including different articulation techniques.
It is conceivable that, in turn, these varying procedures would exert a wide-ranging
influence on the performed form of Brahms’s Op. 38iii. 33
b.i. Proportion, Articulation, and Performed Transitions: C/H(58)
Pau Casals and Mieczysław Horszowski’s rendition of this E minor finale (1958) is
markedly different from their earlier recording of the Adagio affettuoso of Brahms’s
Sonata Op. 99 (C/H(36)):34 not only is this later performance a live recording never
released commercially, but it also lacks the all-pervading presence of asynchronies
between the cello and the piano that is so characteristic of the previous interpretation.35
Although some temporal displacements between the two instruments are perceptible in
this Allegro, these are neither pervasive nor puzzling, as they are restricted only to
certain areas (bs. 40-42 and 115-19) and chiefly function as elements of local
emphasis.36
Although both recordings are free and imaginative, that of the Op. 38 movement is
less constrained and highly vivacious. Accelerations and retardations are rather
extreme sometimes – especially in the development section –37 and the variety of
articulation techniques, from legato to very sharp staccato, that the performers use in

30

See the analysis of M/A, DP/B, and especially S/S in Section b.iii. ‘Global Perspectives’ in Chapter 4, pp.
152-56, 162-65.
31
See Figure 5.1, p. 327, and discussion above, p. 171.
32
This is developed in Chapter 6.a.i. ‘(Non-)Repeated Structures’, pp. 212-23.
33
Along these lines, it has been asserted that ‘[a]rticulation may be expressive or structural’ (Boyden and
Stowell 2001). The authors do not offer any further explanation regarding neither this potential structural
function nor the performative strategies that might be underlying it.
34
See ‘Casals and Horszowski (1936)’ in Chapter 4.b.iii. ‘Global Perspectives’, pp. 157-62.
35
See ibid., esp. pp. 158ff.
36
They essentially emerge from Casals’ taking time before notes following a significant ascending leap
and thus are signs of an upsurge in the expressive tension at those points. They perform function 3a, as
listed in ‘Asynchrony’: ‘Functions’ in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Timing’, p. 57.
37
The standard deviation (sd) of the tempo values in the development section in C/H(58) is of 24.54,
whereas in the exposition and the recapitulation this variable is of 17.60 and 19.80 respectively. See
‘Timing’ in Chapter 3.b.i. ‘Collection of Data’, esp. note 34 on p. 105.
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the fugue material throughout the movement is certainly striking, although it is in line
with Casals’ general principle of variety in timbre and, significantly in this chapter,
articulation:
My conception of interpretation prescribes a great variety of colours in loud as well as in soft
passages … Therefore you can understand why I oppose the principle of l’archet à la corde as
38
anti-musical [and] conducive to monotony (Corredor 1956: 203).

However, C/H(58) ultimately yields the impression of being governed by some sort of a
rational understanding. By 1955 Casals and Horszowski had been playing together for
almost fifty years,39 and, given the importance of Brahms’s E minor Cello Sonata in the
cello-piano repertoire and consequently the several previous occasions on which
Casals and Horszowski might have played this finale, it seems improbable that they left
ends loose in this live performance.
Even if it fluctuates continuously at the micro level (Curve 5.1, p. 432),40 Casals
and Horszowski keep the tempo relatively stable throughout the exposition, delineating
a slight descending curve along its course. The same occurs from the recapitulation of
the first subject group onwards. This strategy, along with their handling of dynamics, is
responsible for the projection of a single structure that comprises the recapitulation and
the development.41 In this manner, the movement seems to be organised in three wideranging blocks, namely the exposition on one hand, the development and the
recapitulation on the other, and finally the coda.42
The analysis of the durational patterns in C/H(58) (Figure 5.2a, p. 328)43
strengthens this assumption. The percentage distribution of these patterns throughout
the recording (Figure 5.2b, p. 328) shows that phrases I, IX and XIV are the only ones

38

This is developed in Chapter 6.a.i. ‘(Non)Repeated Structures’: ‘Repetition in music theory and
performance, pp. 212-17.
39
See the ‘Transition’, Section b.i. ‘Sources’: ‘Recordings’, esp. p. 129.
40
In Appendix V, p. 430. Note that I take the crotchet as the measurement unit. See ‘Timing’ and
‘Dynamics’ in Chapter 3.b.i. ‘Collection of Data’, pp. 104-5 and 108-9.
41
The decreases in both tempo and dynamics before the start of the coda (b. 175) are much more
pronounced, and are followed by more abrupt ascents, than those before the recapitulatory entrances of
either the second or the first subject (i.e. bs. 123.2 and 132). This is in accordance with Todd’s archphrase model, as explained in Chapter 2, pp. 70-72. As in Chapter 4, to avoid excessive repetition I do not
mention it in future instances.
42
The separation of these three structural units is most evident in the corresponding arch correlation plot
(in Appendix VI, p. 487): high red flags for the exposition, a predominant blue colour for the middle part,
and again red flags that detach the coda from the preceding passages.
43
As in Chapter 4, the subscripted initials refer to those patterns that the software determined when
analysing that particular recording in isolation. I carried out the analysis on C/H(58) only with a precision of
1000 nodes in normal mode. I took that bar as the grouping unit and divided it into four crotchets. The
frequency of emergence of the timing patterns detected is as follows: T1C/H(58): 35.53%; T2C/H(58): 27.41%;
T3C/H(58): 20.81%; and T4C/H(58): 16.24%. As observed in Chapter 4, for instance in note 38 on p. 145, these
patterns are congruent with those obtained when analysing all of the nineteen recordings, in this way
supporting the drawing of Kohonen networks as an adequate analytical method; see Chapter 3.b.ii.
‘Kohonen Networks and SOM-Ward Clustering’, pp. 111-13.
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not featuring T4C/H(58).44 That is, by avoiding too marked ritardandos45 and by resorting
instead to more forward-moving profiles, those phrases effortlessly flow forwards.
Besides, T4C/H(58) signals the boundaries before the coda and the development.
Equally, the beginning of the development receives structural emphasis through a
noticeable higher-level ‘hesitation’:46 the exposition as a whole, and more specifically
its second half, is expanded – at least in comparison with the hypothetical durations
indicated on the score – so significantly that the arrival at the development is converted
into a major structural point within the movement.
In both its initial presentation and its reprise, i.e. bs. 1-3 and 132-34 respectively,
the fugue subject delineates the pattern T3C/H(58)-T1C/H(58)-T1C/H(58).47 Moreover, the
recurrence of this timing sequence in bs. 31-33 and 175-77 differentiates the start of
the coda and the transition as important divisions within the movement. Still, the
separation between phrases IV and V has an effect more powerful than the one before
the transition. The drops in the levels of both dynamics and tempo are highly marked,
and the elongation that follows helps convert bs. 44ff. into a structural downbeat
(Example 5.7, p. 408). This kind of ‘phenomenal agogic micro-accent’48 reinforces the
cohesion of phrases V-VIII, which as a consequence are detached from the preceding
unit.
In the block comprising both the development and the recapitulation, the situation
is similar yet more complex. The analogy derives from Casals and Horszowski’s
seemingly offering an alternative view to the structural division one would traditionally
observe in an analysis of the score.49 Here the ‘hesitation’ preceding the start of the
development is mirrored before the entrance of the recapitulated first subject in b. 132.
In comparison with the proportional durations hypothetically indicated on the score,
44

For an easier visualisation in the figures included in this chapter, but not in the main text, I replace the
subscript C/H(58) by C/H. No confusion with C/H(36) is possible, as Casals and Horszowski did not record
Brahms’s E minor Sonata in 1936.
45
Note the decelerating agogic outline of T4 C/H(58), with the third and fourth crotchets respectively spanning
25.92% and 28.56% of the bar.
46
See Dodson 2002, who applies Lerdahl and Jackendoff’s generative theory (1983) to performance, and
its discussion in ‘Phenomenal micro-accents’ in Chapter 2.a.ii. ‘Studies of Multiple Parameters’, pp. 72-73.
For an application of Dodson’s proposals to higher structural levels, see ‘Starker and Bogin (1951)’ and
‘Casals and Horszowski (1936)’ in Chapter 4.b.iii. ‘Global Perspectives’, pp. 151-52, 157-62. As in Chapter
4, this is indicated in the figures by positive signs inside green squares. Note the relation to the discussion
of Op. 38iii-R/S and M/P esp. on pp. 187-88 and 190 below, incl. notes 71 and 82.
47
The patterns obtained are clearly congruent with those observed across the nineteen recordings. The
emergence of a particular sequence of comparable timing patterns (in this case, T3-T2-T2; precision: 1000
nodes in normal mode) is apparent as well.
Horszowski and Casals stress the beginning of the fugue subject through the significant stretching
(28.45% of the bar duration) of the first crotchet in the sequence (T3 C/H(58)); the most salient feature of the
two middle bars is the crotchet of the second beat (26.14%), while the quaver triplets are played more
hastily (T1C/H(58)).
48
See note 46 above.
49
See Section a above, ‘Formal Conflicts in the German Tradition: The finale from Brahms’s Cello Sonata,
Op. 38’, pp. 171-77.
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phrase XIII is expanded in C/H(58), whereas phrase XIV is shortened (Figure 5.3, p.
329). Since the same phenomenon occurs before the coda, one may infer that in
C/H(58) ‘hesitation’ potentially impresses the listener as a structural marker stronger
than elongation, consequently nuancing Dodson’s ideas.50
However, dynamics shrink much more noticeably before phrase XIII, that is, before
the start of the ‘reversed recapitulation’. Although Brahms’s dynamic indications in b.
123 – p dolce in the piano part and mf for the cello after the shared f in b.115 – might
have been the most important trigger for such a decrease, Horszowski and Casals’
approach projects a plausible preoccupation with an eventual debilitation of the second
subject’s belonging to the recapitulation. In fact, the two appearances of the second
subject delineate the same dynamic level. Moreover, while in most of the remaining
phrases three or four dynamic patterns tend to emerge, in phrases VI and XIII these
can be fundamentally reduced to two gestures that appear in essentially the same ratio
(Figure 5.4b, p. 330). On the whole, in C/H(58) timing and dynamics play against each
other in the structural definition of the recapitulatory area; yet, when observed from a
different angle, the scales seem to be slightly tipped in favour of timing.
During and after his lifetime, Casals was admired for a certain sense of proportion
that was believed to govern his rubato style. According to David Blum, in his playing
Any semblance of strict metronomic regularity was set aside, the rhythmic values responding
instinctively to the expressive urge of the melody. The notes were free of constraint, yet
inextricably related to one another by that sense of proportion which was secret of Casals’ artistry
(Blum 1977: 97).

Blum’s assertion offers a rather accurate depiction of the persistent tempo fluctuations
in C/H(58). Nonetheless, he does not explain Casals’ ‘sense of proportion’ clearly
enough. For his part, J. Ma. Corredor reveals that Casals believed that ‘[t]he question
of tempo can be decided through the sense of measuring time in space’ (Corredor
1956: 191),51 and therefore in C/H(58) measurements and proportions can somehow
be related and in turn be responsible for the musicians’ handling of timing.
The junctures of structural segmentation inferred so far respond to a highly
planned, balanced construction of Brahms’s movement. The forty-three bars of phrases
I-IV are followed by thirty-two in V-VIII; that is, within the exposition (seventy-five bars)
two units emerge which respectively span 57% and 43% of the whole section. Within
the second part (ninety-nine bars), the same proportion surfaces: phrases IX-XIII (fiftysix bars) amount to 57% of the total, phrases XIV-XVII extending over the remaining
43%. Moreover, the two wide-ranging sections parallel this ratio, although in reversed
50

To him, the ‘hesitation’ style, or the ‘lengthening of the upbeat’ is ‘the weakest’ of the ‘phenomenal micro
accents’ that he explores (Dodson 2002: section 3). See note 46 above, p. 180.
51
Note the relation to metaphors of space in music perception, including Gestalt theory; see Section A.v.
‘Musical Structure?’ in the Introduction, pp. 8-9.
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order: the seventy-five-bar exposition and the ninety-bar composite of development
and recapitulation establish a 43%-57% relation.52 All of this reinforces the construction
of the coda as a separate unit (Figure 5.5, p. 330).
Further, Casals and Horszowski’s rendering of Brahms’s Op. 38iii is particularly
rich and varied in articulation techniques, most remarkably in the manifold appearances
of the fugue material. Given the overall sense of coherence that this recording yields, it
seems plausible that, in it, articulation too contributes to the formal understanding of
the movement. This converts C/H(58) into a case study most suitable for the appraisal
of the potentially structural implications of a musical parameter that has been
significantly overlooked – if not altogether neglected – in previous literature,53 and to
which I too have paid insufficient attention in Chapter 4.
In C/H(58), I detect three general types of articulation in both the cello and the
piano parts: 1) legato (or alla corda); 2) long staccato (or détaché); 3) and sharp
staccato (or spiccato in string playing).54 For analytical purposes, I divide the fugal
theme into three motives: a) the ‘cell’55 formed by a crotchet and the fall into the next
crotchet; b) the crotchets tied to a quaver; and c) the groups of three quavers (Example
5.8, p. 409). Performers may play each of these motives in any of the articulation types,
which amounts to a total of nine possible combinations: a1, a2, a3; b1, b2, b3; and c1,
c2, c3.56
In the initial presentation of the fugal subject, long staccato notes dominate (Table
5.3, p. 380). Not only the opening crotchets, but also the quaver triplets are slightly
accentuated and shortened. In b. 25, however, Horszowski adopts a more legato
articulation: the minim responds to motive 1a, and the triplets can all be clearly
classified as 3a. Interestingly, this change in articulation coincides with a relative
structural division marked by a decrease in both dynamics and tempo (Figure 5.6,
orange vertical line, p. 331), clearly supporting the hypothesis that it is the combination

52

The proportions that emerge in performance are only slightly different: within the exposition, phrases I-V
amount to 53% and V-VIII to 47% of the total duration; within development-recapitulation, phrases IX-XIII
to 56% and XIV-XVII to 44%; the two broad sections mirror the latter relation. That is, although the
numbers are not exactly reproduced in the exposition, the proportions can nevertheless be considered as
analogous in absolute terms.
53
Sarah Smith’s (2004) doctoral dissertation is a significant exception.
54
For characteristics and discrimination criteria, see ‘Articulation types and bow strokes’ in Chapter 2.a.i.
‘Studies of One Parameter’: ‘Articulation’ and Chapter 3.b.i. ‘Collection of Data’, pp. 65, 109-10.
55
Although motives ‘may be of any size’, the smallest groups that listeners tend to favour are ‘cells’, i.e.
two-note groups forming ‘an identifiable contour’ (Drabkin 2001).
56
Not only the above findings regarding tempo and dynamics, but also the diversity of articulations that the
musicians apply to this subject, make it nonsensical to contemplate a fugue-like construction of the
movement in this rendition. Had that been the case, possibly Casals and Horszowski would have
employed at least the same articulation in all of the appearances of the subject so as to reinforce their
correlation. See below, pp. 184-89, for the analysis of Op. 38iii-R/S, which arguably projects this fugue-like
construction.
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of the various musical parameters, and not only some of them in isolation, that yields
this particular formal construction of Brahms’s finale. Overlooking Brahms’s staccato
dots above the crotchets (Example 5.5, p. 408),57 Casals acquires this more legato
articulation in b. 31, that is, at a plausible start for the ‘merged transition’. This lyrical
vein finds its climax in bs. 38ff., where moreover the cellist delays the entrances of the
minims and in this manner creates the impression of a cantabile line.
Casals and Horszowski revert to staccato articulation in the stretto imitations in b.
44ff. (Example 5.7, p. 408). By b. 49, however, they have adopted a more legato
articulation, a process that culminates in the lyrical second subject group (bs. 53ff.).
Even the evidently more staccato writing in bs. 61-64 is concealed under Casals’ alla
corda playing (Example 5.9, p. 409). It is possible to observe, then, how in C/H(58) two
staccato-to-legato processes take place within the exposition, the second of them
commencing in b. 44. That is, whereas the sequence of timing patterns favours a
division before b. 31 and in this way supports Hepokoski and Darcy’s notion of ‘merged
transition’,58 articulation strengthens the links between the end of this passage and the
second subject. The exposition as a whole, as a result, is perceived as a solid unit
within the sonata structure.
Two

other

similar

staccato-to-legato

sequences

are

observable

in

the

development-recapitulation block. At the start of the development (b. 76; Example 5.6,
p. 408), both performers play the quaver triplets in clear three-by-three groups. This
happens despite Brahms’s slurs in the piano part, as here one can find the most
spiccato-like articulation (type 3) in the whole of C/H(58). From b. 80 onwards, Casals
continues to detach the crotchets from one another (a3), while Horszowski starts to
play the triplets in a more détaché style (type c2). Legato articulation comes into light
again in b. 99, and not in the parallel passage starting in b. 91 (Example 5.10, p.
409),59 remaining the rule until the recapitulation of the second subject (b. 123ff.),
where it culminates.
In the recapitulation, Horszowski casts the fugue material again in a staccato
manner that vacillates between longer (type 2) and shorter (type 3) articulations (Table
5.3, p. 380; compare with the exposition). This return to staccato playing reinforces the
57

I am assuming that Casals and Horszowski had access to a score very similar to the first published
edition, if not precisely that one. No autograph manuscript or working draft survives for this Sonata, and
hence it is plausible that later editors used the Simrock score as their primary source. Subsequent Urtext
editions of this piece, such as Henle Verlag’s, essentially reproduce the first edition in most of the
elements, including the articulation markings. See Section b.i. ‘Sources’: ‘Scores’ in the Transition, pp.
125-26, as well as note 3 on p. 171 above.
58
See Section a above, ‘Formal Conflicts in the German Tradition: The finale from Brahms’s Cello Sonata,
Op. 38’, pp. 171-77.
59
This again happens in conjunction with contextually significant tempo and dynamic decreases (orange
vertical lines in Figure 5.6, p. 332).
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emergence of the recapitulated first subject group as the start of a new structural block.
However, Casals and he employ a more alla corda technique for the transitional
material (b. 158ff.; motives a2, b1 and c2), and, finally, a more legato style for the coda.
From the point of view of articulation, then, the coda is the climax of the movement,
prompting thus a reconsideration of the status of this section as independent within the
Allegro. Whereas Casals and Horszowski handle dynamics and especially timing such
that the structural boundary before the coda is clearly marked, their approach to
articulation integrates that section into the recapitulation and ultimately guarantees the
large-scale cohesion of the piece. That is, the underlying staccato-to-legato processes
prevent the coda from losing its relation to the preceding passage.
All of the above strategies impose a sense of control over Casals and
Horszowski’s seemingly free rendition of Brahms’s E minor finale. Even if the tempo
fluctuations and the variety in articulation appear to be capricious or to promote a
sectional construction, these are congruent with one another in responding to an allencompassing understanding of the piece (Figure 5.6, p. 331). Two main blocks – the
exposition on the one hand and the development and recapitulation on the other –
seem to form the movement. Their integrity is guaranteed by the two audible inner
legato-to-staccato progressions, which, in the second block, eventually culminate in the
lyrical coda. Within those two broad sections, the changes in articulation coincide with
the starts of phrases V (b. 44) and XIII (b. 132), which, significantly, are at odds with
the motivic construction of the piece. The emergence of a particular timing profile in bs.
1ff., 31ff., 132ff., and 175ff. similarly reinforces the separation preceding the
recapitulated first subject at b. 132, yet it emphasises the start of the transition in
phrase III. For its part, the dynamic parallelism between both – expository and
recapitulatory – entrances of the second subject supports the recognition of the latter in
b. 123 as the start of a formal unit. It is in these ways that the second subject is
eventually construed as a common link between the two parts of the second structural
block of the movement, and that bs. 31-52 seemingly play an equivalent role within the
exposition. In other words, not only the ‘compositional’ bridge but also the recapitulated
second subject can be understood as having a transitional function.
b.ii. Variety vs. Predictability: Timing and Dynamics vs. Outshining Articulation
in R/S (1983)
Rostropovich and Serkin’s performance of Brahms’s Op. 38iii yields, in contrast, a
highly organised and in some way rigid impression. Upon listening, passages seem to
be clearly defined and no structural ambivalence comes forward. There are neither big
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surprises nor emotional outbursts. Even more importantly, the rendition strikes one as
lacking in variety. As was commented above,60 the manifold appearances of the fugal
material throughout the Allegro might encourage musicians to employ an enhanced
diversity of performative strategies, since avoiding repetitiveness is often one of their
paramount concerns.61 R/S is nonetheless not particularly profuse in varying nuances
or expressive resources, as Serkin and Rostropovich opt for a straightforward
approach in which ‘the same thing’, i.e. the fugue subject, seems to be said ‘in the
same way’.62
However, their rendering is not at all uninteresting or tedious. Quite the opposite,
its power of attraction derives precisely from the degree of uniformity that one may
discern upon listening to it. Its interest increases as the performance elapses, and the
sensation of congruence captures the listener’s attention. If, nonetheless, ‘[u]nity
without diversity tends, in most cases, to become tiresome’, as Alfred Brendel (2013:
103) says, one wonders whether or not the perceived regularity is genuine, and,
ultimately, why it is that this seemingly predictable rendition is so engaging.
At first sight tempo is one of the most important factors contributing to R/S’s flat
feeling: Rostropovich and Serkin keep tempo levels relatively constant throughout
(Curve 5.17, p. 448). Although the sudden ritardandos in which the performers indulge
from time to time mark, in conjunction with matching diminuendos, various points of
structural division,63 the tempo and dynamic profile speaks for only a few formal
punctuations; that is to say, it does not account for what happens in the passages
stretching between them. Moreover, I did not found any predictable sequence in the
timing patterns that the performers employ.64 It is therefore in the micro-level timing that
‘diversity’ emerges in this recording, and not in the ways in which they could have
differentiated the various musical phrases or bigger units at a larger scale. However,
R/S’s uniform quality prevails, and thus timing, or at least timing alone, does not
60

See the end of the introductory paragraphs in Section b. ‘The Recordings’, pp. 177-78.
As discussed above, p. 177, for Casals, variety was a ‘law of nature’ (Blum 1977: 18).
62
This is developed in Chapter 6.a.i. ‘(Non-)Repeated Structures’: ‘Saying Something/the Same Thing
Twice’, pp. 218-23.
63
According to my analysis, the most important points of division occur before the development (b. 76), the
recapitulation of the fugue (b. 132), and the coda (b. 175).Their relative structural weight results not only
from the magnitude of the decreases in absolute terms but also from their gradualness: the more the
ritardando stretches, the more structurally significant it is. The abruptness of the increase in tempo and
dynamics also plays a part here. In Figure 5.10, p. 325, the relative importance of these decreases is
represented by means of ellipses encircling their contours in various tonalities of blue: dark blue amounts
to a higher-order structural boundary, while light blue colours indicate a secondary division.
By these means, the recapitulated second subject is potentially perceived as a part of the
development, as one cannot identify any separation between the first subject and the transition in both the
exposition and the recapitulation.
64
I carried out the Kohonen analysis on R/S only, as well as on the nineteen performances with various
degrees of precision: 1000 nodes in normal mode, 2000 nodes in accurate mode, and 500 nodes in
normal mode. In none of the six analyses I found a logical sequence.
61
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provide an explanation for this overall feeling. One can conclude, then, that, in R/S, this
parameter does not have the most critical influence on the listener’s structural reading.
From the viewpoint of dynamics, Serkin and Rostropovich play the most distinctive
segments of the fugal section in the reprise in a fairly symmetrical fashion to the
exposition. As Figure 5.7 (p. 332) shows, bs. 136-39 mirror bs. 1-4 (patterns D1R/SD1R/S-D2R/S-D1R/S), bs. 143-46 display the same profile as bs. 16-19 (D3R/S-D2R/SD2R/S-D1R/S), and these musicians approach bs. 158-65 similarly to the opening eight
bars of the transition, i.e. bs. 31-38 (D2R/S-D2R/S-D3R/S-D3R/S-D3R/S-D1R/S-D2R/S-D2R/S).
Example 5.11 (p. 410) displays the complete profile over the various presentations of
the subject in the pertinent passages in the exposition.
However, in each of these sections they ‘shape’65 the entrances of the subject in a
different manner. At the start of the movement, Serkin emphasised the first crotchet
(D1R/S), while also stressing the syncopation (D3R/S). The second bar in each of the
phrases manifests the same divergence, showing that the pianist first accommodates
to the notated meter (D1R/S). After fifteen bars, however, he underlines the rhythmic
play and syncopated nature of the fugue subject by stressing the even-numbered
crotchets (bs. 16-17, D3R/S and D2R/S). Rostropovich responds in the transition by
reversing this arrangement: he first emphasises the second crotchet (bs. 31-32, D2R/S)
and then endows the subject with a more square-like dynamic construction (bs. 35-36,
D3R/S). In resorting in bs. 136-39 (but not in bs. 132-35) to the same dynamic profile as
at the start of the Allegro, the performers closely respond to the harmonic, not motivic,
course of the piece: they stress the tonic resolution, and the consequent structural
downbeat, in b. 136.66
This dynamic profile explains the arch-like sensation that the rendition yields, and
hence it is in part responsible for R/S’s sense of predictability: once the dynamic
sequence is identified in the transition and later on in the recapitulation, one expects67
the fugue material to keep being performed in a similar way. Furthermore, it prompts
one to construe the transition as a prominent, albeit subordinated, unit starting in b. 31
(and the parallel passage in the recapitulation). In fact, the musicians play both bridges
65

See Chapter 2. ‘The Notion of “Shape”’, pp. 87-93. In fact, ‘to shape the overall structure even in the
largest-scale works’ was ostensibly ‘very simple’ to Rostropovich; ‘first you move towards the culminating
point, then after reaching it, you recede from it’ (Wilson 2007: 266).
66
However, as was explored above, the tempo decrease before b. 132 attests to the readily recognisable
motivic reprise of the fugue material. This is conjointly marked by a significant agogic emphasis (timing
pattern T3; see Figures 5.8 and 5.10, pp. 333 and 335), and thus the motivic reprise does not lose its
structural force against the harmonic resolution in b. 136.
This kind of repetition can be linked to Lidov 2005 idea of focal repetition, as well as to SzegedyMaszák 1983 hypothesis that not only musical elements, but also their relationships, can be reiterated,
thus creating a polyvalent correspondence between those or other elements. See Chapter 1.b.iii.
‘Narrative Form’, p. 36.
67
Prospective interpretation in the perception of musical structure; for references, see note 23 on p. 176.
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in a similar fashion further attests to its large-scale formal importance. Tellingly enough,
the starts of the two transitional passages are also signalled by agogic accentuations
(T3 in Figures 5.8 and 5.10, pp. 333 and 334). However, the analysis of tempo and
dynamics does not cast any light on the central area of the movement (including both
the second subject and the development section), where the sensation of uniformity is
equally insidious.
Throughout the recording, Serkin and Rostropovich apply the same articulation to
the four-bar fugue subject (Table 5.3, p. 380).68 Even upon listening69 it is rather easy
to perceive that their slurred crotchets proceed in a distinctly legato manner to the
ensuing quavers, which are not at all accentuated (motive b, articulation type 1;70
Example 5.8, p. 409): the tone intensity and the upper partials are sustained throughout
the motive. The triplets of motive c, for their part, are typically played in long staccato
strokes (motive c, articulation 2), while a more cantabile articulation comes to light very
rarely. The opening crotchet is also invariably accentuated and then detached from the
following note, yet it may vary from longer to shorter staccato types (articulations 2 and
3). Example 5.12 (p. 410) represents this articulation sequence in standard notation.
This kind of articulation is responsible furthermore for the all-encompassing
structural impression that R/S yields, as it is consistently applied throughout the coda
and the central part of the piece as well. In those sections, Rostropovich and Serkin
play the motives derived from the fugue theme with the same articulation as in the
exposition; therefore, the triplets are never played with short staccatos (Table 5.4, p.
381). It is also curious that the second subject is lacking in lyrical attributes:
Rostropovich’s continuous changes in the speed of the vibrato (which is generally
limited and, in some notes, virtually nonexistent) produce a sort of initial accentuation,
thereby making the notes to be perceived as separate units (Figure 5.9, p. 333). The
motivic and articulatory subordination of the second subject to the fugue material
ultimately guarantees the latter’s supremacy. That is, in R/S, each emergence of the
fugue subject, or its derivations, is recognised as an important structural element, thus
giving the piece a notably regular construction.
Far from being a symptom of irregularity in an otherwise extraordinarily consistent
treatment of the fugue theme, the few variants in the described articulation sequence
account for a potentially unique formal shaping of Brahms’s finale. The quavers, which
are normally played staccato, emerge in a more legato manner from time to time. More
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Contrarily to C/H(58).
The analysis of the spectrographic image of the multiple appearances of the main subject corroborates
this impression.
70
See note 54 above, p. 182.
69
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specifically, this happens in bs. 34 and 161 (Table 5.4, p. 381), which correspond to the
moments within the two bridge passages when the beat subdivision moves from triplets
to quavers (Example 5.13, p. 411). The performers visibly overlook Brahms’s staccato
dots: they drag the notes by means of the legato articulation – in conjunction with a
slight ritardando – and in this manner tension increases. The listener might ultimately
perceive a ‘hesitation’ at the level of the phrase,71 as a result of which the start of the
following three-bar units (i.e. bs. 35-37 and 162-64) would receive an enhanced formal
significance.
In the case of the first crotchet of the fugue subject (motive a), the use of the
longer staccato articulation (type 2) is constant, whereas the performers reserve the
shorter kind (type 3) to signal the structurally most important junctures in the piece, for
instance the start of both the transition passages (bs. 31 and 158) and the
recapitulated first subject.72 The latter’s formal importance, moreover, is doubly
emphasised through the successive use of this spiccato articulation in bs. 132 and 136.
In the development too, the conjunction of the detached crotchet (motive a) with a
short detached articulation (type 3) signals formally important passages (Table 5.4, p.
381). More specifically, in bs. 91 and 99 Serkin clings to – and even exaggerates – the
short staccato articulation in order to mark the starts of phrases X and XI more clearly,
while Rostropovich sustains the downbeat crotchets in those bars (Example 5.10, p.
409) so strongly that the crotchets perceptibly become part of the fugue subject that
Serkin launches simultaneously in the piano. That is, as a result of Rostropovich and
Serkin’s strategies, the rendition can be construed as one that undermines the formal
elisions observable in Brahms’s score in favour of a more clear-cut phrase structure. All
of this makes the contrapuntal nature of the development come to light more forcefully,
and, as a result, the fugal imprint of this middle section is reinforced in performance. It
is clear, then, that, in R/S, the scope of structural action of the parameter of articulation
extends beyond that of timing or dynamics. Moreover, the enhanced significance of the
development makes one reconsider the pro tem primary formal role of the outer
sections as well.73 Through the use of a particular articulation, the development
acquires a clearer thematic character, and thus the balance between the various parts
of the movement has to be tipped accordingly. In structural terms, the development
eventually achieving a level comparable to that of the exposition and recapitulation,
and in this sense somehow resembles the middle entry of a fugue (Figure 5.10, p.
71

See Dodson 2002 and note 46 on p. 180 above; also connect it to the discussion of Op. 38iii-M/P on pp.
189ff., esp. incl. note 82 on p. 190, and of Op. 38iii-C/H(58) above, incl. note 46 on p. 180.
72
Note that the agogic elongation (through timing pattern T3; Figure 5.8, p. 333) and the mirroring of the
dynamic profile in the recapitulation enhance the structural salience of these junctures.
73
Prospective and retrospective formal inferences; see note 23 above, p. 176.
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334). That is, while by no means neglecting the sonata-form design of Brahms’s finale,
Rostropovich and Serkin highlight its fugal characteristics. They render the fugue not
only as a stylistic effect, but rather as a formal model that determines the whole course
of the movement.
At this point, one might wonder whether or not this in particular was the ‘idea’
underlying this performance, and if these articulation strategies merely were the
intended means to convey the performers’ prior conception of the movement.74 In any
case, it is reasonable to allege that it is plausibly the musicians’ handling of articulation
that is most responsible for the sense of predictability of the performer’s recording, as
neither timing nor dynamics can offer a wholly satisfactory explanation for it. In
contrast, Rostropovich and Serkin apply articulation extremely consistently throughout
the movement, and the fact that they play all the most structurally significant
emergences of the fugue subject with the same articulation (motive a, articulation 3)
does nothing but reinforce the sense of uniform repetition. In the end, articulation
performs a structurally stronger function than the other parameters explored, casting
doubt on the validity of some previous literature that has failed to recognise this
parameter’s formal implications.75
b.iii. Freedom of Character and Changing Structural Roles: M/P (2013)
Antonio Meneses and Maria João Pires’s rendition conversely transmits a constant
sense of freedom.76 When listening, I could not anticipate77 any of the moments of
introversion, delight or musical exploration that are so manifold in their performance.
The tempo is certainly slow (Curve 5.11, p. 442), yet it does not produce a similar
sensation:78 rather, the sense of liberty emanates from Pires and Meneses’ taking the
necessary time to breathe79 and to revel in the minutest details. Their rendition is
particularly rich in performative subtleties, including gradations in timbre and dynamics.

74

To Rostropovich, the previous idea of a piece
would ensure the success of the search of solutions … [The]musical concept of a piece should generally be worked
out away from the instrument, and put to the test in the context of the whole, so that any dividing line between the
initial idea, the technical means and the overall result was obliterated (Wilson 2007: 110-11).

Note the relation to ideas of Werktreue; see the Introduction, Section A.ii. ‘The “Work Concept” and the
Notion of Authorship’, pp. 2-5, incl. note 12 on p. 3.
75
Amanda Bayley’s (1996) doctoral dissertation is a noteworthy exception.
76
Furthermore, M/P is a live recording (at Wigmore Hall); see Appendix III.a for full details, p. 387.
77
For theoretical references, see note 23 above in this Chapter, p. 176.
78
In fact, C/H(58) is the slowest of the select nineteen recordings, whereas M/P is the second longest.
M/P’s duration is 06:52 mins. and C/H(58) lasts 07:11 mins.; see Table 5.5, p. 382. For further discussion,
see Section b.iv below, ‘Energetic Form, Directionality, and Motion in Performance: F/B (1955)’, pp. 194200.
79
Instrumentalists often refer to the voice as a model of phrasing; Natalya Shakovskaya recalls how
Rostropovich explained that ‘the sound could grow and develop on one note, a technique used by singers’
and ‘encouraged students to study recordings by great … singers’ (Wilson 2007: 145, 120).
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They savour the piece until the end, yet neither the duration nor the depth of the most
contemplative moments is excessive. Their performance never becomes boring, and,
as Pires says, they ‘just play’ and seem to enjoy doing it.80
One of the most interesting episodes in this regard is the start of the second
subject in the exposition.81 Throughout its initial four bars (i.e. bs. 53-56), Pires, and
subsequently Meneses too, underscores the rhythmic play of the triplets against the
two quavers. She is the only performer among those studied who stretches82 those
bars in such a way that the rhythmic tension is clearly heard and perceived.
Furthermore, she employs a distinct cantabile style of playing that is not heard before
in the movement. Most especially in bs. 53-54 (although in bs. 55-56 too), she avoids
any clear accentuation: the spectrographic image is significantly blurred, colours are
rather homogeneous with no strong yellow tonalities, and the lines corresponding to the
partials intertwine with one another (Figure 5.11, p. 335).
This legato, cantabile quality compellingly exerts its supremacy not only over the
second subject but over most of the materials of the piece as well. Whereas in R/S
staccato articulation controls the performance from beginning to end, Meneses and
Pires restrict this kind of détaché articulation to the complete appearances of the fugue
theme, and even in them a slightly more slurred articulation can be perceived in the
piano part. Likewise they do not play the transitions in short values throughout, as they
soon give way to a portato articulation83 in bs. 35ff. and 162ff. Other musicians have
seen in this finale a forceful display of Brahms’s fugal craft, and along these lines some
have criticised M/P because ‘the angry final movement lacked the necessary sense of
titanic struggle’ (Hewett 2012). Yet precisely that quality may be the kernel of the
performance. Meneses and Pires adopt an attitude that, in line with the pianist’s
general stance on music making,84 underscores the serene and peaceful side of the
80

In a very illuminating interview about her career and personal life, Pires commented on the differences
that she found when playing with violinist Agustin Dumay and cellist Antonio Meneses respectively.
Regarding the latter she said:
I made two Schubert sonatas and one live recording with the cellist Antonio Meneses from Wigmore Hall. I’m
playing a lot with him now. Very nice. Somebody with whom I have no struggle; we just play. We don’t talk much. It
could be boring but I don’t think so because he’s a great musician (http://www.artsjournal.com/condemned/
2012/05/maria-joao-pires-why-the-pianisthumanitarian-is-eternally-angry-at-chopin/).
81

Given the shortening of the second subject in the recapitulation, there is no parallel passage in bs. 123ff.
As Curve 5.11 shows, p. 442, tempo decreases significantly at that point, furthermore emphasising the
two-bar construction of phrase VI. Besides, phrase VI lasts 15:77s, which amount to a 3.86% of the total
duration of M/P. Compared to the duration hypothetically indicated on the score (3.05%) this emerges as a
contextually significant temporal stretching. See relevant graph in Appendix VIII, pp. 499-502, as well as
notes 46 on p. 180 and 72 on p. 188 above.
83
For corresponding definitions, see ‘Articulation types and bow strokes’ in Chapter 2.a.i. ‘Studies of One
Parameter’: ‘Articulation’, pp. 67-68. Although primarily employed in relation to string playing, I use portato
to refer to Maria João Pires’s piano playing too, as she produces a kind of articulation very similar to what
Antonio Meneses does in the cello, and which cannot be described as either staccato or legato.
84
She has recently admitted that she perfectly understands that ‘serenity’ is the impression that her
performances yield, as that is precisely the ‘relationship that I aim to establish with music. It does not
82
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piece. Given its uniqueness, this trait ultimately attracts the listener’s attention, not only
in the second subject, but in the whole of the middle section as well.
In the development, Pires and Meneses play bs. 95-98 and 105-14 in a distinctly
cantabile manner. Although these passages are based on the second of the fugue
countersubjects (CS2), the performers endow them with a lyrical imprint. This could
have been triggered by the expressive hairpins and slurs in Brahms’s score (Example
5.14, p. 411), yet, still, the duo goes beyond the realm of dynamics and makes use of a
continuous and wide vibrato (in the cello) and a generally rich overall tone quality. They
also avoid too marked note onsets and, as the spectrogram shows, sustain the
overtones throughout the entire duration of the notes, thereby creating the acoustic
illusion of an unbroken stream of sound (Figure 5.15, p. 339).
These lyrical passages stand out for other reasons too. First of all, decreases in
both tempo and dynamics are perceptible before they start. In the second of these
passages, the synchronisation between the profiles of these two parameters is so
precise that this structural boundary becomes powerfully signalled and the passage
thus acquires an enhanced formal significance.85 As a consequence, one feels bs. 9598 and 105-14 as the starts of two higher-level structural units. As the scape plot
reveals, clear arch-shaped phrases emerge at those points; in fact, in no other part of
the piece are the coloured flaws so symmetrically disposed (note especially the lack of
coordination in both exposition and recapitulation; Figure 5.12, p. 336). Importantly,
these two demarcations do not correspond with the start of a new presentation of the
fugue subject (Figure 5.1, p. 327) and in this sense are at odds with the subdivision of
the development inferred from a traditional analysis of the score.
Furthermore, Meneses and Pires stretch these two lyrical passages (phrases XI
and XIII; Table 5.6, p. 382).86 These ‘elongations’87 are so substantial that they
reinforce the perception of three periods within the central section (dev1, dev2, and
dev3). In turn, these periods are respectively formed by two phrases (numbered as
phrases IX and X; XI and XII; and XIII and XIV).88 Also, by the effect of the

belong to this world’ [‘Lo entiendo. Esa es la conexión que trato de establecer con la música. No
pertenece a este mundo’] (Ruiz Mantilla 2015).
85
Again according to Todd’s (1985, 1992) arch-phrase model; for references, see note 40 above, p. 179.
Comparable shrinkages occur only before the start of the second group (in both the exposition and the
recapitulation), the coda and the development. In the case of the latter, a final speeding-up even casts
doubts on the magnitude of the division.
86
In fact, they play them at the slowest tempo within the development. See relevant graph in Appendix
VIII, p. 499ff.; the tempo curve (Curve 5.11, p. 442) is not informative on this occasion.
87
See note 46 on p. 180 above for other applications of Dodson’s (2002) theory to higher-order structural
levels in this chapter, as well as ‘Phenomenal micro-accents’ in Chapter 2.a.ii. ‘Studies of Multiple
Parameters’, pp. 72-73, for theoretical discussion.
88
I have preserved the standardised numbering that I used in the previous analyses of other renditions
and the score. In all of them, the exposition was composed by eight phrases, and thus the development
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‘elongations’, the second and especially the third periods within the section (namely
dev2 and dev3) become comparatively lengthened too. Figure 5.14 (p. 338)
accompanies Table 5.6 (p. 382)89 by visually representing the relative phrase durations
in M/P and the score.
The distribution of the dynamic patterns that the performers employ across the
whole movement supports this inferred subdivision of the development in M/P (Figure
5.13a, p. 337). Besides the construal of the coda as a separate unit,90 the most salient
feature of the performance is its mirror-like dynamic construction. Dev2, which features
the four dynamic patterns in, moreover, fairly identical ratios,91 forms the core of the
movement; at both its sides, dev1 and dev3 dispense with the overall crescendo of
D4M/P. The dynamic approach to the second subject, namely using the four dynamic
patterns, equally responds to the pivotal disposition of dev2. In contrast, the outer
sections, which are composed by the first subject group and the transition passages,
are tackled in a parallel manner, i.e. the pattern groupings that emerge in the
exposition are linearly reproduced – and not symmetrically mirrored – in the
recapitulation. The fugal material never exhibits D4M/P while the latter joins the other
three dynamic gestures in the transition. In both bridges, moreover, not only are the
patterns clustered analogously, but they also appear in the same sequence (D3M
D3M/P-D4M/P-D4M/P-D1M/P-D3M/P-D3M/P-D2M/P-D1M/P-D1M/P-D1M/P-D1M/P-D2M/P-D2M/P) at two
equivalent junctures (bs. 31-43 and 158-70; Figure 5.13b, p. 337). Curiously enough, I
could not find any parallel interpretation between the two appearances of the lyrical
second subject.92
For all of these reasons, Meneses and Pires seem to approach the fugal and the
lyrical elements from contrasting perspectives, arguably thinking of the contrapuntal
materials in a more objective, rational manner. As a consequence, the demarcation
between transition and second subject is all the more powerful, being supported
furthermore by the decrease in tempo and dynamics in b. 52.93 The second subject and
the development are perceived as a composite unit that, moreover, extends until the

started with phrase IX. M/P’s particular approach to the development entails that, in this interpretation, the
recapitulation perceptually commences with phrase XV instead of XII (Figure 5.16, p. 339).
89
As in Chapter 4 (Table 4.5, p. 377), bold numbers indicate the longest phrase or period in either M/P or
(hypothetically) the score.
90
The coda is the only section that does not feature D3 M/P.
91
Emergence within dev2: D1M/P: 30.00%; D2M/P: 30.00%; D3M/P: 20.00%; and D4M/P: 20.00%.
92
In none of the six different Kohonen analyses (three levels of precision in either M/P only or all of the
nineteen recordings; see above) that I carried out could I find this kind of linear disposition. The
examination of the timing patterns that the performers employ was not more revealing either.
93
As noted above, the dropping before the start of the development is significant as well, yet tempo and
dynamics are not totally synchronised at this point. Meneses pushes the motion forward in the last three
quavers of b. 75, thereby creating a strong link to the ensuing development section.
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recapitulation of the fugue. Within this higher-order unit, the performers use staccato
and cantabile styles in succession:


second subject – phrases VI-VIII – legato



dev1 – phrases IX-X – staccato



dev2 – phrase XI – legato



dev2 – phrase XII – staccato



dev3 – phrase XIII – legato



dev3 – phrase XIV – staccato



second subject – phrase XV – legato

In this way, the formal understanding of Brahms’s finale largely depends not so much
on the opposition between the contrapuntal and the lyrical per se as on the weight that
the performers lend to the cantabile nature of the movement. At the small scale, the
interest within the extensive central section is kept through the alternation between
these two articulation types. The second subject and the lyrically construed phrases in
the development acquire a greatly enhanced importance within the movement, and
their cantabile character prevails over all other factors. At the highest structural level,
the distinction between the first subject and the transition, on the one hand, and the
second subject and the development, on the other, manifests itself in a number of
ways, ultimately generating a tripartite A B A’ (+ coda) disposition.94
To the highest degree, timbre too is responsible for the expressive effect of the
rendition. A purely balanced construction (such as the one indicated in Figure 5.13a, p.
337) seems to point to dev2 as necessarily the centre of attraction of the movement.
However, Meneses and Pires destabilise it somehow. In bs. 95-104, the tone colour is
significantly controlled. Meneses employs an exceptionally flat vibrato, and on some
occasions he even dispenses with it completely. The overall timbral quality is poor and
veiled, as overtones are rather scant and scattered in the spectrogram (Figure 5.15a,
p. 338). After this episode of containment, however, there is a timbral explosion in bs.
105ff.: the partials multiply and are held from one note to the next, in this way favouring
a manifestly legato style. The cellist makes the most of his vibrato, which, although
narrow, is relatively slow and, importantly, continuous (Figure 5.15b, p. 338). As a
result, the expressive peak of the piece is delayed until dev3, as tension builds and
eventually becomes more intense as momentum accumulates;95 the second of the

94

See Chapter 4.a. ‘Formal Ambiguities: Brahms’s Adagio affettuoso, Op. 99ii’, pp. 138-43, for an account
of Brahms’s techniques to achieve contrast in ternary movements.
95
Note the similitude to Kurth’s (1925) explanation of musical ‘waves’; see Chapter 1.d. ‘Representations
of Dynamics Forms: Waves and Curves’, esp. pp. 44-45.
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lyrical passages in the development is converted into the emotional climax – or ‘crux’96
– of the piece (Figure 5.16, p. 339). As Khoo argues, but in relation to timing and
dynamics, their ‘large-scale goals ... do not always concur’ (Khoo 2007: 266).97
In brief, due to its uniqueness among the nineteen recordings of Brahms’s E minor
finale that I selected for analysis, the cantabile character of M/P attracts the listener’s
attention. It is more than simply an expressive trait: it is an interpretive choice98 that has
far-reaching consequences for the overall formal (and emotional) perception of the
piece. The symmetrical, tripartite construction of the movement is challenged by an
expressive upsurge at the end of the development that derives its power from the
musicians’ handling of timbre and articulation. In other words, the centripetal attraction
of dev2 is weakened by the postponement of, and hence lack of synchronisation with,
the expressive peak of the piece. Opposing forces clash and thus momentum
accumulates.99 The formal impression that Op. 38iii-M/P yields does not primarily
emerge from a rational patterning or clear-cut and equilibrated divisions. Rather, it
strongly resembles descriptions of energetic plays that evolve across time and in
sound. In it, more than ever, the temporal placement of an event and the more
‘qualitative’100 parameters of articulation and timbre are critical. In other words, the
formal relations that can be inferred throughout M/P are part of a process that
diachronically leads towards an emotional climax which is intimately bonded with
specific performative strategies.
b.iv. Energetic Form, Directionality, and Motion in Performance: F/B (1955)
Pierre Fournier and Wilhelm Backhaus’s (1955) recording101 stands out for its
compelling sense of unbroken forward impulse. As in their interpretation of the Adagio
affettuoso of Brahms’s Op. 99,102 the musicians avoid too evident punctuations by
keeping tempo and dynamics stable (Curve 5.4, p. 435), for instance throughout the
exposition. For this reason, it is all the more striking how compelling the forward

96

See the analysis of Op. 99ii-DP/B in Chapter 4.b.iii ‘Global Perspectives’, esp. note 97 on p. 156.
See also note 93 on p. 192 above.
98
See the Introduction to the dissertation, Section A.iii. ‘Analysis and/or Performance’, esp. p. 7, for a
discussion of choice making in performance and analysis.
99
See Chapter 1.a. ‘Musical Dynamics and Motion’, pp. 22-23, for a discussion of theories of motion and
energy as emanating from oppositions.
100
See a traditional classification of parametric change in music in Chapter 2.c.i. ‘Change, Motion, and the
Body’, pp. 83-84.
101
Despite the cellist’s ‘fondness’ for Brahms’s Cello Sonatas, it was Backhaus who suggested him to
record these works, as ‘Fournier’s modesty would have never permitted him to make the first move’
(Hughes 1998: 83 and 95).
102
See ‘Fournier and Backhaus (1955)’ in Chapter 4.b. ‘Interpreting the Recordings’: ‘Global Perspectives’,
pp. 150-51.
97
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impulse is within that section.103 The performance yields the impression of elapsing
very quickly, yet on this occasion the mean tempo is actually not as fast as it might
seem after a first hearing,104 ultimately questioning the centrality of speed in the
perception of movement.105
According to theories of foreshortening as a recessive factor,106 the large-scale
progression of seventy-five (exposition) to one hundred bars (development and
recapitulation), which results from the performers’ overall manipulation of tempo and
dynamics,107 may be responsible for the sense of motion. Likewise, the sudden
shortening at the end (the twenty-five bars of the coda) correlates with the recessive
activity that precedes this section. Even so, motion in F/B is openly perceived all along
the course of the performance, and not only gathered retrospectively at the end.
Moreover, in many previous studies, grouping has been related to timing in almost
exclusive terms,108 and, as a consequence, the role of other factors has been largely
ignored. Although I do not dismiss timing here (in fact, it plays a key role in generating
the rendition’s compelling energy), I explore it briefly to focus on the – by no means
inconsequential – unifying and, eventually, dynamic function that articulation in
particular performs in this recording. In fact, by setting forth a more comprehensive
understanding of the relationship established between the grouping of elements,
dynamism, and the multiplicity of possible performative strategies, the analysis of F/B
might contribute new perspectives to the field of performance studies.
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Theoretically, the sense of motion is mainly produced by change or opposition; see Chapter 1.a.
‘Musical Dynamics and Motion’, pp. 22-23.
104
In fact, F/B ranks only eighth among the analysed recordings regarding duration (in ascending order),
lasting 06:09 mins. When calculating the interquartile mean tempo, furthermore, this recording comes out
in the tenth position ( = 129.91 bpm). It is ninth of all (S/B;  = 139.50 bpm) and sixteenth above the
slowest (C/H(58);  = 113.64 bpm).
105

See also the analysis of Op. 38i-G/G in ‘Saying Something/the Same Thing Twice’ in Chapter 6.a.i.
‘(Non-)Repeated Structures’, pp. 218-21.
106
See ‘Foreshortening’ in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Timing’, p. 60.
107
The levels of tempo and dynamics tend to fluctuate in a particularly coordinated manner, by these
means giving rise to clearly delineated arch-like sections: the exposition on one hand, the development
and the recapitulation on the other, and finally the coda, which is conceived as a culminating appendage.
This is perhaps the exception that proves Cook’s (2013: 205) idea that Todd’s (1985, 1992) theory
applies Russian pianism (see Chapter 2.a.ii. ‘Studies of Multiple Parameters’: ‘Groupings and phrase-arch
theory’, pp. 70-72, and the analysis of Op. 99ii-R/S in Chapter 4, incl. note 44 on p. 146). Yet the same
performers’ interpretation of a different movement of Brahms’s Cello Sonatas, Op. 99ii, shows very low
coordination between the fluctuations of tempo and dynamics (see Chapter 4.iii. ‘Global Perspectives’:
‘Fournier and Backhaus (1955)’, pp. 150-51). This reveals that, even during the same recording session
or, by extension, concert, performers might show varying strategies and approaches depending on their
purposes and conceptions of the movements or works being played. Therefore, generalised attributions of
interpretive techniques to performers should be taken with caution, as they might be reflective of specific
instances or approaches to particular pieces.
108
Generic conclusions such as that ‘agogic accents serve to articulate points of structural division’ (Cook
1999b: 46) exemplify this point. Similarly Dodson 2011b and Ohriner 2012 focus on timing only, laying
special emphasis on phrase-final-lengthening (PFL). Dodson 2002 refers to dynamics as well, but only
fleetingly. See ‘Groupings and phrase-arch theory’ and ‘Phenomenal micro-accents’ in Chapter 2.a.ii.
‘Studies of Multiple Parameters’, pp. 72-73.
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Among the three timing patterns detected in F/B (Figure 5.17, p. 340), T2F/B
displays the strongest initial agogic accent in the group.109 Most notably when the two
initial bars of a given unit delineate this profile, one perceives a strong division. 110 In
F/B, this happens very rarely; hence the enhanced significance of the scarce
appearances of T2F/B. In the exposition, the fugal subject receives this kind of twofold
emphasis only at the start, whereas the transition is clearly divided into three groups:
bs. 31-34, 35-37 and 38ff. (T3F/B, which is reflective of phrase-final lengthening,111
additionally reinforces the boundaries before bs. 31 and 38.) The bridge is conceived
as a broader unit in the recapitulation, and the start of the second subject is signalled in
similar ways in its two emergences (bs. 53ff. and 123ff.). However, this material is more
internally segmented in the recapitulation, with appearances of T2F/B every other bar.
The first subject, conversely, is more fragmented in the exposition, as T2 F/B in the
recapitulation is reserved for the tonic resolution in b. 136 only.
As a result, Fournier and Backhaus phrase both the exposition and the
recapitulation in units of increasing length. In the opening section, especially the
change from a much segmented transition to a second subject that seems to be
conceived rather unitarily results in both the integration of these two materials and the
creation of the onward movement. The bigger groupings for the second subject
compensate for the slight tempo decrease, even yielding the impression of higher-level
acceleration. In the recapitulation, the extreme segmentation of the second subject
gives way to the more cohesive fugal theme and, even more prominently, the bridge.
The extent to which the performers approach the respective two appearances of the
second subject and the transition in different, almost opposite ways demonstrates,
moreover, that they are not so much preoccupied with the ‘inherent’ character of the
different materials as potentially defined by the composer, but rather with the position
and function of these materials within the piece as a whole.112 In the recapitulation, the
second theme functions as the culmination of the forward impulse; in the exposition, on
the contrary, it is the onset of the motion.
This view that the nature of the materials is not necessarily predefined by the
composer but rather depends on the function within the piece that they are made or
109

The first crotchet of T2F/B stretches a 27.12% of the bar.
See the discussion of Dodson’s (2002) ideas in ‘Phenomenal micro-accents’ in Chapter 2, pp. 72-73.
111
In T3F/B, the fourth crotchet stretches a 27.72% of the bar. See Chapter 2, pp. 70-72, for a review of
phrase-final-lengthening (PFL) theories, including Cook 1987, Dodson 2011b, Repp 1990, Todd 1985.
This extreme emphasis on the transition recalls Alfred Brendel’s censuring description of some
performers who introduce transitions ‘grandly and then, instead of leading into something, start anew’
(Brendel 2013: 100).
112
In this sense, Fournier and Backhaus might be said to engage with the movement structurally: as
expounded in Chapter 1 (b.iii. ‘Narrative Form’, p. 36), ‘the ordering of the events in time’ determines the
structure (Meelberg 2004: 293).
110
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understood to carry out through performance, manifests itself in Fournier and
Backhaus’ articulation strategies too. Again, they do not approach the various materials
in a consistent manner throughout the recording. The second subject, for instance,
receives a highly lyrical, legato articulation in the recapitulation: Fournier’s vibrato is
ample, wide and slow, and the richness of the sound in terms of overtones is
remarkable (Figure 5.18b, p. 341). In bs. 53ff., on the contrary, the note onsets are
relatively accentuated, vibrato is more hardly noticeable, and partials do not come out
that easily (Figure 5.18a, p. 339). An analogous situation occurs in the fugue subject:
the articulation in its first presentation is sharper (types 2 and 3;113 Figure 5.18c, p. 341)
than in the reprise, where, strikingly enough,114 it receives a more legato treatment
(Figure 5.18d, p. 341). The transition, in contrast, is articulated in a manifestly similar
staccato manner in its two appearances, namely bs. 31ff. and 158ff.
The large-scale effects of these various articulation techniques are significant. First
of all, they contribute to and reinforce the clustering of disparate materials within
broader structural units. In other words, they appear to be a critical element in the
grouping strategies that Backhaus and Fournier employ. The first subject, the
transition, and even the second subject receive a pronounced, staccato-like articulation
in their initial statements, whereas in the recapitulation the performers play both main
subjects in a more cantabile style. By these means, the performance seems to be
organised in two blocks that contain dissimilar elements. In the first of those blocks, i.e.
the exposition as a whole, the fugue governs and leads the flux with its sharp staccato
character. In the recapitulation, in contrast, this fugal material comes into light in b.
132ff. as dependent upon, if not subordinated to, the second subject.
Eventually, the attention – and the balance – leans toward the materials that
appear first in each of the sections: the fugue in the exposition and the second subject
in the recapitulation. In this way, the idea of a ‘reversed recapitulation’ acquires
practical sense:115 cognitively, the second subject’s structural authority is made to

113

Usually Fournier and Backhaus play the notes in long staccato values, although on some occasions
they, and most especially the cellist, resort to short, spiccato-like accents. This happens in the groups of
three quavers (motive c) preceding big leaps or a prolonged crotchet (motive b). I could not find a logical
pattern regarding the alternation of articulations c2 and c3, and consequently I deem them to be elements
of local emphasis that do not necessarily play a role at higher organisational levels in F/B. See ‘Articulation
types and bow strokes’ in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Articulation’, pp. 67-68, for
classification criteria, and the analysis of Op. 38iii-C/H(58) above, pp. 178-84, for another analytical
application.
114
In most of the other recordings analysed, the recapitulated first subject tends to be piercingly
articulated.
115
Note the relation to narratological approaches for which the idea of order is critical, see Chapter 2.b.i.
‘Time’, pp. 75-77 and note 142 on p. 76. It is fairly apparent that I am endowing musical materials with
‘individuated element’ agency; see Chapter 2.b.ii. ‘Agency’, pp. 77-78.
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reside no so much in its length116 as in its capacity to make the subsequent fugal
material adapt itself to its new position within the sonata. In the same way that they
sectionalise the materials differently depending on their placement within the higherorder block (and consequently its comparative contribution to the sense of motion),
they articulate them so that the listener never loses an awareness of the leading or
prevailing role of the material. The recapitulated second subject in its second
emergence acquires enhanced importance and thus becomes determinant for the
unfolding of the reprise as a whole. Its entry in b. 123 is effectively constructed as the
start of a new section, and in this F/B is unique among the studied recordings.
Fournier and Backhaus’ articulation techniques have higher-order implications too.
First, given that the bridge in the recapitulation breaks the previous cantabile mould in
favour of a sharper style,117 they have the effect of perceptually splitting the forty-twobar recapitulation into two units of respectively thirty-five (the second and the first
subjects) and seventeen bars (the transition). This foreshortening118 points to a
structural boundary and, therefore, to a stopping in the overall motion. That is, in the
recapitulation, the pulling effects of articulation at a higher level eventually overcome
the forward motion that is created by other means, and thus it is ultimately responsible
for the sense of cessation before the coda.
Moreover, the coda too, as played in F/B, is potentially capable of influencing the
listener’s understanding: the previous transition is retrospectively converted into a
bridge towards the coda, or, in other words, into an area of transformation that leads
‘into something’ (Brendel 1976: 100).119 The listener presumably reinterprets it not only
as the end of the reprise but also as a link towards the coda; not as an appendage but
rather as a common bond between the two ends of a big chain. In this sense, Fournier
and Backhaus might be said to give credit to the idea that, in the sonata-form tradition,
a transition is intended to connect and prepare the ground for the launching of
subsequent materials.120
For its part, the emergence of T2F/B (which is twofold in the case of phrase X and
single in b. 115) and T3F/B clearly partitions the development in bs. 95 and 115. 121
116

As discussed above, the second subject is significantly shortened in the recapitulation.
In the exposition, the association between transition and fugue subject is clear enough, as Fournier and
Backhaus play both in staccato.
118
For theoretical references, see note 106 above, p. 195.
119
Alfred Brendel explains that, to him, ‘leading into something’ should be the function of all transitions. It
is apparent that in this paragraph I am speaking of retrospective formal inferences; see note 23 above, p.
176.
120
See Section a above, ‘Formal Conflicts in the German Tradition: The finale from Brahms’s Cello
Sonata, Op. 38’, pp. 171-77, and especially Hepokoski and Darcy 2006: 94.
121
This coincides with the most significant decrease in both tempo and dynamics within the development.
Moreover, an analysis of the relative duration of the various phrases in F/B and the score shows that the
117
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However, this does not justify the sense of push and pull that characterises this section
too. The development commences with a rather legato articulation that seemingly
responds to Brahms’s slurs in the piano part and that is adopted by the cellist too
(Example 5.6, p. 408). This cantabile approach culminates in bs. 95-98 (Example 5.14,
p. 411). The same tone quality continues throughout the first bars of phrase XI (i.e. bs.
99-100; Example 5.10, p. 409), yet in b. 100 Fournier attacks the head motive of the
fugue in short bow strokes. From that moment onwards, he and Backhaus articulate
the notes more clearly. They even play the ensuing passage (bs. 105ff.; Example 5.15,
p. 411), which, as in M/P, could have been seen as the epitome of the lyrical in this
finale, less cantabile than the homologous bs. 95ff. The unexpected change of
articulation in the middle of phrase IX is long lasting, and it gives rise to a compelling
force that opposes the prior forward movement. By these means this passage
becomes a turning point – or Wendepunkt122– within the development. In it, forces
divert and change direction.123 Concisely, the alternation in the sequence of articulation
strategies has multivalent effects: while reinforcing the unity of the recapitulation, the
restated transition moves towards the coda, and, similarly, phrase IX attracts the
momentum accumulated since the start of the development whilst it serves as a point
of departure for the ensuing passage (Figure 5.19, p. 342).
The various articulations establish a higher-order structural rhythm that contributes
to the forward drive of the performance in a not insignificant manner. As explored
above, the performers play the exposition as a whole staccato, whereas they approach
the start of the development as more cantabile. Similarly, the alternation of different
articulations continues until the end of the piece, and, through its effects, an underlying
rhythm emerges. The durations (in bar numbers) of the passages characterised by
those alternating articulations establish the following sequence: 75 – 23 – 24 – 35 – 42,
which can be equalised as 72 – 24 – 24 – 36 – 36, which, by means of a reductional
analysis,124 I expressed as 6 – 2 – 2 – 3 – 3. When this sequence is additionally

passage starting in b. 95 (and finishing in b. 114) is significantly lengthened in this performance. All of this
prompts a reconsideration of phrase X as beginning in b. 95 (instead of b. 91) in F/B.
122
Kurth 1925: 452-53. For further discussion, see Chapter 1.d. ‘Representations of Dynamic Forms:
Waves and Curves’, esp. pp. 44-45.
123
Note the relation to Eitan’s (2003) primary schematas; see Chapter 2.c.ii. ‘Intensity’, pp. 86-87.
124
See ‘Duration’: ‘Rhythmic reductions’ in Chapter 3.b.i. ‘Collection of Data’: ‘Timing’, pp. 107-8, and
Chapter 4, esp. Figure 4.28, p. 324, and its discussion on pp. 160-61, for a similar phenomenon in Casals
and Horszowski’s performance of the Adagio affettuoso of Brahms’s Sonata Op. 99. In that case, however,
the underlying structural rhythm emerges not from an articulation sequence but from the alternation
between synchronised and asynchronised passages.
Here I have divided the values by twelve. For calculation purposes I have equated the seventy five
bars of the exposition to seventy two. By the same token, and given the chordal nature of the last bars of
the movement, I have treated the final staccato section (which comprises the recapitulated transition and
the coda) as consisting of thirty-six bars.
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translated into musical notation,125 one obtains a dotted minim followed by two
crotchets and, subsequently, two dotted crotchets. This series forms a clear rhythm in

, which is precisely the notated times signature of the finale:  .    . . 
Significantly enough, the change of bar within this series coincides with the ‘turning
point’ detected around b. 99, thus strengthening the energetic import of this juncture.
The intensity of change, and accordingly the onward flow, is relatively maintained
during the second half. In it, the transition and the coda are in a / ratio,126 and thus
the closing section of the piece exactly corresponds to the last crotchet beat of this
‘rhythm of articulations’ (Figure 5.20, p. 343).
The sensation of movement that pervades Fournier and Backhaus’ recorded
performance of Brahms’s E minor finale can be explained, then, through their very
peculiar performative strategies. These include not only timing but, in at least a
comparable degree, articulation as well. They result in multiple groupings that give rise
to forces of varying directions, which converge and diverge with different levels of
intensity throughout the rendition. In this context, Fournier and Backhaus’ performance
of Brahms’s finale might be said to embody the Kurthian model of ‘wave series’
(Wellenreihungen), whereby ‘component’ – or ‘developmental’ – waves ‘interweave and
overlap with one another’, gaining momentum and accumulating the internal tension up
to the climax of the all-encompassing ‘symphonic’ wave (Kurth 1925: esp. 309).127 This
energetic ‘play of forces’128 secures the unity of the diverse structural units, for instance
within the development and between the recapitulation and the coda. It eventually
reinforces the weight of the second subject within the piece as a whole and makes its
recapitulation recognisable as a critical structural juncture. In short, the energetic play
in F/B is responsible for the shape and ultimately the form that I have inferred as the
recording has elapsed.

125

The crotchet symbolises two-bar units.
Again, this shows that ratios are more clearly perceived in terms of duration; see ‘Proportional Tempo’
in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Timing’, pp. 54-55.
127
See Chapter 1.b.ii. ‘Energeticist Conceptions of Musical Form’, pp. 28-33, for a more detailed account
of Kurth’s and similar ideas.
128
See ibid. The expression of ‘play of forces’ (Spiel von Kräften) appears in Kurth 1917 [1956]: 4 and
1925: 305. See Chapter 1. d. ‘Representations of Dynamic Forms: Waves and Curves’, pp. 44-46, incl.
note 148 on p. 44.
126
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c. Multiple-Choice Form
As the above analyses demonstrate, the four recordings under discussion are
testimony to some decidedly dissimilar structural projections of Brahms’s E minor
finale. Moreover, two of them (namely C/H(58) and M/P), moreover, take place in live
performance contexts, in this way offering new perspectives on the analyses that I
carried out in Chapter 4. Casals and Horszowski seem to opt for a highly measured,
bipartite construction in which the development and the recapitulation fuse with one
another (Figures 5.21.1 and 5.22.1, pp. 344 and 346). Serkin and Rostropovich, for
their part, give the impression of equalising the sonata- and fugue-related elements of
the movement by performing all of the emergences of the first subject in a remarkably
similar manner. By these means, the subject’s extensive appearance in bs. 132ff.
yields the impression of being the start of a new section (Figures 5.21.2 and 5.22.2, pp.
344 and 346). The most recent performance, that by Meneses and Pires affords
tripartite understanding as its main contrast resides in the alternation between
contrapuntal and lyrical passages. Along these lines, the second subject would belong
to the more or less symmetrically middle section (Figures 5.21.3 and 5.22.3, pp. 345
and 346). Finally Fournier and Backhaus’ recording has the sonic appearance of a
sonata-based interpretation in which the idea of ‘reversed recapitulation’ receives
special credit. In it, one ultimately grasps the restated transition as an effective link
towards the coda (Figures 5.21.4 and 5.22.4, pp. 345 and 346).129
The discussion has shown that articulation – like timbre – can be a structural
parameter whose implications are at least equal to, and indeed sometimes even more
powerful than, dynamics or timing, and thus the analyses prompt a reevaluation of
traditional notions such as the distinction between surface and essential elements in
music. In M/P, for instance, it is the performers’ handling of two parameters that have
been traditionally considered as ‘superficial’, namely articulation and timbre, that makes
the end of the development be construed as the most important juncture within the
movement. It becomes both its emotional climax and its most interesting passage in
formal terms, as it is the place where the various structural agents establish a relation
of confrontation. By these means, furthermore, this rendition challenges the longestablished separation between ‘content’ and ‘expression’, on the one hand, and ‘form’

129

The further fifteen recordings (i.e. DP/B, F/vdP, G/Gr, G/Gu, G/G, I/H, M/A, M/G, M/L, P/V, P/R(36),
P/R(66), P/S, S/B, and S/S) equally manifest approaches to the piece that, even if agreeing in some of
their features, are ultimately unique. As pointed out at the start of this chapter, I do not survey them in
detail for matters of space, not because they show exactly similar constructions of Brahms’s movement.
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on the other.130 Emotional and formal cruxes converge, and it is the ‘content’ of the
sound product that creates its ‘form’.
Forces of various directions and degrees of intensity operate structurally in all of
the studied recordings. They are not only an abstract notion,131 but rather are at the
origins of the delineation of musical shapes and, ultimately, of the perceptual creation
of musical structures through performance. For instance, in M/P the clash between the
backward attraction of phrases XI and XII (signified by the disposition of the individual
dynamic patterns) and the forward impulse (produced by the subsequent timbral
enrichment and change in articulation) in phrase XIII lies behind the recording’s strong
impression at the deepest levels. It generates a sense of climax and eventually sheds
light on the quandary regarding the magnetism of the recording despite its apparently
symmetrical approach. This clashing of forces is also most extraordinarily embodied in
F/B, which, despite that the performers do not play at a very fast tempo, yields an
exceptionally compelling sense of directionality. Fournier and Backhaus’ timing and
articulation strategies potentially presuppose the construal of two turning points where
the motion and forces change direction. That is, movement is not necessarily goaldirected or organic; rather, musical gestures may ‘circle about a goal, change direction
at unstable points in continuous motions, or change direction at stable points on which
they pause’ (Larson 2012: 263).132 Furthermore, the way in which Fournier and
Backhaus, and also Meneses and Pires, play the various thematic subjects throughout
their respective recordings of Brahms’s E minor finale shows that the temporal
placement of the various materials can be a critical structural element. It is their order,
and not any intrinsic nature that the music might have been deemed to have, that has
an influence on the listener’s impression here.
This rejection of the idea that musical materials have a character of their own that
is predetermined compositionally necessarily brings about a reconsideration of the
notion of undivided ‘authorship’.133 In this case, it is Backhaus and Fournier who,
certainly taking Brahms’s score as point of departure, individually play and organise the
two main materials of the piece differently in exposition and recapitulation. It is through
their varied performative strategies that particular structural relations emerge,
according to the listener’s unique process of structural inference. Any process of
interpretation, be it performers’, listener’, or analysts’, then, ‘shapes’ Brahms’ Allegro
anew in each and every of its readings.
130

See Chapter 1.a. ‘Musical Dynamics and Motion’, esp. p. 23.
See Chapter 1.b.ii. ‘Energeticist Conceptions of Musical Form’, pp. 28-33.
132
Chapter 2.c.i. ‘Change, Motion, and the Body’, pp. 83-85, contains an exploration of Larson’s ideas,
among others.
133
See Section ii. ‘The “Work Concept” and the Notion of Authorship’ in the Introduction, pp. 2-5.
131
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d. Prospects
The analyses in Chapters 4 and 5 have evaluated how we can infer varying formal
constructions from a group of performances of two movements of Brahms’s Sonatas
for Cello and Piano: the Adagio affettuoso from the Sonata in F major, Op. 99, and the
fugal Allegro from the earlier Sonata in E minor, Op. 38. More precisely, they have
elucidated how the musicians’ handling of diverse performative parameters, such as
articulation, timbre, timing, and dynamics, is critical to the listener’s construal of varying
formal understandings of those movements. Equally, the discussion has shown how
the hierarchy between those parameters, regarding their structure-defining impact, is
not predetermined; rather, their formal significance unfolds anew in each interpretation
– performative or not – depending upon their manifold interactions. Therefore, I have
addressed here some of the key questions underlying this doctoral research, namely
concerning the importance and appropriateness of certain parameters when
segmenting a piece of music, as well as their function in the establishment of
similar/different formal views of select pieces.134 I have also evaluated the potential
variability of the various interpretations in which a given cellist or pianist (Janos Stárker
or Pavel Gililov) takes part. That is, the previous analyses have tackled the issue of the
extent to which performers’ interpretations might be durable over time in great detail. 135
Ultimately, I have proposed the notion of musical structure as dynamic from two
standpoints: in the sense that it may vary across different interpretations and thus is not
totally prescribed by the composer’s notated indications, and, secondly, as affording
energetic readings that could suggest ideas such as direction, motion, energy, and
force.
However, apart from some exceptions,136 Chapter 4 has mainly focused on
junctures where the energetic flux comes to a relative halt in the studied interpretations,
and Chapter 5 has concentrated on the relationship between the various thematic
groups in four recordings of Brahms’s Op. 38iii. That is to say, I have not yet sufficiently
explored the conception of musical structure as diachronic, one which acknowledges
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‘Which parameters are most relevant to this notion of musical structure? Which criteria must be taken
into account when segmenting a piece of music? How do performative parameters – especially timbre,
articulation, balance, dynamics, and timing – affect the creation and perception of musical structure? Do
equal/varying performative strategies result in the same/different structural views?’ See Section B. ‘The
Project’ in the Introduction, p. 12, for these and other research questions guiding this dissertation.
135
‘To what extent are performers’ interpretations of structure durable over time? Do their varying
interpretations always project the same understanding of structure?’ See ibid.
136
Such as the analysis of Starker and Sebȍk’s 1964 recording of the Adagio affettuoso, Op. 99ii in
‘Starker and Sebȍk (1964)’ in Chapter 4.b.iii. ‘Global Perspectives’, pp. 162-65.
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the transformational processes lying behind the overarching formal shape that
performers create.137
To achieve this aim, I approach the last group of analyses in the dissertation from
the most performative angle, aspiring to understand the select recordings more as a
musician than as an analyst – although the two perspectives do not need to be
opposed. In this context, ideas of narrative discourse, which are intimately related to
images of force and energy, especially emerge as most relevant. Likewise, because
performers are generally aware that their command of balance, timbre, and articulation
techniques, as well as of intonation in string playing, is essential for the persuasiveness
and overall effect of their rendition, I therefore explore how – and, firstly, whether or not
– these parameters might be key components in the organisational construction of
musical works and not just factors of local consequence or mechanical execution. To
complement the analyses in Chapter 4 and 5, which focus on tripartite and fuguesonata pieces, and thus to make my analysis as comprehensive as possible, I
investigate these issues in performances of two movements whose thematic materials
and harmonic path conform to the traditional formal model par excellence, i.e. the
sonata form. I ultimately intend Chapter 6 to illustrate how musical theory can move
away from the Formenlehre approach that I believe is opposite to the ways in which
performers and listeners alike experience musical form.
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‘How can the analysis of (recorded) performances support the notion of musical structure as
dynamic/diachronic?’ See the Introduction, p. 12.
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CHAPTER 6
NARRATING ‘DIACHRONIC’ STRUCTURES:
PROCESSES OF TIMBRAL TRANSFORMATION
As discussed in Part I, notions of narrative in performance can be explored from two
standpoints, that of performers – and their potential construal of the music as to ‘plot’ –
and that of listeners, including analysts.1 Delving into the second of these perspectives,
the ensuing analyses present my ‘narrativised responses’ (Rink forthcoming 2018b) to
nineteen recordings of the Allegro non troppo from Brahms’s Op. 38 and fourteen of
the Allegro vivace of the Sonata Op. 99, that is, the first movements of his two Cello
Sonatas (Table II.3, p. 372).2 I selected these movements because, as mentioned in
Chapter 1, the sonata-form paradigm has been the focus of many explorations of music
in narrative and energetic terms.3 It has also occupied a prominent position in the
Formenlehre tradition,4 which theoretically would imply that a processual understanding
thereof would be inadequate. However, this chapter illustrates that such contradiction is
only apparent, as ‘even’ the structure of sonata-form composition can be understood as
a diachronic process. To that aim, it explores how ideas of narrative might inform the
understanding of organisational processes in music performance, and how such
processes are closely associated with images of intensity and energy.
The ensuing analyses do not follow a steady ‘narrative rhythm’,5 as I examine
musicians’ strategies at different structural levels and degrees of detail. By this token,
the analysis of a particular musical phrase, for instance, may occupy a varying number
of paragraphs in each of the recordings. Also, whereas on some occasions the
1

See Chapter 2.b.iii. ‘Performed and Perceived Narratives’, pp. 80-83.
Table II.3, p. 372, lists them by chronological order. As is explored below in Section a.i. ‘(Non-)Repeated
Structures’, esp. p. 215, this arrangement is advantageous in evaluating a particular attribute in some of
the recordings, namely the (non-)repetition of the exposition section, which will prove to be most influential
in the various narrative readings of those two movements. The fact that, despite Brahms’s repeat signs,
the exposition is played only once not only in the earliest recordings of the group, but also in renditions
dating from the latter half of the twentieth century, highlights the lack of direct correlation between this trait
and more primitive recording techniques. For the date of birth and age of the performers at the times when
the recordings were made, see Tables 4.2 and 5.2, pp. 376 and 380. As in Chapter 5, for reasons of space
I do not discuss all of the thirty-three recordings.
3
See Chapter 1.b.i. ‘Form as Process’, esp. pp. 25 and 27, for a discussion of A. B. Marx’s ideas, and iii.
‘Narrative Form’, esp. pp. 36-37.
4
Not unimportantly, two of the main manuals on musical form, namely Hepokoski and Darcy 2006 and
Rosen ca. 1988, focus almost exclusively on sonata-form compositions.
5
To Gérard Genette 1980 [1983], the narrative rhythm is the speed at which the events are presented in
the text, or discourse. Importantly, this speed does not necessarily coincide with that at which the events
occur in the fabula. See Chapter 2.b.i. ‘Time’, pp. 75-77, incl. note 142.
2
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discussion refers to a broad structural unit, for instance the exposition of Op. 38i, on
others it looks very closely at only a small number of bars, for example a particular
segment within the development section in Op. 99i. As a result, Chapter 6 illustrates
how the ‘narrative unit’ in music performance may refer not only to motives and
phrases, but also to sections.6 In other words, the following analyses exemplify an act
of both discursive focalisation,7 whereby I evaluate the performative events subjectively
from my particular standpoint, and anisochrony, as the ‘duration of the [my] discourse
… differ[s] from the time taken by the event in the story’ (Maus 1991: 23),8 i.e. from the
actual duration of the passages or movements as they were recorded. Chapter 6,
therefore, represents one of the many possible narrativised (or narrativising)9
appraisals of thirty-three renditions of these two sonata-form movements by Brahms.

a. The Setup: Conflict and/or Concord
Several literary theorists have argued that conflict between elements – and usually
their ultimate reconciliation too – is a prerequisite to the existence of a narrative
thread.10 In Abbott’s words, ‘in almost every narrative ... there is a conflict in which
power is at stake’, yet this ‘agon’ does not need to ‘to take the form of a clear
opposition’ (Abbott 2008: 55).11 Within the discipline of music studies, these ideas have
been associated with the various themes of the exposition in sonata-form pieces. For
example, Susan McClary has claimed that sonata-form compositions typically ‘imply
masculine and feminine antagonists through their main themes’ (Maus 1991).12 Some
scholars have argued along similar lines, sometimes going further by claiming that the
seed of the conflict must be present from the beginning: ‘It is inconceivable that there
6

See Pasler 1989: 236ff., as well as the relevant passage in Chapter 1.b.iii. ‘Narrative Form’, p. 36.
Mieke Bal defines focalisation as concerning the ‘relation between the vision and that which is “seen”,
perceived’, that is, as the ‘vision’ from which events are subjectively presented in any act of story-telling
(Bal 1997: 145-46). See relevant discussion in ‘Agency’: ‘The narrator’ in Chapter 2.b. ‘Narrative Theories
and Musical Performance’, pp. 79-80.
8
In this respect, F. E. Maus (1991) takes Gérard Genette’s model for the distinction between discourse
and story, as developed in his Story and Discourse (1978), as a point of departure. See Section b.i. ‘Time’
in ibid., pp. 78-79.
9
I employ the gerund to make clear that my analyses are not ‘narrativised’ by any external factor. Rather,
they interpret the select recordings in a manner that ‘narrativises’ them; therefore, the ‘esthesic’
performances are passively ‘narrativised’ by my active, ‘poïetic’ ‘narrativising’ interpretations.
10
See Abbott 2008: 55ff. Similarly, Bal (1997: 191) speaks of confrontation as necessary a trait for events
to be considered a part of the fabula. See Chapter 1.b.iii. ‘Narrative Form’, pp. 36-37, and note the relation
to ideas of motion as emerging from opposition in Chapters 1.a. ‘Musical Dynamics and Motion’ and 2.c.i.
‘Change, Motion, and the Body’, esp. pp. 24-26, 88.
I use the term ‘thread’ intentionally, as it has narratologic resonances; see for instance, Nattiez 1990:
257, as discussed in Chapter 1.b.iii. ‘Narrative Form’, p. 37.
11
See the end of Section c.i. ‘Change, Motion, and the Body’ in Chapter 2, and esp. note 195 on p. 88.
12
Maus (1991) offers a survey of the ways in which narrative notions have been applied to music. On this
occasion he paraphrases Susan McClary, 1991: Feminine Endings: Music, Gender, and Sexuality
(Minneapolis, MN and Oxford: University of Minnesota Press).
7
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should be any musical work that does not start from a problem and tend towards its
resolution’.13 In the case of Brahms’s Cello Sonata in F major, Op. 99, more
specifically, Nelson Wu (2012) treats the metric conflict – or metrical dissonance –
inherent in the first theme (Example 6.1, p. 412) as the ‘seed’ of a musical problem
from which the movement unfolds. Samuel Ng (2006) speaks of the resultant ‘hemiolic
cycle’ in comparable terms, regarding it as a Grundgestalt14 that undergoes a process
of developing variation; and Notley (1994) associates the semitonal melodic
relationships, which are so pervasive throughout the sonata, to the ‘conflict between
two keys’ that underlies the movement.
None of these scholars, however, acknowledges the influence that interpretive
decisions on the part of performers can exert on the creation and projection (or
concealment and even omission) of musical conflicts. They consider confrontation as
an absolute property that resides in the composer’s notated instructions, i.e. in the form
of scores, completely overlooking the many timbral, articulatory, balance-related,
dynamic, and timing nuances that are particular to each rendition of any given piece.
Even parameters whose ‘measurable’ values seem invariably to be prescribed by the
score, as is the case with intonation, might afford varying realisations in performance. 15
Therefore, the study of performance practices could offer perspectives from which it
would be possible to investigate notions of musical conflict in new ways. Musicians
may not necessarily aim at highlighting the oppositions that analysts may observe in
musical scores. They could want to conceal or eliminate them, or to create
confrontation elsewhere. They can even consider the conflict not to emerge at all.
As Casals and Horszowski’s 1936 recording illustrates,16 not all performers project
the score-based opposition between – and within – the main themes of the exposition
in the first movement of the F major Sonata. This duo keeps the tone colour
significantly unchanged throughout the opening section,17 with a dense and bright
sonority in which, furthermore, they clearly articulate and sharply measure the notes. In
13

Claude Lévi-Strauss, 1981: The Naked Man, trans. John and Doreen Weightman (New York and
London: Harper & Row), 660; original publication: L’homme nu (Paris: Plon, 1971); as quoted in Nattiez
1990: 241 (see Chapter 1.b.iii. ‘Narrative Form’, p. 37 above).
14
In German, ‘original form’. See the extensive German literature on this subject from a Schoenbergian
perspective.
15
See Chapter 2.c.i. ‘Change, Motion, and the Body’, pp. 83-85, as well as Section i. ‘Notation and Musical
Performance’ in the Introduction, pp. 1-2.
16
I based the analysis on both the original 78rpm and the later digital reissue. See the Transition, Section
b.i. ‘Sources’: ‘Recordings’, esp. p. 127, and note 99 in Chapter 4, p. 157. For full details, see Appendix
III.a, p. 381ff.
Consultation of the tempo and dynamic curve for Op. 99i-C/H(58), i.e. Curve 6b.1, p. 468, could be
useful. As in previous chapters, this appendix contains curves for all of the recordings selected for
analysis, even if I do not discuss them in the body of the text.
17
The is no side break in the original 78rpm within the opening section. Therefore the analysis focuses on
a segment of music that was recorded in one take, which minimises the impact of any later digital
interventions.
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this regard, Casals in particular tends to play the semiquavers in his part in very short
values, which endow the rendering with a belligerent and highly energy-charged
quality. Even when his bow strokes are more legato, as in bs. 17ff. (Example 6.3a, p.
413), Casals still articulates his part incisively: he resorts to brusquer movements of the
left-hand fingers, which in this manner enunciate the note onsets in a more easily
perceptible manner. The piano remains in the background in the second part of the first
theme too (bs. 9ff.; Example 6.2, p. 412), with its descending stepwise contours in the
lower register – which Brahms marked forte – coming to the surface to a certain extent;
the same applies to the transition (Example 6.4, p. 414). The blurred and matt
spectrographic image (Figure 6.1, p. 347) shows how Horszowski creates a cushion of
sound over which the cello part stands out very distinctively. He articulates some note
onsets more clearly, and his use of the damper pedal is so scarce on those occasions
that the resonance is not maintained. Thus the sound recedes suddenly to make way
for the string part. In the following passages, the piano part is not as subjugated to the
cello in terms of sonic brilliance. Yet with respect to the metric conflict among the two
parts in the third theme (bs. 51ff.; Example 6.3a, p. 413), the cello line is as powerful as
it is at the start of the piece: it does not give the impression of being metrically
displaced with respect to the piano – or to the bar line – but rather of leading the pulse
in the duo.18 That is, it seems that in Op. 99i-C/H(36), the sense of conflict that analysts
have traditionally observed within the exposition of this F major movement is irrelevant
in respect of the performers’ approach to the piece. It is not that Casals and
Horszowski try to conceal or underplay either the opposition between the two main
themes or the metric conflict within the first subject itself: more simply, their
performance does not seem to acknowledge the existence of such confrontations.
This does not mean that their performance is completely devoid of tension or
strain, however. In fact, some conflicts in the movement are highlighted, but Casals
and Horszowski seem to conceive of them in terms distant from traditional score-based
considerations. As in the second movement of the Sonata – the Allegro affettuoso – in
F major19 – one of the most remarkable features of their recording is the emergence of
conspicuous asynchronisations between the cello and the piano. In this opening
movement, however, these temporal disjunctions do not extend over lengthy passages.
As Example 6.3 (p. 413) shows, of the sixty-six bars of the exposition, only twelve

18

It is typical that the listener’s attention focuses on the melodic part, and thus asynchronies do not
necessarily contradict the notate metre, as they ‘might help establish’ it (Dodson 2011a: 59); for further
discussion, see ‘Functions’ and ‘Continuous Asynchrony and rubato’ in Chapter 2.a.i. ‘Studies of One
Parameter’: ‘Timing’: ‘Asynchrony’, pp. 56-57.
19
See ‘Casals and Horszowski (1936)’ in Chapter 4.b.iii. ‘Global Perspectives’, esp. pp. 158-62, and
Llorens 2015, 2017.
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present clearly audible asynchronies. The delays in the cello part are contextually
significant in the second of the excerpts, both in number and in magnitude.20 I offer the
data concerning all of the asynchronies that were perceptible to me when listening at
normal speed. Hence the inclusion of green arrows on notes where the piano and the
cello are not temporally aligned by 50 to 100 centiseconds; Table 6.1 (p. 373) contains
exact measurements. Even more extraordinary is the fact that these temporal
displacements coincide with the only instances, at least in the initial presentation of the
exposition, where Casals’ intonation is audibly flat. His tuning ‘imperfections’ are
restricted to bs. 18-20 and 52-55 (Example 6.3, p. 413, and Table 6.2, p. 383).21
Both asynchronised and ‘out of tune’ passages are situated at the centre of the two
large-scale thematic areas of the exposition section, i.e. bs. 1-39 and 40-65
respectively. In this way, two large structural blocks become delimited, in the middle of
which asynchrony and intonation play a critical role. Interestingly, the return to
synchrony in bs. 21 and 56 marks, once again,22 inner structural boundaries: on this
occasion, on the basis of Pascall’s (1972: 14) phrase analysis I posit that here
synchrony signals the start of transition in b. 21 (Example 6.4, p. 414) and of the third
theme in b. 56 (Example 6.5, p. 414). However, other scholars locate the start of the
third theme in b. 51 (Example 6.3b, p. 413),23 which is precisely where Casals’ flat
intonation begins in the second passage. This indicates that, in this particular rendition,
inexactly tempered intonation potentially articulates structural units on the small scale.
The superimposition of asynchronies and ‘dubious’ intonation in bs. 17-20 operates in
two directions: whereas the listener ostensibly associates the end of the first theme in
b. 20 the metrical displacements, the cellist’s flat intonation signals a unit starting
earlier, namely in b. 17. That is, these performative strategies potentially lead the
listener to perceive a sort of formal overlap between the first theme and the transition.24
Similarly, the concurrence of asynchronies and flat intonation in bs. 51-55 converts this
area into a sort of formally ambiguous region, as asynchronies are perceptible from b.
46 until b. 55 and thus do not come to an end where tuning discrepancies start. Taking
this further, it is possible to perceive a ‘polysemic’ correspondence between the
passages, as the repetition affects both their transitional function (‘textural’ repetition;
Lidov 2005: 35) and the performers’ strategies (type 2 repetition; Szegedy-Maszák
20

As in Chapter 4, I followed the criterion that divergences smaller than 0.1 seconds might not be
perceived as asynchronous. I measured this type of temporal displacement at the level of the crotchet.
See ‘Asynchrony’: ‘Perception thresholds’ in Chapter 3.b.i. ‘Collection of Data’: ‘Timing’, p. 106-7.
21
For an explanation of the method, see Chapter 3.b.i. ‘Collection of Data’: ‘Intonation’, pp. 110-11.
22
For a thorough investigation of asynchronisation in Op. 99ii-C/H(36), see Llorens 2017.
23
For instance, Wu 2012, who calls it ‘mediant theme’.
24
Pascall 1972: 14ff. In the case of the transition, he labels it as a ‘formal overlap’, whereas he uses the
expression ‘distinct development between two themes’ when referring to bs. 46-51.
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1983: 41).25 As a result, both passages, i.e. bs. 17-20 and 46-55, become, in
perceptual terms, formally bivalent, as they are related to both the preceding and the
ensuing musical phrases, and they are dominated by tension and conflict in terms of
intonation and synchronicity.
In this way, within the potentially perceptible two large-scale thematic groups of the
exposition, Casals and Horszowski give the impression of creating a narrative
trajectory that goes from tranquility and concord to conflict and strain, only to return to
tranquility (Figure 6.2, p. 347). This design powerfully recalls A. B. Marx’s idea of
sonata form, which delineates the sequence Ruhe – Bewegung – Ruhe.26 In this case,
however, the energetic course does not encompass the movement as a whole, but
rather is active on a much smaller scale and is replicated several times throughout the
rendition of this piece by Brahms. It confers on the performance a powerful sense of
continuity from one moment to the next, as the opening state of balance is perceived
as relating to the regained stability after the disruption provoked by the emergence of
flat notes and asynchronisations between the two instruments. In this way, in Op. 99iC/H(36) score-based formal ambiguity and performance-based conflict are fused
together. (A)synchrony and intonation play a compellingly emotional role in which
instability creates momentum and expectation towards resolution.27 These two
performative parameters, then, influence one another: they are two sides of the same
coin.
Casals and Horszowski do not repeat ‘the same thing’ twice, however:28 their
performance does not suggest exactly the same ‘plot’29 in the two subject groups within
the exposition. The first conflict is more intense, not least for its being more
concentrated in only four bars (bs. 17-20). Besides, the first conjunct emergence of
melodic anticipation and flat intonation in the cello (b. 18, quaver 5) is the most
conflicting of all, as the G430 is displaced by 33 cents from its theoretically accurate
value in an equally-tempered tuning system, and also because the temporal deviation
is rather significant (0.104 seconds). From that moment onwards, discrepancies
diminish, at least in those notes where both asynchrony and inaccurate intonation
come into play. The second subject group, on the other hand, displays a less
25

See Chapter 1.b.iii. ‘Narrative Form’, p. 36.
See Chapter 1, note 15, p. 23 and Section b.i. ‘Form as Process’, esp. p. 26, incl. note 41.
27
For a theoretical discussion of the crucial role that expectancy and retrospective evaluation play in
processes of formal understanding, see Chapter 1.c. ‘Related Perspectives from Psychology’, pp. 40-41.
As these ideas pervade the whole chapter, I do not draw attention to them on all occasions. This is also
applicable to ideas of motion and intensity, as discussed in Chapters 1 and 2.
28
See Section a.i below, ‘(Non-)Repeated Structures’, pp. 212-22, for further evaluation of the idea of
‘repetition’ in performance.
29
See note 1 above, p. 205.
30
For octave indexes, see Figure 3.5, p. 299.
26
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controversial opposition: the passage is longer and the extent of the ‘out-of-tuneness’ is
generally lesser, in that the divergences range from only ten to sixteen cents.
Furthermore, the performers play asynchronously virtually none of the notes in which
Casals deviates from the equal temperament of the piano. The concurrence within the
second thematic group of both temporal displacement and non-tempered intonation in
the cello is restricted to the second crotchet of b. 50, which in this manner becomes the
climax of this second conflict within the exposition.
Moreover, similar impressions of conflict characterise Op. 99i-C/H(58) in other
realms too. In the first theme, for instance, while somehow exaggerating the shortness
of the semiquavers, Casals truncates the crotchets so that they are not always held
until the following beat (Figure 6.3, pp. 348-49).31 The cutoff in the sound is so abrupt,
as the sharp edges reveal in the spectrogram, that the impression of small-scale
stagnation is all the more forceful. However, as one listens to the performance, the
sense of forward movement and directionality prevails. Fundamental in this respect is
Casals’ use of vibrato. He endows each note with varying degrees of intensity, and in
this way he creates a sequence of progressive change that attests to the individual
expressive shape of this and the following phrases.32 The vigour of the initial raising
leap of a fourth in the cello part is followed by an energetic decrease in the descending
semitone (narrower and slower vibrato), which furthermore is lower in register. The
ensuing registral rise – to D4 in b. 3 – is tied in with more intense vibrato, which again is
wider and faster. The melodic descent is mirrored in the progressively more restrained
quality of the vibrato. Then, Casals resorts to an increasingly passionate vibrato in the
ascending melodic line from b. 5 onwards. Vibrato becomes very discrete in the
semiquavers, yet the longer notes exhibit a most careful application of this resource:
each of them is played with an increasingly faster and wider vibrato, compellingly
contributing to the sense of directionality in this phrase. As a result, the unbroken
melodic line that Casals creates through his use of vibrato is at odds with the sharp
endings of some of the notes. In any case, the continuous melodic contour that Casals
achieves is so potent that it overrides the interruption of the flux (Unterbrechung)33 that
the rests and his articulation provoke. The effect of this particular vibrato technique is
so powerful that conflict is weighted here in favour of continuity over stagnation.

31

For an explanation of spectrograms as representational means, see Chapter 2.e. ‘Representations’, pp.
97-98.
32
See Chapter 2.d. ‘The Notion of “Shape”’: i. ‘Performers’ Perspectives’, pp. 88-90.
33
See Kurth’s description of ‘symphonic waves’, as summarised in Chapter 1.d. ‘Representations of
Dynamic Forms: Waves and Curves’, esp. pp. 44-45. Note the relation to Karl’s (1997) idea of musical foils
and their functions, as discussed in Chapter 1.b.iii. ‘Narrative Form’, pp. 34, 37.
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a.i. (Non)Repeated Structures
Repetition in music theory and performance
The study of musical repetition has often focused on small-scale motives,34 which in
turn have been understood in traditional terms.35 However, the repetition of large-scale
musical units has been significantly overlooked in music analysis. Along these lines,
the reiteration of the exposition section in sonata-form compositions is generally
deemed inconsequential from a structural vantage point.36 For instance, Schenker
considered that such repetition of the exposition is merely a new beginning, a new
‘attempt’ at the ‘complete fundamental line’ which entails an ‘interruption’ (Schenker
1935 [1979]: 36), i.e. an Unterbrechung.37 Similar notions can be appreciated even in
theories that allegedly address music’s ‘diachronic’ or ‘dynamic’ unfolding more
directly. In A. B. Marx’s model of Ruhe – Bewegung – Ruhe for sonata form,38 the
repeated exposition – whenever this occurs – entails no change of state with respect to
its opening presentation: in the tripartite succession above, the initial Ruhe is one and
the same for both the opening exposition and its repeat. Lerdahl and Jackendoff’s
generative theory,39 as applied to sonata-form compositions, is highly illustrative as
well, as in none of their reduction graphs does the exposition appear twice. That is, the
initial and the later utterances of this section are usually considered structurally
equivalent, and thus for practical purposes the return tends to be ignored.40
Exceptional in this context are Ernst Kurth’s ideas on repetition (Wiederholung). To
him, a repeat is not ‘a mere slackening’ (Parkany 1989: 109). Rather, it ‘is above all an
intensification of the tension’ (Kurth 1925: 398)41 as this has an ‘intensifying effect per
se’ (Parkany 1989: 45). On an isolated occasion, however, Kurth acknowledges that a
repetition might also exhaust the energy.42 Therefore, in any case, repeats never leave

34

In respect of Brahms’s Cello Sonatas, see, for instance, Frisch 1982, 1984; Notley 1992, 1994;
Schmalfeldt 2011.
35
As based in ‘compositional’ parameters; see Chapter 2.a.ii. ‘Studies of Multiple Parameters’:
‘Performance motives’, esp. p. 74.
36
An exception is Schenkerian theory, for which repetition is fundamental in the creation of ‘relatively highlevel and distant estimations of “balance”’ (Margulis 2014: 133).
37
For references, see note 33 on p. 211 above.
38

See note 26 above, p. 210.
See Lerdahl and Jackendoff 1983, as well as relevant discussion of this and other theories in Chapter
1.c. ‘Related Perspectives from Psychology’, esp. pp. 39-40, 41-43.
39

40

This counterintuitive approach to musical repetition supports my reservations about Lerdahl and
Jackendoff’s (1983) methods.
41
‘Es sind vor allem Spannungssteigerungen’.
42
‘Wiederholung ... kann ferner ebenso der Steigerung wie dem Ermatten dienen’ (Kurth 1925: 285).
Curiously, Parkany (1989) does not pay much attention to this subtlety in Kurth’s theory. See also Chapter
2.b. ‘Narrative Theories and Musical Performance’: i. ‘Time’, pp. 76-77.
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things as they were, and it is in this sense that Kurth argues that ‘repetitions definitely
acquire formal dynamic meaning’ (Kurth 1925: 398).43
Roger Graybill’s analyses of Brahms’s Cello Sonatas too are highly illuminating for
the analyses in this chapter. In two articles from 1988 that heavily rely upon his
doctoral dissertation (Graybill 1983), he contradicts Schenker when claiming that, from
a thematic point of view, the first appearance of the exposition in Op. 99i is an
‘incomplete tonal gesture’ (1988a: 53), and that in Op. 38i ‘the primary function of the B
major area [at the end of the section] is to set up the repeat of the exposition’ (1988b:
152). He also argues that the underlying ‘harmonic circular progression’ presenting the
descending arpeggiation of the tonic triad in Op. 99i is not completed within the
exposition; rather, the repetition of that section is both ‘beginning and goal’ (1988a: 53).
Although he acknowledges that, as a consequence, the repetition has a ‘different
structural weight than the first presentation’ of the section (1988a: 53), he does not
develop his claims any further. Therefore it is not clear in what ways he considers the
two presentations to differ structurally, perhaps because his analyses are heavily
directed towards harmonic considerations. Moreover, by just contending that Brahms
creates bipartite structures in these Sonatas and thus nods at the Classical tradition
(1988b: 167), there is an implication that Graybill does not take into consideration the
connection between the end of the repeated exposition and the start of the
development. That is to say, it seems that, to him, the twofold exposition is ‘complete’
in its own terms, and thus his defence of Brahms’s compositional continuity across
formal boundaries founders in this particular regard. Given Brahms’s thorough
knowledge of the tradition that he inherited, and even more especially on the basis of
the manifold means by which he seeks to enliven it and accommodate it to nineteenthcentury idioms,44 it seems highly implausible that he simply followed the Classical
convention when annotating repeat signs in the Cello Sonatas.45 Moreover, Brahms
habitually performed as a pianist, and this would have influenced his approach here.
In fact, for many musicians repetition is a critical concern. As Margulis comments,
‘[w]hen repetitions occur within an individual piece, there is a pressure toward the kind
of expressive variation that will allow for a sense of musical development and progress’
(Margulis 2014: 132). Very often performers take pains to avoid playing things twice in

43

‘... daβ Wiederholungen an sich durchaus formdynamische Bedeutung gewinnen’.
See Graybill 1988b, as well as the Transition: a.i. ‘Context’: ‘Brahms and Musical Form’, pp. 119-21.
Klenz's observations of the resemblance between Brahms’s Op. 38i and Romberg’s Op. 38 (see Chapter
5, note 3, p. 171 above) extend to key, opus number, and specific passages and gestures (Klenz 1973:
39-45).
45
Both Sonatas Opp. 38 and 99 contain Brahms’s indication for repeated expositions. Tellingly, Broyles
observed a rapid decline in ‘the notation of formal repeats … across the turn of the [nineteenth] century’
(Broyles 1980: 340-41), which makes Brahms’s case even more unique and, thus, remarkable
44
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the same manner, thus encouraging significant variety in the use of performative
resources. To Pau Casals, as we learn from accounts of his lessons, repetition
necessarily implied difference, usually referring to an increased emphasis on the
second presentation of any given material: ‘An immediate repetition should provide
contrast – a little more forte or piano; a change of colour. Otherwise it is not music.
Variety – the art consists in that’; ‘If you say the same thing in the same way, it has no
value’ (Blum 1977: 21, 32).46 More specifically, he gives the example of the second
subject of the first movement Brahms’s E minor Sonata, Op. 38, where the insistent
repetition of the small motives creates an enhanced sense of tension (: 32). Similarly,
Natalya Shakhovskaya recalls how Mstislav Rostropovich wanted to ‘enlarge the
horizons of my sound-world’ (Wilson 2007: 145) in order to get rid of the monotony of
her playing.
Some written commentaries can also be found where instrumentalists address the
issues of large-scale repetition and its significance for the overall construction of the
musical piece. In this regard, Walter Levin’s reflection on the procedures that his string
quartet – the LaSalle Quartet – followed throughout their career is particularly
enlightening. At the start of their career as a chamber group, they observed composers’
repeat signs as a rule, although at a later stage (between 1960 and 1975) they
dispensed with the repetition of the exposition section in sonata-form movements
whenever the concert programme would seem to benefit by so doing:
we probably believed, as did all the interpreters, that you could take them or leave them, depending
on the length of the program, so that if the program seemed to us to be too long or demanding we
simply skipped the repeats, without thinking very much about whether or not what we were doing
made sense (Spruytenburg 2014: 353).

From 1975 onwards they nevertheless went back to their previous practice of taking all
the repeats in sonata-form movements.47 As Levin explains, ‘[w]e did that because
purely as a matter of feeling I always found the balance better that way when the
repeat in the exposition, at least, of sonata-first movements was taken’ (: 353).
However, ‘it was certainly … not a matter of information’ (: 354), as only upon thorough
research and careful consideration over the past twenty years did he realise that
‘[w]hether you take the repeats or not isn’t really up to the interpreters but rather to the

46

Corredor offers a similar account of his conversations with the cellist; see specific quote in Chapter 5.b.i.
‘Proportion, Articulation, and Performed Transitions: C/H(58)’, p. 179. Bernard Greenhouse recalls Casals’
lessons on Bach’s D minor Cello Suite, BWV 1008. At the end of the interview (see Appendix X.d, p. 533)
it becomes clear what Casals thought about repetition, imitation, freedom, and imagination.
47
However, Levin expresses some doubts regarding the appropriateness of observing Beethoven’s repeat
@
indication in the first movement of the String Quartet No. 13 in B major, Op. 130, the one using the Groβe
Fuge as its last movement; see Spruytenburg 2014: 355.
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composers’ (: 353) and that the fact that they ‘didn’t take the repeats was due to our
ignorance’ (: 354).
It appears that the conception of the repeat of the exposition as a personal
interpretive choice on the part of the performers48 is not unique to the LaSalle Quartet,
or to the views they held during the middle period in their professional activities. As the
recordings of Brahms’s Cello Sonatas analysed in this chapter exemplify, it is possible
that this attitude might be widespread among musicians. I recall a conversation with a
fellow cellist who seemed to consider the matter as optional, although not dependent
on the performers’ view only. He had just recorded Brahms’s Sonatas Opp. 38 and 99
and an arrangement of the Violin Sonata Op. 78, and he asked my opinion about the
final result. I raised the issue of the non-repeat of the exposition in the E minor first
movement, which I found puzzling and somewhat decontextualised in the CD as a
whole, as he and the pianist would observe the repeats in the other two works. To this
he replied:
Hmm… I know… Yes, you’re right… There is a lack of balance… But, you know, the producer
asked us not to play the repeat in the first sonata… Probably the recording would have turned out
too long… And we just complied. Actually, we hadn’t practised that much, and didn’t feel very
confident to present two different interpretations of the section. We thought it wouldn’t make a big
difference and that it would be simpler and easier to proceed that way.

49

It is also highly symptomatic that only nine of the duos (among the fourteen who
recorded the two Sonatas) repeat the exposition in both compositions: those by Casals
and Horszowski (C/H(36 and 58)), Starker and Sebȍk (S/S), Rostropovich and Serkin
(R/S), Mørk and Lagerspetz (M/L), Georgian and Gililov (G/G), Maisky and Gililov
(M/G), Gastinel and Guy (G/Gu), Pergamenschikow and Vogt (P/V), and Isserlis and
Hough (I/H) (Table 6.3, p. 384). A chronological explanation50 for the lack of repeat in
Op. 38i in the remaining five recordings in the group – by Starker and Bogin (S/B),
Fournier and Backhaus (F/B), Piatigorsky and Rubinstein (P/R(66)), Du Pré and
Barenboim (DP/B), and Ma and Ax (M/A) – as well as in those by Feuermann and van
der Pas (F/vdP), Piatigorsky and Rubinstein (P/R(36)), and Piatigorsky and Stewart
(P/S),51 does not seem wholly plausible to me. To start with, C/H(36) and S/B are two
of the earliest recordings in the group, and thus any justification on the basis of the
48

For further discussion, see the Introduction, Section A.iii. ‘Analysis and/or Performance’, esp. pp. 8-9,
and note 11 on p. 2.
49
Personal recollection of a conversation, which took place in Spanish, with a fellow cellist. Due to issues
of privacy, I prefer not to disclose his name.
50
Some consider that the non-repeat of the exposition in sonata-form movements merely was a custom.
For instance, Morreau, in speaking of Feuermann and van der Paas’s 1936 recording of the E minor
Sonatas, states that ‘[t]here is no expositional repeat, as is common in many 78s of this time’ (Morreau
2002: 304).
51
These three duos did not record the F major Sonata, Op. 99; see Table II.3, p. 372. Apparently,
Feuermann prepared an edition of the F major Sonata, although he never recorded it; see ibid.
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limitations of the then available recording technology fails here, as it seems that, when
desired, they used more takes to record the piece.52 Secondly, M/A is a comparably
late recording, and thus it is not credible that technology would have imposed any
restriction on the duration of the digital take. Furthermore, if, for instance, F/vdP, S/B,
P/R(36), P/S, F/B, and P/R(66) were to have repeated the exposition in Op. 38i, the
total duration of the movement would have been shorter than that of C/H(58), which,
noticeably, despite its being the second earliest, is the longest among the fourteen
recordings of this movement (Tables 6.4 and 6.5, pp. 385-86). Even if Casals and
Horszowski’s recording of Brahms’s E minor Cello Sonata was never released
commercially, it seems that the necessary technology was available at the time.
Furthermore, F/vdP, S/B, P/R(36), P/S, F/B, and P/R(66) would have been of a
duration comparable to that of S/B. I obtained comparable results when I took the
whole Sonata into account: C/H(58) would remain the longest rendition of the group,
and those recordings in which the performers do not repeat the exposition would have
been of shorter or similar duration to S/B had they played the repeat.
Even more importantly, if one compares the recordings of Op. 38i with the
respective recordings of the F major Sonata, constraints upon duration still do not offer
an explanation for the lack of a repeat in Op. 38i-S/B, F/B, S/S and P/R(66): in all of
them the E minor Sonata would have been shorter than the latter composition (Table
6.5, p. 386). In conclusion, the evidence supports the contention that F/vdP, S/B,
P/R(36), P/S, F/B, P/R(66), DP/B, and M/A did not take the repeat in the Allegro non
troppo in E minor, Op. 38, due to their own performative preferences. Hence I treat
repetition, at least in Brahms’s Op. 38i, as a highly significant personal choice on the
part of the musicians who decide whether or not to observe the composer’s
indications.53
On the other hand, there seems to exist some sort of consensus, or performative
tradition, to comply with Brahms’s indications for the F major movement. Among the
recordings that I selected for analysis, all but one (F/B) of the fourteen duos who
recorded both Sonatas play the repeat of the exposition in Op. 99i (Table 6.3, p. 384).
That is, Fournier and Backhaus’ approach to this Allegro vivace could be seen as the
exception that proves the rule.54

52

See the start of Chapter 3, p. 101.
As Margulis notes, ‘[p]erformance practice related to these kinds of repeats changes with time and
fashion’ (Margulis 2014: 133).
54
This is developed in Section b below, ‘The Nucleus of the Sonata-Form Movement and the Crux in Op.
99i’, esp. pp. 225-26.
53
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Gregor Piatigorsky repeated the exposition on none of the three occasions in
which he recorded E minor movement.55 For his part, János Starker recorded Brahms’s
Cello Sonatas twice – in 1951 with Abba Bogin and thirteen years later with György
Sebȍk. Although, as noted above, he played the exposition in Op. 99i twice on both
occasions, this does not occur in Op. 38i. It is not possible to assert that Sebȍk
persuaded Starker to observe Brahms’s indications in the latter recording, as Starker
himself might have reached a different understanding of the movement in the time that
elapsed between the two recordings. Also the conceptual differences that I have
inferred from their renditions of the second movement of the F major Sonata, the
Adagio affettuoso in F major, are definitely substantial.56 Accordingly, it is not
surprising that Starker approached such a formally essential issue – i.e. the
(non)repeat of the exposition section – differently in Op. 38i-S/B and S/S. Not only a
matter of balance and duration,57 this formal discrepancy between his two renditions is
a corollary of two diverging structural understandings of the Allegro non troppo in E
minor.
This broad conceptual change is not an isolated case, but rather an example of a
generalised attitude among performers. As quoted above, Walter Levin admits that the
LaSalle Quartet was not consistent in their approach to this issue throughout their
career. Similarly, Alfred Brendel recognises that on occasions he ‘entirely rejected a
previous interpretation’ of his own, and that ‘there are things that I now play quite
differently’ (Brendel 2002: 183, 193). More specifically in the case of cellists,
Rostropovich transmitted to his students his disbelief ‘in the notion that an
interpretation could be fixed or definitive’ (Wilson 2007: 243), and Feuermann
acknowledged that his ‘playing has changed and developed. … I feel unashamed to let
them [my students] see how differently, and to be frank less well, I may have played a
work before’.58

55

Two with Arthur Rubinstein, in 1936 and 1966, and another with Reginald Stewart, in 1947. He also
recorded the Sonata Op. 99 with Ralph Berkowitz in 1945; see Appendix III, pp. 387ff.
56
See ‘Starker and Bogin (1951)’ and ‘Starker and Sebȍk (1964)’ in Chapter 4.b.iii. ‘Global Perspectives’,
pp. 151-52, 162-65, for thorough analyses of these two recordings of Brahms’s Op. 99ii.
57
See Appendixes VIII and IX for graphs showing the relative and absolute durations of phrases,
subsections, and sections in all of the recordings studied in this chapter. Note the different proportions
between those in which the repeat of the exposition is observed and those in which it is not.
58
Emanuel Feuermann, 1940: ‘Feuermann inveighs against mechanical “methods”’, Musical America (25II-1940), 31; as cited in Morreau 2002: 278. This discussion is pertinent to one of the research questions
posited in the Introduction, Section B. ‘The Project’, p. 12.
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Saying Something/the Same Thing Twice
The adoption of narratological approaches in music analysis has been criticised, on the
basis of their alleged incompatibility with music’s pervasive use of repetition.59 As it
entails ‘a return, at the level of discourse, to the same part of the story’ (Maus 1991:
31),60 large-scale repetition makes any narrative conception wholly extraneous, and
thus inapplicable, to musical compositions. However, some theorists see a narrative
correlation in the recurrence of musical elements.61 As explored in Chapter 2, one may
say that scores and performances differ in their duration and the number of times in
which elements are presented.62 Mieke Bal goes further by claiming that the
repetition of a previously described event usually serves to change, or add to, the emphasis on the
meaning of that event. The same event is presented as more, or less, pleasant, innocent, or
important than we had previously believed it to be. It is thus both identical and different. The past
receives a different significance’ (Bal 1997: 90-91).

Extrapolated to the art of music, this means that repetition does not simply entail a new
start, but rather might be a fundamental strategy in the (performative) characterisation
of the musical material. Bal’s comments very strongly recall Casals’ principles;63 hence
a potential correlation between narrative theories and performers’ attitudes towards
music-making.
Also, Georgian and Gililov play the exposition of Brahms’s Allegro non troppo in E
minor and its immediate repeat in markedly different ways. While the initial presentation
of the material yields an intense and dramatic impression, there is a somewhat more
introspective, even reflective quality to its repeat. This applies not only to the first
subject (Example 6.6, p. 414), but also to the transition and the second and concluding
themes as well. Remarkably, in both occurrences, the codetta seems faster even
though it is played significantly slower than the preceding subject. The same happens
with regard to the repeat as a whole: it seems to pass by more effortlessly than the
initial presentation of the exposition. In other words, the performers achieve a greater
sense of directionality and velocity the second time they play the exposition, and yet
the tempo values are comparatively slower than the first time, especially from the
transition onwards (Table 6.6, p. 386). More specifically, although the tempo curve
delineates a similar profile in the two presentations of the section (Curve 6a.13, p. 463),
getting faster in the transition only to decrease for the second subject and beyond, its
59

See Seaton 2005 for further discussion.
Maus refers to Lawrence Kramer’s (1973) idea of gestural vs. linear time; See Section A.iii. ‘Analysis
and/or Performance’ in the Introduction, p. 7 incl. note 41.
61
For instance, Szegedy-Maszák (1983: 41) considers that repetition is ‘one of the most important laws
underlying syntactic structures in works of art that happen in time’.
62
See Chapter 2.b. ‘Narrative Theories and Musical Performance’: i. ‘Time’, pp. 75-77.
63
As examined above, p. 213.
60
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overall shrinkage is more marked the second time. This strongly conjures up graphic
images of loops and other types of curves that have been employed by energetic
musical theories.64 In terms of timing strategies, Georgian and Gililov’s interpretation
seems to draw a loop from the initial codetta back to the first subject: tempo values are
exactly equal, with a tempo of 102 crotchets per second. However, the trajectory takes
a different path the second time, and thus the curves do not coincide, nor are they even
parallel.
These performers manipulate not only tempo, but also other parameters differently
between the two presentations of the exposition. Gililov’s careful touch and use of
pedal in the transition (bs. 34ff.; Example 6.7, p. 414) serve to bring out very clearly the
two voices that make up the triplets in the right hand; this results in fewer but more
distinct overtones in the lower part of the spectrum. For her part, Georgian plays the
legato accompaniment very discretely, in which the vibrato is almost imperceptible
even when visualised on the spectrographic image. The recession in intensity at this
point is only fleeting, however, as in bs. 42ff. the cello takes the lead again and pushes
the discourse towards a highly intense utterance of the last segment of phrase V
(Example 6.8, p. 415). Here the sound opens up, and one can easily perceive wide
vibrato oscillations again (Figure 6.4, p. 350). Even if the tempo becomes faster at this
juncture, the increased timbral intensity and dynamic level, as well as the cello
articulation in shorter units,65 contribute to the deeply lamenting expression. This
atmosphere continues over the entrance of the second subject, which builds up into the
climax of the section. Not even in bs. 66-68, where the textural slimming
(Verdünnung),66 the registral plunge, and the dynamic decrease are apparent enough,
does the excitement dwindle: timbre is never blurred or dull, upper overtones emerge
neatly even in the softer moments, and the notes are clearly pronounced within a
cantabile articulation in which there is almost no decay between onsets (Figure 6.5, p.
351). The performers retain the flux in order to wring the maximum potential out of
phrase VII. Culmination in Op. 38i-G/G, then, is both explosive (phrase VI; Example
6.9, p. 415) and implosive (phrase VII; Figure 6.5, p. 351), or centrifugal and
centripetal.67 In contrast, the final phrase, which Georgian and Gililov play at a slower

64

See Chapter 1.d. ‘Representations of Dynamic Forms: Waves and Curves’, pp. 44-46, and Chapter
2.e.v. ‘Motion and Intensity’, pp. 98-99.
65
See ‘Foreshortening’ in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Timing’, p. 60.
66
In Kurth 1925, ‘slimming’; theoretical references in can be found in Chapter 1.d. ‘Representations of
Dynamic Forms: Waves and Curves’, esp. pp. 44-45.
67
See Halm 1913 [1947]: esp. 225ff. and its discussion in Chapter 1.b.ii. ‘Energeticist Conceptions of
Musical Form’, p. 24. Compare with the analysis of Op.99-I/H in ‘The most recent recordings: M/A (1991),
G/G (1994), M/G (1998), and I/H (2005)’, corresponding to Sections b.iii. ‘Global Perspectives’, pp. 152-55,
and c. ‘Performed Structures’, pp. 165-68, in Chapter 4.
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tempo, yields an impression of relief and ease: their sound is thinner (Verdünnung),
and the articulation between notes is sharper and more abrupt, as a consequence of
which they do not transmit the tension directly from one note to the next. Although in
the second half of the phrase the timbre is richer, with a wider spectrum and a
perceptible vibrato in the cello line, it recedes almost immediately, in fact almost to a
void (Leere).68
The repeated first theme feels like an extension of this tranquil mood. Mean tempo
and dynamic intensity are virtually equal to those at the opening of the recording,69 yet
some other factors contribute to the establishment of a more introspective and relaxed
tenor: the thinner sound quality, produced by a diminished number of overtones and a
greater obscurity in their fusing; Georgian’s comparatively restrained use of portamento
in the first two phrases (Figure 6.6, p. 352), and of vibrato in general too; and a
dialogue between the two instruments in phrase III, which is kept on fairly equal terms
and is devoid of the previous sense of contest. The blurred sound in the transition
endows the passage with a temperate quality, which furthermore builds up less
intensely than in the previous occurrence of the material. It receives an enhanced
sense of directionality which is not affected by comparatively stable tempo and
dynamic levels. Moreover, timbral continuity over the entrance of the second subject
(bs. 58ff., phrase VI; Example 6.9, p. 415) is all the more extraordinary, and it
undeniably contributes to the ‘connecting’ effect of the transition, serving to accumulate
tension until the climatic arrival at a latter juncture. This second subject is not as
intense as the first time: the performers treat the big leaps as an emotional challenge
whose peak is hard to achieve, and this struggle is ultimately exhausting. Phrase VII
dies progressively into the codetta, which is even more relaxed this time. The sound is
delicate and thin, and the substantial drop in the amount and clarity of overtones in b.
86 produces a very smooth connection towards the development section.
For these reasons, Op. 38i-G/G epitomises the fact that, as Rostropovich taught,
the perception of tempo is a matter not only of speed,70 but also of ‘character’ (Wilson
2007: 262). It ‘goes beyond’ because the varying characters projected by the
performers during their performance afford – or invite – a particular narrative,
68

Here the process towards the ‘void’ entails a textural thinning out, as Kurth defended. See Kurth 1925:
443ff., 1991: 164; Parkany 1989: 119; and relevant discussion in Chapter 1.d. ‘Representations of
Dynamic Forms: Waves and Curves’, esp. pp. 44-45.
69
70

Calculates as interquartile mean values. Tempo:  = 102 bpm; intensity = 70 dB.

A few psychological studies have delved into this idea. For instance, Fabian and Schubert have
investigated how dotting, articulation, timbre, and tempo ‘are all involved in producing a particular musical
character’ (Fabian and Schubert 2008: 197). This might also be a consequence of the fact that, as
explored in Chapter 1.a. ‘Musical Dynamics and Motion’, esp. p. 22, our perception of movement depends
more on change than on speed, or tempo in musical terms. See also Chapter 5.b.iv. ‘Energetic form,
Directionality, and Motion in Performance: F/B (1955)’, pp. 194-201, for a comparable case.
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diachronic construction of the movement. In Op. 38i-G/G the intensity of the start gives
way to a more profound, agitated, and painful sentiment that seems to collapse at the
initial emergence of the codetta. Resignation comes into play again in the repeated first
theme, and it is so deeply anchored that the expressive upsurge that was previously
associated with the material from the second theme is now more restrained. Cellist and
pianist collaborate and interact in such ways that, I believe, this ‘narrativised’ or
‘narrativising response’ seems convincing. They work the musical material out
differently as time progresses. Had the repeat occurred before the actual first
presentation of the exposition, a more dramatic character would have overcome, if only
temporarily, the resigned expression and hazy sonorities of the repeat. In other words,
if Georgian and Gililov had reversed the ordering of these sections, listeners might
have had the sense that the repeat – now supposedly in the initial position – was the
spark that ignited the more defiant, struggling presentation of the material in the
ensuing exposition. Yet the reality is that the almost passive mood of the repeat in Op.
38i-G/G emerges after the expressive breakdown in the codetta, prolonging the
resigned atmosphere until the development.
In some other performances, the perceived relationship between the two
instrumental parts in the exposition of Brahms’s Op. 38i is noticeably diverse. While in
G/G both musicians seem to aim for a common expressive goal in which no significant
discrepancies are deliberately foregrounded, Mørk and Lagerspetz, in contrast, yield
the impression of their being in disagreement, thus creating a conflict ‘in which power is
at stake’ (Abbott 2008: 55).71 Especially in the first subject group and the transition
(Examples 6.6 and 6.7, p. 414), the balance between the cello and the piano is
remarkably different between the two presentations of the material. The cellist plays the
opening theme with a relatively crystalline sound on the C string:72 although the few
partials that come out are concentrated in the lower part of the spectrum, the soft
dynamics, the subdued piano chords, and the narrow and fast vibrato in the cello
contribute to the transparent quality of the first phrase (Figure 6.7, p. 353). Even in the
second and third phrases (bs. 9ff.), the performers create a similar atmosphere. Due to
the thicker textures, the increased dynamic level (Curve 6a.11, p. 461), and the higher
tessitura, the expression is comparatively stronger. Yet the profusion of overtones only
in the middle range of the spectrum and the avoidance of any strong accents in the
71

See Chapter 1.b.ii. ‘Energeticist Conceptions of Musical Form’ and b.iii. ‘Narrative Form’, as well as
Chapter 2.c.i. ‘Change, Motion, and the Body’, pp. 28-38, 83-85, for discussions of conflict in music from
both energicist and narratologic perspectives.
72
This is a clear example of aural analysis, as the software that I have used does not separate parts and a
clear distinction is not always possible on the basis of the spectrographic image only. See relevant
discussion in the Introduction, Section B. ‘The Project’, p. 12, as well as ‘Aural Analysis’, in Chapter 2.b
‘Analytical Techniques and Methods’, pp. 113-14.
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cello bring about a powerful restraining force that keeps the theme in the piano in the
foreground (phrase III, bs. 21ff.; Example 6.10, p. 415). In the second part of the
transition, however, the cello part comes into focus more vehemently, and its
individuality is highlighted by a vibrato of changing speed, as well as by slow and
marked portamentos (Figure 6.8, p. 353). Each note is clearly differentiated and
exceptionally expressive, in this way amounting to the energetic upsurge that
uninterruptedly leads to the second theme (Example 6.9, p. 415), where both
instrumentalists seek to gain control.
In the repeat, supremacy is still at stake. On this occasion, Mørk drives his part to
the fore earlier than in the first presentation of the material: already in phrase III, where
the piano plays the main theme, his vibrato very suddenly becomes wider and more
clearly perceptible. The spreading out of overtones observable in the spectrogram
(Figure 6.9, p. 354) gives an accurate account of the increased expressive tension of
the passage, and the cello part seems to push the flow forwards. Effectively,
sometimes it enters before the piano, and the decelerations within and at the end of
this phrase are less extreme than the first time. Furthermore, the emergence of timing
patterns in which the last crotchet of each bar is lengthened, and which therefore would
repress this forward impulse, is significantly reduced.73 The pianist reacts immediately
in phrase IV, which previously had a mysterious tinge. The overall timbral quality is
richer, with an increased amount of partials (which become more separated across the
spectrum) and a clearer articulation (the lower band of overtones is more distinctly
yellow). Mørk seems to let the cello part be eclipsed, as the amount and magnitude of
portamentos that he employs are significantly reduced. Besides, he makes use of a
more cantabile articulation that helps the more accentuated piano part come to the
surface very easily. The impression of conflict between the two instrumental parts,
which, as shown, manifests itself in the varying tendencies towards restrained feeling
and passionate expression more generally, continues to underlie the development and
the recapitulation, where the cello is definitely in the background.
Op. 38i-M/L offers an example of some of the ways in which we may understand
musical agency in chamber music performance. It is not related to the score-based
‘roles’ of each instrumental part, as in Maus (1988) and Graybill (2011).74 It refers not
to the harmonic, melodic, and rhythmic properties of each part, but rather to the
impression of a mainly timbral discourse that the performers create on the basis of the
73

As in previous chapters, I carried out a Kohonen analysis of timing and dynamic patterns on all of the
select recordings, both separately and as a group. In Op. 38i, I took the bar as the grouping unit and
divided it into four crotchets. See Chapters 3, 4, and 5 for further discussion of the analytic method and the
potential effects of the various timing and dynamic profiles.
74
See Chapter 2.b.ii. ‘Agency’, pp. 77-80, for a more detailed discussion.
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composer’s score. On the basis of their performative decisions, Mørk and Lagerspetz
shape a sound- and time-bound musical discourse that traverses states of sheer
confrontation as well as moments of resignation, and which is potentially
understandable in narrative, organisational terms. This course is drawn through the
interactions and changing relations that they establish through the two instrumental
parts. It is only through the lens of these inter-agent relations and their transformations
over time,75 therefore, that the narrative of this particular performance can be inferred.
It is not only Brahms’s melodic or rhythmic motives that produce this ‘narrativising’
response in abstract terms, but also the actual and unique realisation of those motives
in time and sound in this recording.
In sum, performers might endow their respective parts with specific characters – or
moods – that intertwine with one another, and that clash and combat throughout
Brahms’s movement. In this manner, performances may afford ‘narrativising’ readings
of both individual and overall ensemble that are acted upon and act upon each other
(Graybill 2011: 224). The overall ensemble ‘plots’ ultimately emerge from the many
interrelations that the performers establish between the cello and the piano parts. 76
These relations are created specifically in each rendition and in each of the potentially
infinite possible interpretations thereof. They do not necessarily coincide with the
conclusions that analysts might draw from Brahms’s score.

b. The Nucleus of the Sonata-Form Movement and the Crux in Op. 99i
Interpretive procedures in the development sections of Brahms’s Cello Sonatas vary
enormously among the renditions under discussion. Expressive intensities range from
very calm readings to wild and vigorous build-ups and emotional outbreaks. As a
consequence, this central section, which is situated in the nucleus of the sonata-form
design, is particularly relevant for, and lends itself very readily to, an evaluation and
eventual comparison of musicians’ diverging strategies apropos their manipulation of
musical parameters. In line with the general approach that I take in this chapter, the
analyses in this section evaluate the recordings in terms of the performative narratives
that I perceive them to project.

75

See this in relation to the discussion in Chapters 1.b.i. ‘Form as Process’, pp. 27-30, and 2.c.i. ‘Change,
Motion, and the Body’, pp. 83-85.
76
This also correlates with ideas of agency in music, in this case each instrumental part becoming a
character, or as a conversationalist. See Graybill 2011 and the discussion of the ‘individuated element’
agency in Chapter 2.b ‘Narrative Theories and Musical Performance’, esp. p. 77, incl. note 151. See the
Introduction to the dissertation, esp. Section A.ii. ‘The “Work Concept” and the Notion of Authorship’, pp. 56, for a number of relational processes that might occur in music. (On this occasion, I refer to No. 5, i.e.
between sounds.)
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Bars 71-75 in the Allegro vivace of the Second Sonata in F major, Op. 99
(Example 6.11, p. 416), emerge as an especially attractive case in point. In them, the
semiquaver accompaniment that opens the movement assumes enhanced importance
in the piano part, while the cello sustains a long C277 pedal on its lowest string.
Furthermore, the association between particular textural, harmonic, dynamic, and
rhythmic characteristics singles out this juncture within the section and even the
movement as a whole.
A priori, the notated diminuendo, the textural slimming (Verdünnung),78 and the
registral workout, with the cello in its lowest register and the piano slightly opening up
in b. 73, endow this passage with a void-like quality (Leere).79 It is significant that
Brahms himself subjected this particular passage to significant revision, especially in
relation to the rhythm of harmonic change and the sense in cessation of the musical
flow. As his autograph manuscript shows (transcribed in Example 6.12, p. 416),80 at
first he included a ritardando in bs. 73-74, which was implied by the deceleration in
harmonic change – from crotchets to minims. By these means, he also prolonged the
impression of change of meter, from triple to duple, that starts on the third beat of b. 71.
He maintained this sense of emergent duple meter in the final version despite the pace
of harmonic change of a crotchet: the C#-triad in the last crotchet of b. 73 might be
equally perceived as a downbeat. Yet the idea of the ritenuto did not pass into the final
version, and no matching verbal indication on the printed score can be found. The
change from crotchets to minims in the harmonic rhythm would have significantly
restrained the energetic flux, and thus it is plausible that Brahms was concerned not to
create potentially too strong a sense of stagnation at that critical juncture. However, the
suspension of the musical discourse is, albeit slightly postponed, even sharper in the
final version, as the break in the sextuplet pulsation that occurs in the third quaver of b.
7481 enhances this sense of arrest. The musical flux accumulates momentum from one
bar to the next across the passage, with its intensity being all the more powerful at the
arrival to b. 74. The brusqueness of its termination makes the latter tremendously
vigorous. It seems, therefore, that the changes that Brahms inserted in his autograph
manuscript were not intended to prevent the flux from stopping, but rather emanated
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See Figure 3.5 for octave indexes, p. 299.
See note 66 on p. 219 above.
79
Here the application of Kurth’s term is extremely pertinent, as the movement acquires an ‘empty’
sonority in the development section. Again, the process towards the ‘void’ entails a textural thinning out, as
Kurth defended. See note 67 on p. 219 above, as well as the discussion in Chapter 1.d. ‘Representations
of Dynamic Forms: Waves and Curves’, esp. pp. 44-45.
80
In the archive of the Gesellschaft der Musikfreunde, Vienna; Brahms estate, shelfmark 10. See the
Transition, Section b.i. ‘Sources’: ‘Scores’, p. 125.
81
Note the quaver, instead of the semiquaver sextuplets, in the left hand of the piano.
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from his preoccupation with the exact location and intensity of that standstill. Whereas
on first thought he opted for a gradual extinguishing of the musical flux,82 in the end he
decided in favour of a sharper, rougher interruption before the subsequent resuming of
the forward movement (Unterbrechung).83 The latter, as a consequence, somewhat
vacillates: the phrase unit under the slur is reduced to a crotchet, the register is
comparatively lower, and the melodic profile seems to follow an ambiguous direction.
Moreover, the registrally more prominent second semiquavers within each triplet
put the metric primacy in this phrase at stake. The registral closeness significantly
contributes to the episode’s apparent effect of uncertainty and anxiety, which slightly
dissipates from the middle of b. 75 onwards. The passage thus fits with Augustus
Arnone’s description of Brahmsian ‘veiled melody’, where ‘the boundaries between
melody and accompaniment’ are subverted and ‘the separation of individual voices’
becomes blurred (Arnone 2006: 29). By these means, Brahms undermined the
‘delineation and hierarchization of the musical texture, creating a special kind of
ambiguity’ (: 27) which plays a most significant part in the composer’s language.
For all of these reasons, I treat these bars as a sort of ‘crux’84 in the narrative of
this F major movement, as they present a ‘difficulty [or series of difficulties] which it
torments or troubles one greatly to interpret or explain, a thing that puzzles the
ingenuity’.85 Given the affordances of the challenges and conundrums inherent in
Brahms’s score, it is foreseeable that, through performance, diverse forces may be
seen to coalesce and collide in manifold ways.86 In fact, in some of the analysed
performances, this passage becomes the ‘central or decisive point of interest’87 in the
movement.

On

other

occasions,

however,

it

is

interpreted

as

such

only

retrospectively.88 In other words, and adapting Abbott’s literary contentions to music
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I use the word ‘thread’ on purpose; see note 10 on p. 206 above.
See note 33 in this chapter, p. 211.
84
I do not employ the term ‘crux’ here as in Hepokoski and Darcy’s sonata theory. For them, the crux is
the ‘moment of rejoining the events of the expositional pattern after once having departed from them …, at
which point writing the remainder of the recapitulation can become, by and large, a simple matter of
transposition’ (Hepokoski and Darcy 2006: 239-42). On the contrary, I consider it here in a more narrative
and figurative vein. For further discussion, see note 97 on p. 156, corresponding to Chapter 4.b.iii. ‘Global
Perspectives’: ‘Du Pré and Barenboim (1968)’, as well as the analysis of Op. 38iii-M/P in Chapter 5.b.iii.
‘Freedom of Character and Changing Structural Roles: M/P (2013), esp. p. 193, incl. note 96.
85
Definition No. 3 under ‘crux, n.’, in Oxford English Dictionary Online, September 2015 (Oxford University
Press), http://www.oed.com/view/Entry/45327?redirectedFrom=crux, accessed 2 November 2015.
86
This illustrates the connection between narrative and energetic conceptions of musical structure, as
examined in Chapter 1, esp. at the end of Section b.iii. ‘Narrative Form’, pp. 37-38.
87
Definition No. 4 under ‘crux, n.’, in Oxford English Dictionary Online; see note 85 above for full details.
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For a discussion of prospective and retrospective formal inference, see Section A.v. ‘Musical Structure?’
in the Introduction to this dissertation, p. 11, as well as Chapter 1.c. ‘Related Perspectives from
Psychology’, esp. p. 40.
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performance, depending on how performers play it, this passage ‘can significantly
affect how we interpret the work as a whole’ (Abbott 2008: 93).89
In any case, performers have approached these bars in highly diverse ways.
Significantly, and as in the exposition section,90 the select duos have not always opted
to enhance – or even acknowledge – the potentially conflicting elements that might be
perceived in Brahms’s score from a traditional analytical perspective. In bs. 71-75, I
perceive the conflict in the textual ambiguity of the triplet figuration, the metric
uncertainty of the passage, and the conjunction of broader restraining and pushing
forces, as explained above. Fournier and Backhaus offer a fantastic example of a
rendition in which the potential clash of forces that one may observe in Brahms’s
manuscript seems completely absent. Op. 99i-F/B is extraordinary in its sense of
directionality and forward impulse, as they avoid creating any sense of recession in the
development, including bs. 71-75. Not even in those bars is there a noticeable change
of tone colour. As expected, the spectrographic image is homogeneous throughout this
part of the section (Figure 6.10, p. 355): the amount of overtones is kept constant at
reduced levels after the raising leap of a fourth in the cello at the end of b. 70, the
density of partials is also very uniform, no band of the spectrum is especially
emphasised or clearly articulated, and a very discreet vibrato in the cello part is
observable only from time to time. Furthermore, although tempo slightly decreases in
bs. 73-74, its levels are kept relatively steady throughout the development (Curve 6b.3,
p. 472). Therefore the passage running from b. 71 to b. 75 goes almost unnoticed and
functions as a passing element in the very continuous energetic thread91 of the
section,92 the impulse of which starts at the strictly measured sextuplets in the piano in
b. 66 (Example 6.13, p. 417). This effect of ‘normality’ or performative ‘constancy’
continues beyond this particular passage until the end of the development (Example
6.14, p. 417), where Fournier again plays the sextuplets in a very precise, measured
manner.
The sense of ease and forwardness that Op. 99i-F/B yields is in line with Fournier
and Backhaus’s approach not only to the middle section, but also to the movement as
a whole. Musical events give way to one another effortlessly. Connections between
them can be interpreted in the form of a narrative in which there seems to be neither
backward movements nor time to pause. Tellingly enough, this duo is the only one
among the group who do not observe Brahms’s repeat indication for the exposition in
89

The original reads thus: crux is an ‘element in a work that, depending on how we interpret it, can
significantly affect how we interpret the work as a whole’ (Abbott 2008: 93).
90
See Section a above, ‘The Setup: Conflict and/or Concord’, esp. pp. 207-11.
91
See note 10 on p. 206 above.
92
The same can be said of Op. 99i-DP/B; see Section c below, ‘Conflict, Resolution, and Ending’, p. 236.
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this first movement.93 This supports the hypothesis of these performers’ construction of
the movement – and of the Sonata – as a highly directional piece of music in which no
loops,94 ‘new beginnings’, or interruptions could possibly be introduced. On the basis of
Brahms’s score, they produce a rendition which potentially affords comprehension as a
‘performed narrative’.95 In it, ideas of conflict, problem, or difficulty have no place. On
the contrary, directionality, fluency, and simplicity are the main features of their
interpretation, and these pervade their approach to the Sonata Op. 99 from beginning
to end. Not even in the possibly more introvert and ambiguous second movement 96 do
they abandon these views. By these means, they strip their ‘plot’97 for Brahms’s
composition of any of the obstacles, sense of complication, or uncertainty that analysts,
performers, and even listeners may find in the music.
Emanuel Ax equally interprets the sextuplets that open the development of this
sonata-form movement in a rigidly measured way, and he even accentuates the first
note in each group more strongly than Backhaus. Yet, due to the segmenting effect of
the pianist’s particular articulation technique, the flux does not receive a single, forceful
impulse, but rather is noticeably restrained in each crotchet. As a result, the void
(Leere)98 in bs. 73-74 is all the more profound. As the spectrographic image shows
(Figure 6.11, p. 356), the sonority becomes more blurred and the number of overtones
decreases significantly (Verdünnung). Although the tempo slows down (Curve 6b.9, p.
478)99 at the point where the sextuplet pulsation in the piano part comes to an end,
namely b. 74, the music does not immediately commence a well-defined onward drive,
as Ax extends the rallentando until the cello entry in the middle of b. 75. Later
cessations of the forward movement (Unterbrechungen) in bs. 78 and 84 turn out to be
even more substantial. Within those junctures, the more melodic role that the cello
plays is of little consequence, as Ma contributes to the shadowy and apathetic
atmosphere of the passage. Few partials emerge in bs. 75ff., yet they are substantially
intermingled and close to each other. The pale mood is directly connected to the
absence of a rich or full sound, as well as of marked note onsets and lower partials. In
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See relevant discussion in Section a.i above, ‘(Non-)Repeated Structures’, esp. pp. 214-16.
For theoretical references, see note 64 on p. 219 above.
95
See Chapter 2.b.iii. ‘Performed and Perceived Narratives’, pp. 80-83.
96
See relevant analysis in ‘Fournier and Backhaus (1955)’ in Chapter 4.b.iii. ‘Global Perspectives’, pp.
150-51.
97
See note 1 on p. 205 above.
98
For references in Kurth 1925, see note 33 on p. 20944 above. Again, this manifests the compatibility of
energicist and narrative conceptions of musical structure. This applies to the subsequent references in
German between parentheses. Again, this manifests the compatibility of energicist and narrative
conceptions of musical structure.
99
The linear graphic included in Figure 6.11, p. 356, shows tempo oscillations at the bar level. I obtained
the values in relation to the previous bar.
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addition, vibrato is hardly perceptible in the cello part across the passage, both upon
listening and on the basis of an analysis of the spectrogram.
In Ma and Ax’s interpretation, then, the listener might appreciate that the ‘crux’ of
Brahms’s Op. 99i is located not in the bars subjected to modifications during the
compositional process (i.e. bs. 73-74), but rather in the events preceding them. The
over-controlled and segmenting manner in which Ax plays the sextuplets at the
opening of the development is symptomatic of the performers’ interpretation of the
whole section as a highly restrained and unenergetic episode within the movement.
Only in the light of those piano sextuplets can the overall vacillating atmosphere be
understood.100 In this case, there is no conflict regarding metric conformation, voicing
layout, or forces pushing in different directions; rather, the conflict is more deeply
rooted and affects a larger musical fragment, of which bs. 73-74 are only a natural
consequence. Since the start of the development, and until its very end, there is
uncertainty with regard to the course that the events are going to pursue, and also with
respect to their capacity to find a way forward in the construed narrative. To that end,
Ma and Ax slow down the ‘narrative rhythm’101 of their performative discourse: although
the development lasts longer than each of the presentations of the exposition, 102 much
less seems be happening in terms of the interactions between events and characters.
Everything is kept at a fairly stable level of inactivity, and thus time comes to a state of
inactivity or motionlessness (Ruhe)103 in the ‘timeless atmosphere’ (Wilson 2007: 121)
created in their performance.104
Conversely, when playing the F major Allegro vivace with Maisky, Gililov makes
bs. 71-75 stick out very compellingly. As in the slow second movement of the
Sonata,105 these performers manipulate timing and dynamics in very unpredictable
ways; in this, they somehow recall Ilona Eibenschütz’s strategies in her recordings of
Brahms’s piano pieces.106 Both she and Maisky/Gililov contradict the usual modern
strategies of slowing down at structural divisions and ‘correcting’ the tempo
100

This is another case of retrospective reinterpretation; see note 88 on p. 225.
See note 5 on p. 205 above.
102
Duration of relevant sections in Op. 99i-M/A: Exposition: 1:59 mins.; Repeat of the Exposition: 1:58
mins; Development: 2:18 mins.
103
Related to A. B. Marx’s theory; see note 3 on p. 205 above.
104
Elizabeth Wilson speaks of this effect in relation to Rostropovich, style of playing, in which ‘the idea of
stasis’ sometimes prompted him to go ‘beyond the dimension of real time’ (Wilson 2007: 121). Note the
relation to Kramer’s (1973) ideas of subjective time; see Chapter 2.b. ‘Narrative Theories and Musical
Performance’, pp. 75-77.
105
See ‘The most recent recordings: M/A (1991), G/G (1994), M/G (1998), and I/H (2005)’ in Chapter
4.b.iii. ‘Global Perspectives’, esp. pp. 154-55.
106
For a detailed exploration of Eibenschütz’s performance style, see Scott 2014: esp. pp. 157ff. With this
I do not suggest, however, that Maisky and Gililov had an interest in HIP performance when they recorded
this work in 1995. For similar coincidences, see Chapter 4.b.iii. ‘Global Perspectives’: ‘The most recent
recordings: M/A (1991), G/G (1994), M/G (1998), and I/H (2005)’, p. 152, incl. note 74.
101
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immediately upon the launching of the next phrase (Curve 6b.11, p. 480).107 They
usually decelerate not at the formal divisions themselves but significantly earlier.
However, there is a difference in approach between these musicians: whereas, in her
swift performance style, Eibenschütz often accelerates before the start of the
subsequent musical passage, Maisky and Gililov tend to retain the flux for a longer
stretch, prolonging thus the regressive character of the counterwave.108
Gililov opts for this particular strategy in the passage in question – and its
continuation. In those bars, his playing forcefully attract one’s attention. After significant
fluctuation, the levels of both dynamics and, most especially, tempo drop dramatically
towards the middle of b. 74 (Unterbrechung; Figure 6.12, p. 357).109 In this manner
Gililov emphasises the immobilising effect – or the motionlessness (Ruhe) – of the
juncture. He creates a sort of ‘black hole’ (Leere) where the energy is concentrated,
held, and ultimately increased. The swift darkening of the piano timbre, with very few
partials coming out (Verdünnung), significantly contributes to this effect. The recession
of the musical flux is so great and long-lasting that this episode becomes the
expressive and ‘narrativised’ core of the development. All of the subsequent events
depend on the energy-depleting capacity of this void: the mean tempo and dynamic
values are lower than before, and the tone colour is even matter and duller, albeit more
erratic. For instance, although Maisky’s playing on the D string of his cello brings forth
a somewhat brighter tone from the middle of b. 76 onwards,110 and despite the
ascending chromatic line in his part, timbre is again muted almost immediately.
Significantly, while challenging customary performance practices, the interpretive
unpredictability in Op. 99i-M/G is in agreement with more traditional analytical findings:
in this rendition, bs. 71-75 are perceived, indeed, as the ‘crux’ of the movement. All of
the previous and subsequent events are connected with, and understood in relation to,
this passage.111 The effect of its restraining, centripetal force,112 which accompanies
the thinner texture in b. 74, is most influential. It gives sense to the serene further
unfolding of the development section and ultimately to the surprisingly more agitated
recapitulation of the first thematic group. In retrospect, the apparent stillness of bs. 71107

See ‘Groupings and phrase-arch theory’ in Chapter 2.a.ii. ‘Studies of Multiple Parameters’, pp. 70-72.
As in the connection between the A and B sections in their interpretation of the second movement of
Brahms’s F major Cello Sonata; see note 106 on p. 228 above.
109
Kurth’s (1925) term; see note 33 on p. 211 above. In Figure 6.12, p. 355, the green curve indicates
tempo values – with a measurement unit of a bar – and the white curve represents the smoothed power
(i.e. dynamic levels obtained with Sonic Visualiser).
110
In some string instruments, the timbral differences between strings are very noticeable. See ‘Timbre
and articulation’ in Chapter 2.a.i. ‘Studies of One Parameter’: ‘Timbre’, pp. 62-63.
111
Prospective formal inference; see note 86 above, p. 225.
112
See Halm 1913 [1947]: 50 and the discussion in Chapter 1.a. ‘Musical Dynamics and Motion’, esp. p.
24. Another example of a large-scale centripetal force is Op. 99ii-I/H, which similarly emerges at the centre
of the piece; see corresponding analysis in Chapter 4, esp. pp. 147-48 and Figure 4.16, p. 305.
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75 serves to contain a powerful force. The energy of the void, which is deeply
restrained throughout the development, is unleashed and eventually explodes in the
recapitulation.
A decrease in tempo and dynamics in bs. 74-75 of Op. 99’s first movement is also
noticeable in Gastinel and Guy’s rendition (Curve 6b.12, p. 481). Yet the decline is not
as steep as in M/G, and, most significantly, the pianist maintains an exactly measured
sextuplet pulsation from the start of the development. Even if it is somewhat more
subdued, by this means the musical flow remains active across bs. 73-75 as well.
There is no sense at all of terminal cessation, and afterwards the discourse assumes a
highly animated character, as if nothing serious had happened. Not only do dynamic
and tempo levels rise again – and steadily build for a long time span – but timbre also
becomes fuller and denser. Already in the fourth quaver of b. 74, the intensification
(Steigerung)113 in the amount of partials can easily be heard; the spectrogram (Figure
6.13, p. 358) corroborates this impression. The richness in overtones increases
throughout the ensuing passage and thus there is no timbral darkening or slimming
(compare Figures 6.12 and 6.13, pp. 357 and 358). Furthermore, Gastinel’s vibrato is
progressively narrower and faster, in this manner accounting for the effect of increasing
energy and enhanced directionality in the passage. Retrospectively, the relative halt in
bs. 73-74 emerges as inconsequential in the context of the section analysed. The
vigour and intensity with which the development starts in this rendition are not broken
at that juncture; rather, they persist in exerting their forward-driving and impelling
influence across a lengthy passage.
By the above means, the discourse is forcefully pushed forward and momentum
gradually accumulates (Steigerung) until the truly critical moment in this performance of
the development of this movement, the ‘crux’ in Op. 99i-G/Gu: bs. 92ff. Here for the
first time since the opening bars, the sextuplet figure, which is so characteristic and
pervasive throughout the movement, is measured unevenly. From this moment
onwards until b. 118, where the figure disappears, Gastinel plays the sextuplets very
freely. Although she accentuates the first note in each group both dynamically and
agogically, she plays an irregular number of notes within the crotchet beats. Upon
listening, sometimes it is hard to distinguish the number of notes that she is playing,
and the spectrogram is of no help in this respect (Figure 6.14, p. 359). She gives the
impression of playing a nebulous two-string tremolo over which the piano chords
impose a certain steady pulsation. This diverges noticeably from the other instances in
which this sextuplet figure comes to the surface, including the start of both the
113

Kurth’s (1925) term; for further discussion, see Chapter 1, Sections a. ‘Musical Dynamics and Motion’
and b.ii. ‘Energeticist Conceptions of Musical Form’, esp. pp. 24, 28-29.
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movement and the development (bs. 66ff.) in the piano, as well as the end of the
exposition in the cello part (bs. 60ff.). As the respective spectrographic images show
(Figure 6.15, p. 359), in all of those cases it is possible to count the number of notes, of
which there are always six, within each crotchet beat. In bs. 92ff., on the other hand,
the sound quality becomes so fuzzy that no group onsets can be determined with the
help of the spectrogram. Yet upon listening at a lower speed, such a calculation
becomes possible, revealing that the number of notes varies between five and nine per
crotchet.
As a result, the passage starting in b. 92 is singled out in the context of the
performance as a whole. It becomes the most bewildering moment in the rendition, as
it seems to establish no direct connection with any similar events. It ‘troubles one
greatly to interpret or explain’, and it ‘puzzles’114 the listener as well as the analyst. This
incident functions as a turning point (Wendepunkt)115 in the plot of this interpretation of
Brahms’s movement. Due to the sense of estrangement that it produces, the
recapitulation is recognised even more effectively as a reemergence of the initial
material in an act of anagnorisis.116 Musical foils based on qualities of similitude and
dissimilitude117 critically shape Gastinel and Guy’s approach to the movement. They
enable the central passage (bs. 92ff.) to exist in a state of ‘incompatibility’ and
‘oppositeness’ (Powers 1977) in relation to the rest of the movement. By comparison,
the sextuplet figures on the one hand, and the recapitulation and the exposition on the
other, stand out as equivalent – or ‘loose synonyms’118 – both ex post facto and
prospectively. The resulting functional sequence exerts a decisive influence on the
overall structure and its sense of motion: the ‘delay’ of the crux within the development
creates an expectation that is resolved, and a tension that is released, even more
forcefully at the return of the opening theme. By this enhanced structural importance,
the recapitulation in Op. 99i-G/G ultimately balances the double emergence of the
exposition in a single utterance.
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Definition No. 3 under ‘crux, n.’, in Oxford Dictionary of English. See note 85 above, p. 225.
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Kurth’s (1925) term; see Chapter 1.d. ‘Representations of Dynamic Forms: Waves and Curves’, p. 44.
‘Recognition; the dénouement in a drama’; ‘anagnorisis, n.’, in Oxford English Dictionary Online,
September
2015
(Oxford
University
Press),
http://www.oed.com/view/Entry/6967?redirected
From=anagnorisis, accessed 4 November 2015.
117
See ideas of musical foils and structural sequences in musical narratives in Karl 1997; refer to relevant
discussion in Chapter 1.b.iii. ‘Narrative Form’, esp. pp. 34, 36.
118
See Chapter 1.a. ‘Musical Dynamics and Motion’, esp. note 94 on p. 35.
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c. Conflict, Resolution, and Ending
According to some literary theories, we ‘expect stories to achieve resolution’ (Abbott
2008: 57),119 provided there is a conflict to be resolved. As observed in some of the
preceding analyses, this is translatable to music, especially when one deals with
recorded interpretations. For that reason, I posit that the idea of resolution
(Wiederlösung)120 could also be linked to the more general notion of ‘expectation’: it
might be rooted not in confrontation, but rather in the listener’s (and the analyst’s)
anticipation of future events on the basis of a sequence of events that, up to a given
point, is perceived as ‘logical’.121 In other words, it is possible that, through a variety of
performative strategies, the select duos ‘awake … expectations’122 (Wolf 2002: 82) in
their renditions of Brahms’s Cello Sonatas. On the basis of those expectations and the
ways in which they ‘disappoint’ or ‘resolve’ them, musicians may construct a series of
performative readings, in which the idea of ‘resolution’ may acquire a multiplicity of
meanings specific to each interpretation.
The analysis of a few recordings of the Allegro vivace, Op. 99i, is most illuminating
in this respect, as performers play (with) a score that, in fact, presents important
ambiguities regarding the actual power of resolution of the recapitulation – allegedly the
moment of resolution par excellence in sonata-form compositions.123 In an attempt to
combine Schoenbergian (motivic) and Schenkerian (tonal) perspectives in his analyses
of the movement, Peter H. Smith (1992, 1994) contends that harmonic resolution is
achieved with the return of the tonic in b. 112. However, from a motivic standpoint, this
is only a ‘melodic residue’; thus, the resolution is not complete. Tension accumulates
over the recapitulation proper, as the latter is only ‘a temporary point of resolution
within a formal process that extends from the attenuated tonic at m. 112 to the dramatic
resolution of tonal and rhythmic tension at m. 145’ (Smith 1994: 252). In other words,
the tonic arrival in b. 128 does not fall on a structural downbeat, and therefore complete
resolution is not achieved until the entrance of the second subject. Samuel Ng (2006)
equally detects ambiguity with regard to the resolution of the movement’s metric
tension, although he argues that this conflict is provisionally resolved not in b. 128 or b.
112, but rather earlier in the piece, in b. 87. To him, the transitory yet powerful state of
119

See also the discussion of similar ideas in Chapter 1.b.iii. ‘Narrative Form’, esp. pp. 37-38.
See Chapter 1.d. ‘Representations of Dynamic Forms: Waves and Curves’, esp. note 151 on p. 45.
121
In this sense, narrative ideas of ‘causality’ might be useful when trying to explain structural strategies
on the part of performers. For further discussion, see Chapter 1.b.iii. ‘Narrative Form’, esp. p. 35.
122
‘Erwartungen wecken’. See relevant discussion in Chapter 1.c. ‘Related Perspectives from Psychology’,
esp. pp. 40-41.
123
See Ng 2006; Smith 1992, 1994; and Section a. ‘The Setup: Conflict and/or Concord’ in this chapter,
esp. pp. 206-7.
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resolution is broken precisely at the recapitulation, where a new ‘hemiolic cycle’ starts.
This cycle stretches throughout the recapitulation until the coda, where resolution is
regained and ultimately disrupted once again in the final bars. As Nelson Wu (2012)
puts it, the task of the concluding passage is ‘not to resolve but to make manifest, in
the most unequivocal way, the musical problems embedded in the exposition’ (: 102),
in this case the metrical conflict between duple and triple rhythmic units.
In summary, Ng, Smith, and Wu do not consider the recapitulation as a tensionresolving moment in the piece. Instead, they propose bs. 178 (coda) or 145 (second
subject) respectively as such a juncture of resolution – and Wu even suggests that
there is no resolution whatsoever. And yet, as was seen above with respect to the
sense of agnition – or anagnorisis124 – in Gastinel and Guy’s rendition of this
movement, performers may well opt to emphasise the return of the initial theme as the
goal of all previous expectations. These examples illustrate that each analyst or duo
may offer different responses to the following questions:


Where is the moment of resolution placed in the movement? By which
means is it achieved?



How do the events unfold subsequently? Are new conflicts perceivable?



Do the moment of ‘closure’ (or resolution) and the ‘ending’ overlap? 125 In
other words, do tensions seem to be ultimately resolved in the coda?

Among the performers whose recordings I selected for analysis in this chapter,
Piatigorsky and Rubinstein stand out for playing the two presentations of the exposition
in Op. 99i in highly similar manners in their 1966 recording: both occurrences of the
section present tempo and dynamic profiles that are practically analogous (Curve 6b.5,
p. 474). Although tempo delineates a discreet decrease before the third theme (K) and
a marked recession before the return to b. 1 – and consequently before the
development as well – it is kept at relatively flat levels during most of the section. All of
this results in highly similar proportions among the diverse musical segments within the
two occurrences of the section;126 only the second subject is slightly longer in the
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See note 116 on p. 231 above.
See Abbott 2008 and discussion in Section a above, ‘The Setup: Conflict and/or Concord’, pp. 206-12.
126
Appendix VIII, pp. 503ff., contains representations of the various phrases, subsections, and sections in
each of the analysed performances – and theoretically the score – of Brahms’s Opp. 38i and 99i
respectively. As in previous chapters, the first diagrams correspond to the relative duration of the diverse
musical materials when the total length of the recordings is normalised and visually equalised. Section b
follows the same procedure, but only within the exposition (and its repeat). In the case of the E minor
movement, which is treated in less detail in this respect, it is noteworthy how in C/H(58), M/G, G/Gr, and to
a certain extent P/V as well, the inner proportions between the structural segments vary. The biggest
deviation is found in the first theme, although there is no consistency among performers with respect to its
lengthening in either its first or its second presentation. On the other hand, S/S, R/S, M/L, G/G, G/Gu, I/H,
and M/P tend to keep durational ratios unmodified across the exposition and its repeat. For its part,
Section c includes graphs representing the absolute duration of phrases and subsections within the
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repeat. The dynamic profile is more irregular, but nevertheless comparable between
the two expository utterances: they play the first and second themes at similar levels,
and the transition is softer; evident diminuendos match the rallentandos before the third
theme and the reentry of the exposition (and the development), delineating a clear arch
between those two junctures.127
Piatigorsky and Rubinstein’s timbral strategies are also very consistent between
the exposition and its repeat. The second theme is especially prominent in terms of
tone brightness and expressive intensity. Rubinstein’s articulation128 and the
subsequently fast and narrow cello vibrato are critical factors in the creation of this
atmosphere (Figure 6.16c, p. 360). They exploit passionate quality of the third theme
even further, and Rubinstein’s articulation becomes progressively sharper as the mood
tightens (Figure 6.16d, p. 360). At the other end, they produce a very tranquil transition,
in which neither the cellist’s vibrato nor their articulation is particularly rigid: rather,
vibrato is relatively wide and slow, and, while note onsets are clearly marked, the
resonance is not maintained at the same intensity throughout the notes and until the
ensuing pitch change (Figure 6.16b, p. 360). They cast the first theme in a clear
statement-response mould; in it, the opening ‘statement’ – corresponding to the
ascending leap of a fourth in the cello part – has a brighter and fuller sound than the
response – the descending semitone (Figure 6.16a, p. 360). As a consequence, each
of the themes acquires a particular quality that one expects to be reproduced again in
the recapitulation because it has remained unchanged in the repeated exposition.
Timbral continuity is noteworthy throughout the development and across
subsequent structural boundaries as well. The amount and spacing of overtones and
the way in which the lower strand of the spectrum is emphasised are akin at the
moment of thematic recapitulation (b. 128; Figure 6.17a, p. 359), and equally across
the emergence of the recapitulated second subject in b. 145 (Figure 6.17b, p. 361). All
of this enhances the sense of continuity and forward drive that the rendition as a whole
yields. The magnitude and duration of this timbral homogeneity, which starts at the
beginning of the movement, account for its being the most prominent and easily

exposition and its immediate repeat. This kind of visual representation helps one observe how internal
proportions and absolute durations need not establish an immutable relation. In Op. 38i-S/S, for instance,
the ratio between the themes in the repeat is comparable to those in the initial presentation, and yet the
repeat is considerably longer. Similar cases can be observed in M/L, I/H, and M/P. Curiously, the durations
of the exposition and its repeat in C/H(58) are highly similar even though that the relative weights given to
the different materials are highly dissimilar.
127
See Appendix VI, p. 492, for a scape plot of the recording. For theoretical explanation and correct
interpretation, see Chapter 2: ‘Groupings and phrase-arch theory’ in Section a.ii. ‘Studies of Multiple
Parameters’, pp. 70-72; and Section e.ii. ‘Arch and Hierarchical Correlation Plots’, pp. 94-96, respectively.
128
He brings out the melody very clearly through an almost legato pedalling; see ‘Pedalling’ in Chapter
2.a.i. ‘Studies of One Parameter’: ‘Articulation’, p. 67.
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recognisable hallmark of the recording, and thus one anticipates a logical continuation
thereof until the end of the piece.
In b. 157, however, there is a marked change in the state of affairs. Unexpectedly,
Piatigorsky and Rubinstein make the recapitulated third theme disrupt the preceding
‘narrativised’ sequence, and the situation that had been established thus far is broken
at that point (Unterbrechung).129 There is an easily noticeable and contextually
enduring decrease in both tempo and dynamics, and, even more importantly, timbre
changes dramatically: as the spectrogram shows (Figure 6.18, p. 362), the drop in the
amount and strength of the upper partials is remarkable. Vibrato, which was wide and
slow, is completely dispensed with, and the articulation becomes more staccato. Given
the magnitude and duration of the previous stability (Ruhe), the change not only
produces a contrast (‘oppositeness’) but also ‘negates’130 the influence of what has
happened before, thus stating its ‘incompatibility’ with it. By means of the initial
continuity, listeners’ expectations131 are awakened and sustained across a lengthy
passage. Then, the discontinuity132 produced by the change in b. 157 results in the
thwarting of expectations. As a consequence, the functional sequence starting in b. 1 is
‘interrupted’, ‘disrupted’, and ultimately ‘subverted’ near the end of the piece.
This disruption has the effect of arousing new tensions that exert power until the
end of the movement:133 energy levels increase markedly, and a fresh sense of
agitation is perceptible. Vibrato oscillations are easily audible once again; the
movements of Piatigorsky’s left hand are wide and slow, and their intensity varies from
one note to the next; lower partials are strongly reinforced; upper overtones multiply
and are more clearly differentiated; and a more legato style of playing comes to the
surface. However, the impact of the timbral break (Unterbrechung)134 in the
recapitulated third theme (i.e. in b. 157) is so imposing that it eventually dominates.
The duo shapes the coda as a progressive but highly effective recession that
counteracts the vigour of most of the rendition (Nachwelle).135 By the end of the piece,
liveliness turns into calmness, and the forward drive gives way to a peaceful ending.
129

Kurth’s (1925) term; see note 33, p. 211 above.
See Chapter 1, p. 35, for a discussion of Power’s (1977) structural relations and Karl’s (1997) notion of
musical foils. Note the relation to Kurth’s idea of Unterbrechung.
131
Prospective formal inference; for references, see note 27 in this chapter, p. 210.
132
Others who have also detected performative strategies of discontinuity in other recordings include
Maus (1991), McClelland (2007), and Rink ( 2001).
133
This strongly recalls Ernst Kurth’s (1925) idea of interruptions as intensifying and ultimately projecting
the ‘energy into subsequent passages’ (Parkany 1989: 119); see Chapter 1.d. ‘Representations of
Dynamic Forms: Waves and Curves’, pp. 44-46.
134
As the interruption here is achieved through performers’ handling of timbre and balance, this also
recalls Kurth’s wave theory, specifically his proposing of texture as the parameter in which such ruptures
are more evident.
135
See ibid.
130
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Hence the all-encompassing blue flame that rises in the scape plot at this juncture
(Figure 6.19, p. 362): it reaches the upper extremes of the diamond and leans towards
the left; in other words, it retrospectively countervails all the preceding intensity.
Despite Op. 99i-P/R(66)’s power of conviction, the idea of discursive resolution in
performance is not always related to a tension emerging from the negation and
disturbance of a previous mood. More concretely, in Op. 99i-DP/B, for example,
resolution is linked to an exhaustion of the rendition’s predominant atmosphere. In
other words, it is not so much (re-)solution per se as it is repose. Already in the
exposition, especially in the transition(s)136 between the first and the second subject
groups, there are hints of the fatigued mood that emanates at the end of the piece.
However, those traces are ineffectual, and the energy that pervades the interpretation
as a whole continues to exert its power unperturbed. Tempo is generally fast; dynamics
are intense (Curve 6b.6, p. 475); timbre in both instruments is clear, brilliant, and sharp;
and the sextuplet pulsation – whenever it appears – is lively and clearly articulated,
acting as a sort of inner engine. This occurs even at the end of the development, where
Du Pré plays this figure in a highly measured and energetic way (Figure 6.20, p. 363;
compare with the analysis of Op. 99i-G/Gu above and especially Figure 6.14, p.
359).137
Du Pré and Barenboim achieve a significant degree of relaxation at the end of the
recapitulated second subject (bs. 153ff.), coinciding with none of the moments of
potential resolution that analysts have observed in the movement, including the ending
of the piece.138 As in Op. 99i-P/R(66), strain increases after a pronounced recession in
this area of the recapitulation, yet its intensity is not sufficient for momentum to keep
accumulating. Figure 6.21 (p. 363) shows the spectrographic image for the whole of the
recapitulation and the coda, where it can be observed how the prevailingly enhanced
intensity (a) is suspended at the end of the second subject (b), and equally how there
seems to be an attempt on the part of the performers to regain the previous vigour
(c).139 Thereafter parametric levels collapse once again (d), this time for good. Tempo
and dynamics decrease very markedly (Curve 6b.6, p. 475); in fact, the tempo values
there are the lowest across the movement in all of the recordings analysed.
Significantly, Du Pre’s vibrato undergoes a marked change: whereas it was relatively
136

On both the initial and the repeated presentations of the section.
This energetic impulse is perceivable throughout the rendition as a whole. In the words of others,
Jacqueline Du Pré’s ‘attention to detail is evident in the subtle differentiation of the semiquaver up-beats in
the opening theme, which can seem to rush forward impulsively or linger a little wistfully on the direction of
the phrase’ (Wilson 1998: 256).
138
See above in this Section, pp. 231-32.
139
This strongly recalls Kurth’s (1925) description of developmental waves (Entwicklungswellen) followed
by after-waves (Nachwellen). For detailed explanation, see reference in note 134, p. 235 above.
137
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fast and wide (Figure 6.22a, p. 364), at this latter juncture it becomes very narrow,
almost inexistent on some notes, and slower (Figure 6.22b, p. 364). It changes from
note to note, and on some occasions even within notes, as in the swell that she
produces on the E3 in b. 201. The tone quality is warm and smooth, while the
atmosphere is delicate and affectionate, which is highlighted by the use of a deep and
slow portamento in b. 199. This expressive effect is not particularly salient throughout
the rendition, and thus its employment here is all the more telling.140 In the
performance, repose is taken to the limit, the sense of fatigue is all the more
compelling, and yet the last die is rolled in the final bars (e): played fortissimo and
swiftly – Brahms himself marked them as vivace – the closing sounds are perceived as
the final utterance of a character141 that was already defeated.

d. Conclusions: Diachronicity, Transformation, and Narrative
In the above analyses, I have shown how narrative interpretations may be useful to
‘understand’ (Newcomb 1994: 84), ‘make sense of’ (Almén 2003: 5), and ‘organize’
(Abbott 2008: 4) through time142 performative strategies on the part of musicians, and
how ideas of transformation, rhythm, and process may give an account of what
happens in a group of performances of Brahms’s Cello Sonatas.
The recordings examined evidence that large-scale repetition and ordering might
well be critical factors in the processual construction of music. In the case of the Allegro
non troppo in E minor, each of the ‘assaults’ in the struggle for instrumental supremacy
in M/L, for instance, could be regarded as the result of, and an attempt to disrupt, the
immediately preceding state of affairs. Similarly, the different approaches to the twofold
presentation of the exposition in Op. 38i-M/L (Mørk and Lagerspetz) and G/G
(Georgian and Gililov) attest to ongoing processes of expressive transformation of
sound across time. These processes would have been perceived in a highly dissimilar
manner had the ordering been swapped, or had the exposition been reduced to a
single presentation.
Conflict, understood as a clear opposition between musical materials (or themes),
does not appear to be a prerequisite to these musicians’ interpretations of the select
two movements by Brahms. In much of the analytic literature reviewed, the main
140

See Leech-Wilkinson 2006 for a study of the expressive connotations of portamento in vocal music,
especially regarding its relationship with motherese language and affection.
141
This is a play on words:, in music, ‘character’ can be used to denote ‘quality’, ‘mood’, ‘atmosphere’; yet
in narrative contexts it refers to – usually – a person who intervenes in the action. For discussion in the
latter sense, see ‘The characters’ in Chapter 2.b.ii. ‘Agency’, pp. 77-79.
142
For contextualisation, see Chapter 1.b.iii. ‘Narrative Form’, esp. p. 33, as well as Chapter 2.b. ‘Narrative
Theories and Musical Performance’, esp. pp. 75-77.
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themes of both compositions by Brahms have been characterised as conflicting in
mood,143 yet the recorded performances discussed challenge such assumptions. Even
if conflict plausibly underlies some of those interpretations, it does not necessarily
relate to the themes themselves. In Op. 38i-M/L, it is rather the instrumental parts that
afford narrativisation as engaging in confrontation. The performance yields the
impression of the performers trying to gain control in each of the musical phrases, as
the balance between their individual parts undergoes countless transformations and
shows myriad nuances. Moreover, on many occasions the performance questions the
textural constraints supposedly inherent in Brahms’s score. When listening to Op. 99iC/H(58) (Casals and Horzowski), the idea of discord seems to affect a few performative
parameters, namely intonation and synchrony, and equally the creation of conflicting
forces of stagnation – or motionlessness (Ruhe) – and continuity (Bewegung). Casals
and Horszowski generate this impression through their recourse to specific articulatory
and timbral (vibrato) strategies. In contrast, I have perceived that Op. 38i-G/G creates
an expressive sequence in which emotional states are not directly opposed; rather, I
have ‘narrativised’, or construed, this interpretation as affording the delineation or
‘shaping’ of a ‘plot’ consisting in a series of gradual transformations that affect the
musical material in different ways across the exposition. The performers present, for
example, the first theme as passionate on the one hand, and as impassive on the
other, in each of its two initial emergences respectively. For its part, the transition is
alternatively presented as anguished or forward-looking.
Equally, the analyses have broadened traditional ideas of resolution. As pointed
out above, musicians may well observe an emergence of tensions and resolutions at
junctures different from those that analysts discern on the basis of rhythmic, thematic,
or motivic considerations. By means of their timbral strategies and articulation
techniques most especially, at a particular point in their interpretation of the Allegro
vivace in F major, Piatigorsky and Rubinstein surprisingly disrupt the state of balance
at which they previously had arrived (Unterbrechung). As a result, the sense of
expressive strain of their rendering increases. The resolution of this tension,
furthermore, does not coincide with the moment of thematic and harmonic
recapitulation. As for other recordings of this movement, the expressive vigour of DP/B
(Du Pré and Barenboim) is so forceful that it could not be carried until the end of the
movement. In this interpretation, one cannot understand resolution as the well-defined
143

For instance, Donald Francis Tovey speaks of the expressive extremes of the E minor movement,
contrasting the ‘indignant “second subject”’ with the ‘quiet major end’ of the exposition (Tovey 1929: 171;
also quoted in Wintle 1987: 204). Similarly, James Webster refers to the ‘agitated theme in the dominant
minor’ and the ‘ethereal closing theme in the major’ (Webster 1979: 69). See also the discussion in
reference to the Op. 99 movement; Section a above, ‘The Setup: Conflict and/or Concord’, esp. p. 207.
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finalisation of a conflict or tension; rather, Op. 99i-DP/B yields a sense of natural
repose that emerges gradually as the energies get exhausted. And, through its
interpretive consistency, F/B (Fournier and Backhaus) offers a confrontation-free
approach to the piece that likewise challenges customary notions of tensions and
resolutions in music.
Transformational processes in music might not be exclusive to the development
section, and, similarly, elements that could be subjected to developmental strategies go
beyond the traditional triumvirate of rhythm, melody, and harmony, to cover timing,
dynamics, timbre, and articulation. This opens up the discussion to include performers’
concerns such as expression, synchrony, intonation, and balance. On these grounds,
narrative ideas can offer new strategies for understanding performers’ interpretive
strategies, as in both literary narratives and musical performances events might be
interruptedly worked through from the start. All of the transformations in musical
parameters observed in the analysed recordings are responsible for the ways in which,
in each performance, a sonata-form movement is converted into a highly dynamic
structure that undergoes a continuous ‘process of becoming’ (Schmalfeldt 2011). In this
process, the relationships established among the various parameters – and ultimately
among the atmospheres that the musicians create – are critical, and it is in this sense
that one can speak of a potentially ‘narrativisable’ ‘line of argument’ (Rink 2001), or
‘plot’, unique to each performance.
The manipulation of and the transformations in musical parameters have a critical
impact on the energetic construction of the movements analysed. Through the
performers’ handling of musical parameters, including tempo and dynamics but, more
significantly, timbre and articulation, Op. 99i-F/B is extraordinary in its sense of forward
drive. On the other hand, Ma and Ax’s interpretation of the same movement is largely
idle, whereas in Fournier and Backhaus’ rendition one gets the impression of pushing
and restraining forces in the piece. As a consequence, energetic and narrative
conceptions of music may be seen to share a common ground in the processes of
parametric transformations that, over time, take place in performance.
Gastinel and Guy resort to varied articulation and timbral techniques to delineate
an expressive outline in the sextuplet figure. From a related, more narratological
vantage point, this outline might be interpreted as being loaded with connotations of
estrangement and, later, recognition. It is not the emergence of the sextuplet rhythm
and its intervallic configuration at specific junctures that yields this sense: all of the
duos play the sextuplet in the same bars, but they play it differently, and thus multiple
sound qualities materialise. Among the potentially infinite ‘plots’ that could be ascribed,
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the one delineating a trajectory of anagnorisis seems applicable to Op. 99i-G/G
(Georgian and Gililov) only.
Furthermore, the idea of ‘narrative rhythm’144 can be a tool useful when explaining
performers’ timing strategies, and also applicable to the perception of duration that any
rendition might generate. As the analysis of Op. 38i-G/G has shown, performers’
manipulation of certain parameters may have an effect contrary to other strategies
which they exploit. More concretely, while Georgian and Gililov play the repeated
exposition at a faster tempo with respect to its initial presentation, they nevertheless
yield the impression of its being slower by their handling of articulation and timbre. In
Op. 99i-M/A (Ma and Ax), the motionless quality of the development section (Ruhe)
results in a perceptual freezing of time. Although the performance goes on and these
musicians continue to play at the same speed, the musical discourse seems to come to
a standstill. That is to say, these two recordings illustrate how performance has the
capacity to elicit a double temporality. Accordingly, ‘narrative function emerges in music
through the narrative capacity[ies] of the performer [and the listener]… [The former]
points out events with a particular directness, generating a discourse-time
(performance time) different from a story-time (music structure time). In that way, he
gives rise to tensions, which are captured by the listener as he uses different timing
[and narrativising] mechanisms’ (Shifres 2004: 3).
***
The analyses in this chapter have ultimately shown how the handling and
transformations of musical events in both movements by Brahms are dissimilar among
the recordings under scrutiny. Timing, articulation, dynamics, timbre, intonation, and
balance differ across the renditions analysed. Performers play with these parameters to
create expressive shapes particular to each interpretation. The duos structure and
organise their in-time and across-sound discourses in distinctive ways. These
potentially narrative and, thus, embodied understandings of Brahms’s scores are
distinct from one another; they are conveyed in different ways every time each of them
is performed. Through their performances, these discourses afford multiple, potentially
infinite, ‘narrativising’ – or not – interpretations on the part of the listeners (and
analysts). In other words, the performers became ‘focalisers’ when they played
Brahms’s scores, and I have similarly used a focalising lens when analysing the
resulting recordings. That is, we – the performer duos and I – have adopted particular
points of view in our interpretations of Brahms’s pieces. My ‘narrativising responses’ to
144

As explored in Chapter 2.b. ‘Narrative Theories and Musical Performance’, esp. Section i. ‘Time’, pp.
75-77, and note 5 at the start of this chapter, p. 205.
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those performances, or the narratives that I have inferred from them, are just some of
the ‘alternat[iv]e possible worlds’ afforded, or ‘generated’, by Brahms’s text
(Dannenberg 2004: 183). In this way, the plot and the structural organisation of the two
sonata-form movements have become ‘something much more dynamic’ (: 183) than
the individual manifestations thereof suggested by a single reading. That is, the
‘narrative form’ – the ‘shape’ – of these pieces is a ‘complex fabric of alternative
possible versions’ (: 183), of which only one can be incarnated on each instantiation.
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REPRISE AND CODA
THE NOTION OF MUSICAL STRUCTURE
REVISITED

The association between music, motion, and change is amply recognised in multiple
branches of music scholarship, being supported furthermore by neurobiological and
empirical findings. It entails a reconceptualisation of musical form as tantamount to a
diachronic unfolding during which musical elements interact with one another. The
parallelism with narrative (or dramatic) form is all the more suggestive, and energeticist
ideas, especially those of force and intensity, offer a most relevant perspective. Along
these lines, form emerges as a process in which the intensifications and releases in the
dynamic, changing relations between sounds might be construed as delineating, as it
were, progressive and recessive movements. Often those relations are so obscure, or
ambiguous, that they need to be realised in retrospect.
The theoretical investigation and, especially, the analytical case studies in this
dissertation support my initial hypotheses, namely that the perception of structural
relations in music is diachronic and individual because


music happens and is experienced across time and in sound. It is processual
in nature, and thereby its structure emerges and is perceived diachronically.



musical sounds do not have intrinsic structural properties. Rather, it is
performers, analysts, and/or listeners who individually infer or endow them
with formal relations and on the basis on their own prerogatives and
expectations.

Specifically in respect of structural inference (see again Figure I.3, p. 284),


composers work with certain musical ideas that they write down in the form of
necessarily under-determined musical score(s). They might perceive the
interrelationships between those musical elements – i.e. their structure – in
one or more ways.



each ‘beholder’ of those scores, including but not limited to performers and
analysts, will infer structural relations from those musical elements, usually
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using as sources printed editions of the composer’s score(s), be they Urtexts
or not. The structural relationships that each ‘beholder’ perceives individually
might differ from those inferred by other beholders, and, naturally, from those
that the composer had in mind.


In each individual case, the relevant relationships that performers potentially
infer will ostensibly determine the manner in which, in performance, they will
constitute diachronically and in sound those musical elements, reified in
notation.



Each ‘beholder’ of each among the potentially infinite performances of that
score, will assess and perceive their own structural relationships among the
musical elements at issue, on the basis of how the performer(s) in question
projected them in sound and across time.

Among all of these agents, I have focused on practitioners and listeners/analysts,
ultimately evaluating the performative strategies that I perceived in a number of
recordings of Brahms’s Sonatas for Cello and Piano for the projection of what
potentially are varying structural interpretations. I nonetheless have not denied
Brahms’s crucial and indispensable role: performers create sounds and thereby
structural relations among them – hence the title of this dissertation; yet, in this kind of
repertoire, they normally do so by following the composer’s indications.
The multi-modal and multi-perspective approach that I took in Part II enriched my
analytical insight into, as well as my listening perception, performing experience, and
theoretical understanding of, the analysed recordings. From a theoretical point of view
in particular, it fostered my understanding of Brahms’s Sonatas as ‘works’ affording and
potentially comprising infinite instantiations. It eventually fathomed their ‘forms’ as
processes in which energy, tension, relaxation, expectations, and realisations play with
one another, and as experiences which took shape uniquely on each occasion that I
analysed and listened to those twenty among the notionally infinite possible renditions
of these compositions.
The following discussion, and indeed the dissertation as a whole, is to be read in
light of the fact that listeners’ perceptions are determined by their own prerogatives. As
a result, I do not claim that all listeners of the select recordings of Brahms’s Cello
Sonatas will infer the same structural relations as I have done. In fact, I cannot even
declare that they will extract formal meaning of any sort from those performances. I
have presented my own perceptions, with the intention that they can serve as an
example from which to examine and appraise the complexity and individuality that the
perception of formal relations in music entails.

244

Reprise and Coda: The Notion of Musical Structure Revisited

In Part I I have attempted to thoroughly examine materials that, moreover, are not
normally brought together. Thus, the discussion could also enrich the theoretical
understanding of musical structure by observing it from multiple yet interrelated angles.
Moreover, the representational means that I have employed are particularly novel in
attempting to globally represent the dynamic, processual perception of musical
structure, as they combine symbols and nomenclature pertaining to the fields of
Physics, Mathematics, and, of course, Music Studies. In this manner, the graphic
strategies that I used to design some of the figures in this dissertation have the
potential to capture the sense of motion, stillness, energy, momentum, pull, push, and
recession, among other impressions, that characterise the perception of musical shape
in time and sound.

A. Conclusions
With all of the above in mind, I proceed to respond to the quandaries that motivated
this research. Some of the questions turned out to be more difficult to resolve than I
had expected. I also had to investigate some of them before proposing an answer for
the others, as a result of which the ensuing argumentation does not follow the same
order as in the Introduction to this dissertation.1
 To what extent are performers’ interpretations of structure durable over time? Do
their varying interpretations always project the same understanding of structure?
The fact that in none of his three recordings of the first movement of Brahms’s E
minor Sonata did Piatigorsky repeat the exposition section seems to corroborate the
claim that ‘subsequent recordings [by the same performer] take similar ideas further’
(Fabian 2015: 218).2 However, Gililov’s two renditions (G/G and M/G) of Op. 99ii are
notably different, even if only four years separate them. In the earlier of them, he
and Georgian constructed the A section and the reprise as symmetrical as regards
tempo and dynamics. M/G, in contrast, stands out for its structural ambiguity and
apparent arbitrariness. Yet, in reality, Maisky and Gililov control it through their
handling of small-scale durational patterns, and stress the entrance of the reprise by
unleashing the musical flux. Starker’s two recordings of Op. 99ii (S/B and S/S) also
manifest significant divergences, not only at the surface level, but equally in the
structural conceptions that I perceived as underlying those renditions. These notions

1
2

See p. 12.
See Fabian 2015: 218ff. and Leech-Wilkinson 2009a, 2011a for detailed arguments along these lines.
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are so disparate that they can be characterised respectively as ‘synchronic’ (or
‘architectonic’) and ‘diachronic’ (or ‘energetic’).
These three cases appear to indicate that performers born around the turn of
the twentieth century (e.g. Piatigorsky) had more durable views than later ones (e.g.
Starker and Gililov). Yet the sample is so small that, in the absence of further
exploration, generalisations are highly problematic. Further research is needed in
this respect.
 Do equal/varying performative strategies result in the same/different structural
constructions?
Most studies of emergent structure tend to ascribe univocal effects to performers’
strategies. It is true that some of the recordings that I analysed validate Todd’s
(1985) phrase-arch theory (Op. 99ii-M/A, G/G, M/G, I/H, and R/S). Yet,


Similar strategies might result in varying structural constructions.
o

Sectional repetition does not necessarily imply intensification (Op.
38i-G/G).

o

Decreases in tempo and dynamics might or might not emphasise
the entrance of the following materials (Op. 99i-M/G vs. G/G and
F/B).

o

Coordinated decreases in tempo and dynamics might or might not
punctuate structural boundaries (Op. 99ii-R/S vs Op. 38iii-F/B)



Performers can yield similar formal impressions through disparate
procedures.
o

The sense of motionlessness (Leere) might be achieved through:


strict agogic control and other specific techniques (Op. 99iM/A)


o

timbral slimming (Op. 99i-G/G).

Complementarily, the sense of forward motion might derive from


accelerations and/or crescendos (Op 38iii-M/P; Op. 99ii-M/a,
G/G, M/G, I/H)



homogeneity and relatively stable levels of timing and/or
dynamics (Op. 99i-F/B; Op. 99ii-F/B, I/H)



the emergence of timing and/or dynamic motives in specific
sequences (Op. 99ii-G/G, M/G)
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asynchrony (Op. 99ii-C/H(36))



large-scale repetition (Op. 38i-G/G)
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foreshortening (Op. 38iii-F/B)



changing articulation (Op. 99ii-S/B, S/S)



timbral continuity (Op. 99i-P/R(66))



vibrato (Op. 99i-G/G)

From this it seems clear that our perception of movement – or
stagnation – does not depend on speed per se. In fact,


faster tempo does not always yield the sense of motion
(Op. 38iii-F/B).



slower tempo does not always produce a sense of
immobility (Op. 38i-G/G; Op. 38iii-M/P)

o

o

The sense of ‘resolution’ might depend on


the end of a previous tension



progressive exhaustion and repose (Op. 99i-M/A)



the disruption of a previous mood (Op. 99i-P/R(66)).

Performers have integrated sections or phrases by


sudden decreases in intensity (Op. 99ii-R/S)



a stabilisation of the levels of tempo and dynamics on the
medium and large scales (Op. 99ii-M/G and I/H)



handling timing and dynamics on the small scale (Op. 99iiG/G). Therefore, the various structural levels that can be
observed in a given piece are interconnected.

As Eric Clarke explains, there is no kind of
3

determinacy in the perception of musical meaning – for two reasons. First, invariants will
often specify more than one source, and in music ... the multiplicity of such sources is often
overwhelming. Second, the mutualism of perceiver and environment means that different
perceivers will be attuned to different invariants and at different times. We all have the
potential to hear different things in the same music (Clarke 2005: 191).

On account of this, it can be concluded that there is not always a direct correlation
between performative strategy and structural outcome or perception. Events can be
approached differently, with notably similar – or at least complementary –
consequences, and vice versa. The context in which a certain performative effect
occurs is crucial, as it might have different repercussions depending on who plays it;
how, where, when, and why the performer(s) plays it; and, not least, the
instrument(s) with which and the person(s) with whom the performer(s) plays it.
Even more importantly, all of these cases show that structure and content are
3

An invariant is an invariable ‘property of feature’. Therefore, I interpret the term in the context of music as
the parametric features of a sound. See Definition No. 2 in ‘invariant, adj. and n.’, in Oxford English
Dictionary Online, June 2017 (Oxford University Press), http://www.oed.com/view/Entry/98924?
redirectedFrom=invariant, accessed 4 December 2017.
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intimately related, and in this manner they challenge some traditional hierarchies of
‘surface’ and ‘deep’ structural elements in music.
 How do performative parameters – especially timbre, articulation, intonation,
dynamics, and timing – affect the creation and perception of musical structure?
Performers’ strategies can correlate with the rhythmic, melodic, and/or harmonic
motives of a particular piece in a fairly systematic manner (Op. 38iii-R/S and I/H).
On occasions, however, musicians could handle ‘performative’ parameters in such a
way that they override the structural influence of traditionally defined motives (Op.
38iii-C/H(58)). Furthermore, structural divisions that score analysis could attempt to
justify might not be perceived as such by reason of musicians’ handling of
performative parameters. This is the case of the reprise in Brahms’s Op. 99iiC/H(36), which comes ‘early’, i.e. in b. 40 instead of b. 44, and of the fugal
construction of Op. 38iii, which is projected only in R/S.
Dodson’s (2002) theory of phenomenal micro-accents could need to be
reconsidered, as micro-accents are indicative of what happens in performance not
only on the micro-scale, but also at higher-order structural levels. Besides, upbeat
‘hesitation’ is not always less structurally significant than downbeat ‘elongation’: on a
medium or large-scale, ‘hesitation' is homologous with a ritardando prior to a
supposedly formally significant moment (Op. 99ii-P/R(66) and Op. 38iii-C/H(58)). As
Dodson himself hypothesised, his theory could apply not only to timing and
dynamics, but to articulation procedures as well (Op. 38iii-R/S). Similarly, phrasearch theory might account for both surface articulation and performers’ large-scale
structural conceptions (Op. 99ii-R/S).
It is important to note that the changes that I have observed in musical
parameters throughout this research are chiefly gradual, with very few examples of
sudden or abrupt shifts. Therefore, Eitan and Granot (2006: 241) and Khoo’s (2007:
233)4 idea that dynamics tend to build up gradually but subside quickly does not
account for the phenomena that I have observed in the studied recordings.
Therefore, I contend that, in any case, their claim applies to moments of structural
division, as in Op. 99ii-R/S before the reprise, but not within formal units.

4

See Chapter 1.e. ‘Towards Performance’, p. 48, and Chapter 2.a.i. ‘Studies of One Parameter’:
‘Dynamics’, p. 61, incl. note 61.
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 Which parameters are most relevant to musical structure? Which criteria must be
taken into account when segmenting a piece of music?
Music theory has traditionally favoured ‘compositional’ over ‘performative’
parameters and regarded them as more structurally significant; among the latter,
tempo and dynamics over articulation, intonation, timbre, and balance. However,
‘performance gestures’, or ‘patterns’, sometimes operate independently from
traditionally defined motives, thereby flattening any putative hierarchies among
parameters regarding their potentially structural import.
Among performative parameters, large-scale fluctuations in timing and
dynamics have customarily been privileged over microtiming and microdynamic
issues. However, depending on the context, small-scale asynchronies or bar-long
dynamic or durational patterns have formal implications that could be comparable at
the very least to those of large-scale phrase-arch delineation. That is, ‘secondary’
parameters operating at the micro-level could become comparable to small-scale
rhythmic, harmonic, or melodic features in terms of formal relevance (Op. 99ii-G/G).
Furthermore, none of the performative parameters that I have studied in this
dissertation can be said to govern structurally all of the recordings analysed. That is,
not even the oft-presumed formal preeminence of dynamics and timing remains
uniform across the studied performance. Importantly, as said above, the separation
of sound into discrete parameters is artificial, and, thus, parameters typically do not
work, or have structural effects, in isolation. In fact, their formal significance
generally depends on their combination in specific contexts and to particular
purposes, and, thus, there is no predefined hierarchy among them in this respect. In
Op. 38iii, for instance,


C/H(58): timing, dynamics, and articulation play the most structurally
active part.



R/S: the duo’s manipulation of dynamics and, most notably, articulation
makes the multiple appearances of the fugue material to be perceived as
parallel; nevertheless, timing has a minor structural importance.



M/P: articulation, timing, and timbre produce various groupings that,
occasionally, are in disagreement with one another.



F/B: the final structural shaping of the piece emerges from the
combination of the multiple parameters involved.

Therefore, the limited attention that I have paid to articulation, timbre, and intonation
in Chapter 2 should not suggest that they invariably play a secondary formal role in
the perception of structural significance. Rather, it manifests the notable lack of
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attention thus far to those parameters as having a potentially important role in the
projection of musical structure. This lack is a consequence of the customary
perception of the hierarchy among music’s parameters, comparable to that
traditionally established between composers – or analysts – and performers. In fact,
performers’ handling of articulation, timbre, and intonation in most of the recordings
of Brahms’s Cello Sonatas discussed in Chapter 5 and 6 – and Op. 99ii-S/S too – is
at least as structurally significant as these musicians’ strategies regarding timing
and dynamics.
 What is musical ‘structure’? Is it a viable concept in terms of the musical experience
of performance? How can the analysis of (recorded) performances support the notion
of musical structure as dynamic/diachronic?
Music scholarship has historically tended to equate ‘structure’ with ‘structuralism’. In
this sense, the concept of ‘structure’ is extraneous to performance, as in the latter
the temporal, sounding, and processual nature of music is obvious enough.
However, ideas of musical structure do not need to be limited to the definition of
section or phrase boundaries, or to synchronic, ostensibly organic comprehensions
of musical compositions.
As both the theoretical discussion and the analytical studies on this dissertation
have shown, musical form can be said to potentially emerge from the way in which
we perceive and construe sounds. This ostensibly continuous process of structural
inference is both prospective and retrospective. Through it, we putatively establish
connections between sounds, which we tend to interpret as transformations,
changes, and varying degrees of energy and motion. This process can be triggered
not only by actual sounds, i.e. when one listens to a performance, but also by the
mental reconstruction of those sounds that one might make in his or her mind when
reading a score or else, i.e. in a mental interpretation, as discussed in the
Introduction to the dissertation. Therefore, performance, in all the senses of the
word, channels our potentially formal experiences. In other words, we create form
dynamically through performance, be the latter mental or practical – hence the title
of the project.
In the case of audible performances of Western art music more specifically, as
in Part II, a listener’s – including the analyst’s – process of structural inference
generally starts with the sounds that the performers produce. As Eric Clarke (2005)
explains, sounds and ‘invariants’ both specify sources of meaning, structural or
other, and afford interpretation on the part of listeners, structural or not. That is to
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say, the listener perceives sounds that might specify the performer’s handling of
certain, or a group of, parameters. As time passes, that listener individually
construes those ‘invariants’, and their parametric components, both prospectively
and retrospectively – and linearly and indirectly – as formally (in)significant on the
small, medium, and large scales.
A theorisation of ‘structure’ per se, therefore, is not unviable in terms of the
performative reality of music. Rather, what is unrealistic is a structuralist, static
understanding thereof. It is in, upon, and through performance – including recorded
performance – that musical form is more clearly experienced as a potentially
hierarchical organisation of musical sounds that emerges diachronically, ostensibly
as motional, energetic ‘shapes’ and contours. In fact, not even performances that
are largely explicable on the basis of Neil Todd’s theory of phrase-arching imply a
negation of music’s diachronicity or of an energetic conception of musical structure
(Op. 99ii-R/S, Op. 38iii-F/B). Accordingly, a theoretical reinterpretation of musical
structure through the lens of performance – and performers – entails not only a
diachronic perspective, but also the acceptance of metaphors of motion, change,
energy, tension, resolution, transformation, shape, time, sound, and narrative,
among others.
Even if the idea of narrative seems fanciful or questionable, it ultimately refers
to assimilation of sounds as organised diachronically in terms of a continuously
progressing ‘discourse’ or ‘plot’. In this sense, it parallels energetic or motional
understandings of musical form. As in a narrative, the temporal placement of
materials, or events, may be critical as a structural element. It is not any intrinsic
nature but rather their order – be it linear or not – that might determine how they
relate to each other and, consequently, the manner in which they are played (Op.
38iii-F/B and Op. 38iii-M/P). In music, this leads to a re-evaluation of the notion of
‘diachronicity’ itself, in the sense that every musical performance takes place in time,
and is made of time (Cook 2013: 13).
Performers have the ultimate responsibility for the transformations and changes
in sound, as they handle the latter’s constituent parameters to create the emotional,
aesthetic, and/or structural effects that they perceive within the music, as notated in
the composer’s score. With respect to structural influence, this is why performers
can fairly be said to be creators – or, perhaps more precisely, co-creators and
triggers – of structural interpretations when they perform. The structural connections
that they generate among sounds are never alike across their various performances
of any piece. The performances of a musical composition are potentially infinitely
diverse, and thus the ‘shape-in-sound’ of the Sonatas as ‘works’ will probably be
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different on each of their interpretations, as it emanates from a diachronic, dynamic
process of structuring.
In the recordings of Brahms’s Cello Sonatas that I have examined, different
performers – or the same performer on different occasions – neither resort to the
same parameters nor ‘shape’ the select movements in the same manner or with the
same intensity. By the same token, different listeners and analysts will not
understand any one of those renditions in the same manner. Thus, the structural
possibilities – or affordances – of these compositions are multiplied by a notionally
infinite factor. Therefore, univocal interpretations of musical form, such as Lerdahl
and Jackendoff’s (1983) pseudo-energetic ideas of sonata form, and, by extension,
of ternary form in general, are hardly sustainable. In fact, their account of this formal
type as a progressive increase in tension until the end of the exposition, which
thereby becomes the climax or ‘crux’ of the piece, after which there is a decrease in
energy, does not coincide with my perception of any of the recordings of Brahms’s
Sonatas for Cello and Piano that I studied.
I ultimately argue that, on the basis of its performative nature, musical form
should be understood as a ‘multiverse’, i.e. as a ‘sphere of very varied possibility’5
consisting ‘of a number of interpretations, of which a particular performance is only
one’. Musical works are ‘many-worlds’ that ‘assume many forms’;6 in them, ‘every
event gives rise to a number of parallel [interpretations] in which each in turn of the
different possible outcomes occurs’.7 Accordingly, musical structure is multiversant:
it ‘exhibits series of individuals possessing numerous … variations ... distinguished
one from another more by variation in the relative intensity of [parametric] factors
than by the kind of factors’ (Benninghoff 1968: 71-72). Musical form is ‘changing,
varying, metamorphic’.8

B. Future Directions
The most immediate contribution of this doctoral project has been the discussion and
exemplification of how the inference, projection, and perception of the structure of any
musical work are processes unique to each individual, and of how, as a consequence,

5

This paraphrases definition No. 2 under ‘multiverse, n.’, in Oxford English Dictionary Online, June 2017
(Oxford University Press), http://www.oed.com/view/Entry/123653?redirectedFrom=multiverse, accessed 5
November 2017.
6
According to Benninghoff 1968: 72, this definition of ‘multiversant’ appeared in 1957 in Webster’s New
International Dictionary, ed. Neilson et al. (Springfield, MA: G.&C. Merriam).
7

Definition No. 1b under ibid.
‘multiversant, adj.’, in Oxford English Dictionary Online, March 2003 (Oxford University Press),
http://www.oed.com/view/Entry/123652?redirectedFrom=multiversant, accessed 5 November 2017.
8
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the form of any composition can be conceived to emerge differently on every occasion
the latter is – in the broadest sense of the word – interpreted. Although some scholars
have posited these or similar ideas in previous works, especially Rink (2015), this
dissertation has not been limited to preliminary theoretical proposals. Rather;


It has offered a theoretical explanation – or refutation – of such notions of
musical form from many different perspectives, including ideas of
o

traditional analysis and theory

o

musical ‘shape’

o

emergent structure in performance and the relevance of discrete and,
sometimes, combined parameters for its projection



o

musical, energy and intensity

o

music’s processuality and diachronicity

o

the physical aspects of sound

o

the use of metaphoric language in music

o

music’s performative ontology

o

the notion of ‘gesture’, both physical and ‘sounding’

o

psychology and cognition

o

musical narrativity

It has posited that specific ideas among the above acquire fuller significance
both in conjunction and in the context of performance.



It has tested the above hypotheses through analytical practice by
o

employing several analytical methods that are not often used together

o

combining known and new representational means to capture the
dynamic aspect of musical form – and of performance more clearly and
convincingly

o

using as case studies two works that are significantly more complex and
extensive than the compositions for voice or piano that are more
frequently examined in the analyses of emergent structure in
performance

o

examining performances of the select works that are reasonably
numerous, varied in style and from different periods

o

assessing the effects of performers’ handling of several parameters of
sound simultaneously.



On the bases of the conclusions drawn from analyses, it has revisited, nuanced,
and ultimately reformulated
o

the hypotheses and questions from which I departed

o

new ideas that emerged during the research process
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o

the understanding of Brahms’s Sonatas for Cello and Piano as
‘multiverses’ and, equally importantly, of musical structure and form not
as immanent but rather as individually inferred.

Therefore, such an integrative approach – of methods, viewpoints, recordings – was
beneficial not only to this study, but also to a bridging of the gaps between the
traditionally separated spheres of performance, theory/analysis, and perception. In this
manner, this dissertation has contributed to a reinforcement and eventually an
expansion of the discipline of ‘performance studies’ – and of musicology in general.
The present study also been informative of other issues as well, such as
performing style in the twentieth and the twenty-first centuries. Overall, my analyses of
recordings from the middle of the twentieth century onwards challenge the alleged
homogenisation of performance styles since ca. 1945 (Philip 1992, 2004). Also, the
uniformity and apparent easiness of Op. 99ii-F/B contravenes the contention that
After the Second World War, music seemed to mean something much less straightforward [than
before]; ... it was the performer‘s job to make those apparent, to complicate, or – as we might now
say – to problematize the surface and the ostensible meanings of texts and their settings (LeechWilkinson 2006: 258).

In Op. 99ii-C/H(36), the asynchronies between the cello and the piano are so
conspicuous and pervasive that they cast doubt on the presumption that the melody
entering after the accompaniment was the rule before Second World War. Against
Yorgason (2009: 66), it seems legitimate to consider that, at least in this recording,
both the anticipations and the delays in the cello part are highly significant in terms of
their broad structural implications. Likewise, the examination of Op. 99i-DP/B has
shown that an effect that has usually been ignored in music theory and analysis – the
portamento – can be structurally significant in specific contexts. In this respect, this
dissertation opens the way for further research on these and other ‘surface’ elements.
Taking a step further, this study could be expanded by exploring whether or not
some of the common traits that I found among the select performers are
inconsequential and fortuitous or, rather, indicative of significant commonalities. In the
latter case, their potential motivations and outcomes should be assessed in more
detail. For instance, M/A, G/G, M/G, and I/H reach and stress the moment of reprise in
the Adagio affettuoso from Brahms’s F major Cello Sonata in a manner that vividly
recalls the composer’s own performative preferences: an arch-shape fluctuation in
tempo with a short accelerando until b. 40 and a ritardando from that moment until the
start of the A’ section in b. 44.9 These four duos might have had a de facto historically
informed attitude, or they could have influenced one another at the times when they
9
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As discussed in Section a.ii. ‘The Middle Section’ in Chapter 4, pp. 140-42.

Reprise and Coda: The Notion of Musical Structure Revisited

recorded Brahms’s F major Sonata. Only further research can ascertain whether any of
these hypotheses is justifiable.10
The interpretive nature of the research presented naturally, and positively, entails
that different analysts, and listeners in general, will offer new perspectives on, and
diverse structural understandings of, the same renditions of Brahms’s Opp. 38 and 99.
Future investigations will determine whether or not the arguments posited in this
dissertation in favour of a revision of the notion of musical form in terms of the
variability and individuality of any process of formal inference, and of the dynamism
and context-dependence of the perception of the potentially structural implications of
musicians’ performative strategies, are still valid apropos other musicians’ renditions,
whether of these Cello Sonatas or of compositions from different periods and
repertoires as well.
Likewise, an examination of similar issues in video recordings, which can also be
played back and forth, will be beneficial to appraise the impact that physical and visual
aspects may have on the projection and perception of structural relations in music.
Consultation with performers themselves will also be illuminating, as their accounts
would shed further light not only on the strategies that they apply to convey structural
meaning, but also on processes of structural inference and shaping of formal
understandings in sound and across time. Ultimately, continuation of this kind of study
in chamber music performance will broaden the understanding of notions such as
agency, dialogue, narrative, intentionality, and physical and temporal coordination in a
highly complex medium, as well as of the mechanisms of individually vs. multiply
inferred, projected, perceived, construed and, ultimately, created musical structure.

10

The same applies to Op. 99i-M/G; see relevant analysis in Chapter 6.b. ‘The Nucleus of the SonataForm Movement and the Crux in Op. 99i’, esp. p. 228, incl. note 106.
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