
Daniel Barolsky                Fall 2007 
MUSI 146, MWF 1:50-3:00            Office: Shattuck 13 
Phone: x6892                  daniel.barolsky@lawrence.edu 
Office Hours: by appointment (or stop by) 
 

Performance and Analysis 
 
Course Description 

The theorist Heinrich Schenker wrote: “the mere fact that our notation hardly 
represents more than neumes should lead the performer to search for meaning behind the 
symbols.” Schenker has been joined by scores of music teachers and scholars who insist 
that in order to perform a composition properly, a musician must adequately understand 
the underlying musical structure.  In other words, performers must do more than merely 
reproduce the notes on the page; they must analyze what the notes mean and in turn 
communicate the essence of their analysis to their audience.  How can a performer 
translate a written notation and its written analysis into an acoustic phenomenon?  How 
does a performer resolve ambiguous or contradictory analyses?  What are the advantages 
and limitations of analysis for performance?  What can musical performance tell us about 
analysis? What and for whom is the purpose of analysis? 

In this course we will examine the multifaceted relationship between musical 
analysis and musical performance, between the creator and co-creator, and between 
musical analysis and its theoretical/conceptual roots.  Despite the fact that we speak of 
performing artists, conventional and historical hierarchies place the performer at the 
bottom, as the servile and non-creative recipient of analysis.  This course will encourage 
students to turn this hierarchy on its head and explore how performances and performers 
shed light on resulting analyses.  We will not only discuss how analysis is a kind of 
performance, but we will also investigate the multiple ways in which a performance can 
be analytical.  As we examine both scores and performances with an eye toward how 
each continues reciprocally to shape our conception of the other, we come away from 
these investigations with a much richer understanding of their interdependence.  In the 
end we will come to see how the musical analyst (represented by the theorist, critic, and 
performer) does more than reveal underlying structures of a musical work, but, in fact, 
interprets the composition in such a way as to create a new way of hearing and meaning. 
 
Prerequisites 
Students are expected to have finished their music history and theory requirements.   
 
Weekly Readings 
Readings are to be prepared for the date on which they have been listed.  In other words, 
if an article is assigned for Friday, November 16, you should be ready to talk about this 
reading by 11:10 AM on Friday, November 16.  Since many of the readings include the 
discussion of various scores and recordings, it assumed that you will have studied these 
materials as well.  With most readings, you will need to learn at least one new piece per 
class as well as 2-3 separate interpretations for each work.  Please take the time to 
analyze the scores and recordings BEFORE class so that we can have a constructive 
conversation during our meetings. 
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Weekly Assignments 
Twice a week you will turn in a one-page paper that responds to either the daily reading 
or listening assignment.  Questions for each assignment will be handed out in advance.  
The assignments are due at the beginning of every class. 
 
Final Presentation/Paper 
You will give a 30-minute presentation on a topic of your choice during the last week of 
classes.  On November 5 you must turn in a one-page abstract on a topic of your choice.  
This précis should include a thesis statement, a bibliography (books, recordings, etc.), 
and a plan for how you will undertake this project.  On November 16 you will give a 10-
minute presentation to the class, introducing them to your topic and soliciting from them 
comments and suggestions.  In the end you will submit a final write-up of (c. 3-5 pages) 
that incorporates comments and questions made during your presentation.  I STRONGLY 
recommend that you come early in the term to talk to me about your topic.   
 
Moodle/Reserves 
There is a Moodle site for this course (http://thor.lawrence.edu/moodle/).  You should be 
able to gain access to electronic reserves and recordings through this site from all on-
campus computers.  Because the syllabus is subject to change (see below), I ask that you 
please consult the syllabus on Moodle regularly.  The only things that you won’t be able 
to get on electronic reserve are scores; hard copies are on reserve in the library.  I ask that 
you photocopy all of them for class.  If you already own copies, feel free to use them.  I 
am not particular about different editions, although if there are significant differences 
between your edition and the ones used by others, I ask that you bring them up in class.  
There are also some scores that you can find online.  I will do my best to link you to these 
scores via Moodle. 
 
Participation 
The success of this course depends on your discussion.  The class will be run as a 
seminar.  Each of us is responsible for bringing in questions, observations, and ideas.  If 
you are uncomfortable talking in class, come speak with me and we will try different 
ways to address this issue.  It goes without saying that preparation of the reading and 
listening materials is the basic minimum necessary for each class.  Your grade will be 
determined by the quality of your comments and proof that you’ve thought through the 
assignment.  Bear in mind that raising good questions (i.e. issues that puzzled you or that 
you did not understand) is a critical starting-point for discussions.  Complete 
comprehension isn’t always a given.  Don’t allow your confusion or frustration to silence 
you. 
 
Attendance 
Attendance is absolutely required for every single class.  If you can’t make it to class you 
must inform me ahead of time (at least 12 hours) and explain the reason for your absence. 
If you’re sick I expect you to bring me a note from the health center.  It is your obligation 
(not mine) to make up what you missed in class (i.e. change of assignments).  If you 
know that you have to miss class in the future, please let me know as soon as possible so 
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that we can arrange an alternative course of action.  Your final grade will be lowered by 
50 points for each class you miss after the first three.  This does NOT mean, however, 
that you have three classes to skip.  An absence due to illness still counts as an absence.  
In other words, save your absences for when you really need them (e.g. sickness, family 
emergencies, etc.)  Exceptions to these rules will only be made in extenuating 
circumstances.  The success of this class depends on your regular attendance and 
participation  
 
Grading 
Attendance/Participation:  250 
Response Papers:   480 
Précis:     50 
Mini-Presentation:   50 
Final Presentation:   100 
Final Paper    70 
Total:     1000 points 
 
N.B. Listening and readings are subject to modification; the quantity of reading, listening, 
and writing, however, will not change.  If students wish to substitute repertoire, 
recordings, or readings, they should consult with me to make sure the selection is 
suitable.  
 
Course Outline 
Week 0 
9/26  Introduction/Course Planning/Logistics (Chopin Prelude Op. 28,20) 
 
Show and Tell 
9/28   Eric Clarke, “Listening to Performance,” in The Practice of  

Performance: Studies in Musical Interpretation, ed. John Rink 
(Cambridge: Cambridge University Press, 1995), 185-96. 

Peter Johnson, "The Legacy of Recordings,” in Musical 
Performance: A Guide to Understanding, ed. John Rink (Cambridge: 
Cambridge University Press), 197-212. 

 
Week 1 
Exploring the Work 
10/1  Jose A. Bowen, "Finding the Music in Musicology," in Rethinking Music,  

ed. Nicholas Cook and Mark Everist (Oxford: Oxford University Press, 
1999), 428-455. 

 
Transcribing as Analysis 
10/3    Carl Dahlhaus, “Analytical Instrumentation: Bach’s Six-Part  

Ricercar as Orchestrated by Anton Webern,” in Schoenberg and the New 
Music, trans. Derrick Puffett and Alfred Clayton (Cambridge: Cambridge 
University Press, 1987), 181-91. 

Ferrucio Busoni, “Value of the Transcription,” in The Essence of  
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Music, and Other Papers (New York: Dover, 1965) 65-89.    
   
10/5   Leopold Godowsky, “Apropos Transcriptions, Arrangements and  

Paraphrases,” Readings: Godowsky, “Personal Remarks” (These can be 
found at the back of the score for Godowsky’s transcription of Schubert’s 
“Wohin?”- On hard copy reserve.  It’s only 2 pages!) 

Schubert, “Wohin?” (arr. Liszt, Rachmaninov (2 performances), 
Godowsky-OPTIONAL- but interesting) 

 
Week 2 
Analysis towards Performance 
10/8  John Rink, “Analysis and (or?) Performance,” in The 

Practice of Performance: Studies in Musical Interpretation, ed. John Rink 
(Cambridge: Cambridge University Press, 1995), 35-58. 

  
10/10  William Rothstein, "Analysis and the Act of Performance," in The  

Practice of Performance: Studies in Musical Interpretation, ed. John Rink 
(Cambridge: Cambridge University Press, 1995), 217-40 (read only 217-
30, 237-38). 

 
10/12  Fred Everett Maus, “Musical Performance as Analytical Communication,”  

in Performance and Authenticity in the Arts, eds. Salim Kemal & Ivan 
Gaskell (Cambridge: Cambridge University Press, 1999), 129-53. 

 
Week 3 
Describing Analysis 
10/15   Joseph Dubiel, “Analysis, Description, and What Really Happens,”  

Music Theory Online 6,3 (August 2000). 
  A second reading, TBA  
 
10/17  Explorations  
 
Performance as Analysis 
10/19  Joel Lester, "Performance and Analysis: Interaction and Interpretation," in  

The Practice of Performance: Studies in Musical Interpretation, ed. John 
Rink (Cambridge: Cambridge University Press, 1995), 197-216. 

 
Week 4 
10/22  Explorations 
 
Analyzing Performances 
10/24   John Rink, “The Line of Argument in Chopin's E minor Prelude,”  

Early Music 29 (2001): 435-445.  
Carl Schachter, "The Prelude in E Minor op. 28 no 4: Autograph 

Sources and Interpretation," in Chopin Studies 2, ed. John Rink (New 
York: Cambridge University Press, 1994), 161-182. (OPTIONAL)  
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10/26  Explorations  
 
Week 5 
Authenticity 
10/29  Richard Taruskin, “Performers and Instruments: Resisting the  

Ninth,” 19th-Century Music 12 (1989): 241-56 
 
10/31   Edward W. Said, "Glenn Gould: The Virtuoso as Intellectual,"  

Raritan 20 (2000): 1-16. 
Glenn, Gould, “Of Mozart and Related Matters: Glenn Gould in 

Conversation with Bruno Monsaingeon,” in The Glenn Goud Reader, ed. 
Tim Page (New York: Alfred A. Knopf, 1984), 32-43. 

Richard Taruskin, “Backslide or Harbinger?” in Text & Act: 
Essays on Music and Performance (New York: Oxford University Press, 
1995), 298-306.  

 
11/2  NO CLASS- Reading Period   
 
Week 6 
11/5  Explorations 
  Précis Due 
 
Performance and Time 
11/7  Nicholas Cook, "The Conductor and the Theorist: Furtwängler, Schenker,  

and the First Movement of Beethoven's Ninth Symphony," in The Practice 
of Performance: Studies in Musical Interpretation, ed. John Rink 
(Cambridge: Cambridge University Press, 1995), 105-25. 

 
11/9  Cook continued & Explorations 
 
Week 7 
11/12  Scott Burnham, “Institutional Values: Beethoven and the Theorists,” in  

Beethoven Hero (Princeton: Princeton University Press, 1995), 66-81,  
110-111.  
 

11/14  Beethoven Sonata Op. 53: iii (Ernst Levy, Josef Hofmann) 
 
11/16  Class Mini-Presentations  
 
Week 8 
11/19  Catch-up Class 
 
11/21  NO CLASS- Thanksgiving Break 
 
11/23  NO CLASS- Thanksgiving Digestion 



 6 

 
Week 9 
11/26   Charles Rosen, Romantic Generation (Cambridge, MA: Harvard  

University Press, 1995), 23-24, 322-28 
Jim Samson, Chopin Ballades (Cambridge: Cambridge University 

Press, 1992), pages- TBA. 
 
11/28  Chopin Ballade Op. 23 (Josef Hofmann, Alfred Cortot, Horowitz) 
 
11/30  Explorations 
 
Week 10 
12/2  Final Presentations 
 
12/5  Final Presentations 
 
12/7  Final Presentations 
 
Chopin Prelude in C Minor, Op. 28,20 

 


