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OBJECTIVES; GOALS 
 
Required courses in music theory and analysis at conservatories, colleges, and universities around 
the world often seek validation in the premise that analysis will be useful for performers.  Just as 
often, however, the discipline of music theory has oversimplified potential relationships and 
intersections between performance and analysis, envisioning performances as mere realizations of 
analytic insights, with music assumed to be an idealized entity separate from its performance.  As a 
result, students of performance sometimes try to avoid or postpone analysis courses because they 
see no connection between such theory-centric studies and the challenges that performers face.  
This workshop takes a fresh look at the performance-analysis relationship—not as a one-way street, 
from analysis to performance, but rather as a potentially beneficial relationship of dialogue and 
collaboration amongst musicians of different kinds.  The following readings and schedule, focused 
upon European music of the early nineteenth century, will serve to open and extend the dialogue 
over the span of our three hours together. 
 
Participants are asked to arrive at the workshop with annotated photocopies of the three pieces to 
be considered as announced below, incorporating whatever analytic and/or performance annotations 
you are accustomed to using.  Our choice of readings will, we hope, underscore our deeply held 
view that performers and analysts alike can be enlightened not only by analytic and performance-
practice studies but also by the insights of musicologists, biographers, philosophers of music, music 
critics, and those who strive in general to interpret social, philosophical, political, economic, 
artistic, and other cultural trends.  We trust that you will have no trouble locating the essays we’ve 
recommended—at your libraries, through interlibrary loan, or online; but if problems arise, please 
notify us. 
 
We do not expect participants to read all of our recommendations below.  (You’ll discover that 
notes and references within each of these readings could send you upon an unending journey 
towards other writings concerning performance and analysis.)  Please regard our assignments as 
recommendations for the future.  We ask only that you make an effort to explore the central topics 
of a good number of the readings.  As outlined below, we shall want explicitly to discuss some of 
these. 
 
 
BACKGROUND READINGS (please acquaint yourselves with the basic tenets of these) 
 
On Performance, Broadly Speaking 
 
Abbate, Carolyn.  “Music—Drastic or Gnostic?”  Critical Inquiry 30/3 (2004). 
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Cook, Nicholas. “Analysing Performance, Performing Analysis.” In Rethinking Music, ed. Nicholas 

Cook and Mark Everist (Oxford: Oxford University Press, 1999), 239-61. 
 
Goehr, Lydia.  The Quest for Voice: On Music, Politics, and the Limits of Philosophy (Berkeley: 

University of California Press, 1998), chapter 4, “Conflicting Ideals of Performance 
Perfection in an Imperfect Practice” (pp. 132-73).  

 
Towards a collective terminology for speaking about classical form: 
 
Caplin, William E.  Classical Form: A Theory of Formal Functions for the Instrumental  Music of 

Haydn, Mozart, and Beethoven (New York: Oxford University Press, 1998), Introduction 
and chapter 1, “Some Basic Formal Functions: An Overview” (pp. 3-21). 

 
Hepokoski, James, and Warren Darcy.  Elements of Sonata Theory: Norms, Types, and 

Deformations in the Late-Eighteenth-Century Sonata (Oxford: Oxford University Press, 
2006), chapter 1, “Contexts,” and chapter 2, “Sonata Form as a Whole: Foundational 
Considerations” (pp. 3-22).  

 
 
SCHEDULE OF EVENTS 
 
 
9-9:30 a.m.— Introductory exchange of ideas about the nature of the performance experience, as 

distinct from the acts of composition, music analysis, and listening.  Writing about music 
versus playing it, singing it, or listening to it: what, if anything, do these activities have in 
common, or are they incommensurable?  Reactions to some of the central premises of 
Abbate and Cook (see above).  

 
 Changes, from the eighteenth century to the present, in the status of performers vis-à-vis 

composers and their works; the Werktreue perspective; formalist, transcendentalist, and 
recent postmodern outlooks (see Goehr, above).   

 
 
9:30-10:15—on Robert Schumann’s Dichterliebe (1840).  Informal performance of Songs 4-7 

by participants Tian Hui Ng (baritone) and Andrew Pau (pianist). 
 
 Time and again, a compelling performance of a work will be the single strongest motivation 

for the decision to undertake an analysis, even though analysts often fail to acknowledge 
such sources of inspiration.  Performances not only inspire analyses; they can often shape 
(or “misshape”) analytic views.  Moreover, when composers create moments of ambiguity, 
or withhold performance directions, they seem to be urging performers to play a notably 
authoritative role in determining our perception of the formal and dramatic process (see 
Schmalfeldt, below). 

 
 As both singers and actors in performances of songs and song cycles, opera, and musical 

theatre, vocal artists play a powerful role in shaping the nuances of a dramatic message.  To 
explore this point, let’s ask Tian and Andrew how they imagine their roles as performers 
(see Cone, below), and how these roles shape their performances.  Here might be the 
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opportunity for the rest of us to test the experiment of shifting fluidly from the perspective 
of analyst to that of performer, or “composer-poet,” and vice versa. 

 
Required readings: 
 
Cone, Edward T.  “Poet’s Love or Composer’s Love?”  In Music and Text: Critical 

Inquiries, ed. Steven Paul Scher, 177-92.  Cambridge: Cambridge University Press, 
1992.  (In this essay, Cone recants his views on the distinctive personae of singer, 
pianist, and composer in “art songs,” as proposed in his earlier, influential The 
Composer’s Voice (1974).  Efficacious or disappointing?) 

 
Hoeckner, Berthold.  “Paths through Dichterliebe.”  19th-Century Music 30/1 (2006): 65-80. 
 
Rosen, Charles.  The Romantic Generation (Cambridge, MA: Harvard University Press, 

1995), on Dichterliebe, in chapter 2, “Fragments,” pp. 41-58; and in chapter 3, 
“Mountains and Song Cycles,” pp. 204-213. 

 
Recommended: 
 
Kaminsky, Peter.  "Principles of Formal Structure in Schumann's Early Piano Cycles."  

Music Theory Spectrum 11/2 (1989): 207-25. 
 
 

10:15-10:35—break for refreshments (brief opportunity for performers below to warm up). 
 

 
10:35-11:20—on Felix Mendelssohn’s Piano Trio in D Minor, Op. 49, first mvt. (1839).  

Informal “rehearsal”/performance of excerpts, by Cecilia Oinas, pianist; Brian Burns, 
violinist; and Carlynn Savot, guest cellist. 

 
This will be an opportunity to observe and consider how performers who are working 
together for the first time would negotiate a first rehearsal in verbal, or perhaps mostly 
musical, dialogue with one another.  Mendelssohn’s first movement will also give us a 
chance to explore ambiguous aspects of formal function and hypermeter within a sonata-
form movement, and to consider their relevance in the context of performance preparation. 
 
Required readings: 
 
Botstein, Leon.  “Neoclassicism, Romanticism, and Emancipation: The Origins of Felix 

Mendelssohn’s Aesthetic Outlook.”  In The Mendelssohn Companion, ed. Douglass 
Seaton, pp. 1-23.  Westport, CT: Greenwood Press, 2001. 

 
Rothstein, William.  Phrase Rhythm in Tonal Music (New York: Schirmer Books, 1989), 

chapter 6, “Mendelssohn: Songs without Words” (pp. 183-213).  
 
Temperley, David.  “Hypermetrical Transitions.”  Music Theory Spectrum 30/2 (2008): 

305-325.  (See Temperley’s discussion of Mendelssohn’s Song without Words Op. 
30, No. 4, on pp. 320-22.) 
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11:20-12 noon—on Franz Schubert’s Impromptu Op. 142, D. 935, No. 1 (1827). 
 
 Like performances, the acts of analysts may be regarded as “performative,” in that they 

strive to “interrogate music and our experience of it” (Cook, see above, p. 257).  When 
viewed in this light, rather than as authoritative prescriptions for how to perform, which 
modes of analysis might have immediate or long-range value in preparing for performances 
in general, and for Schubert’s Op. 142, No. 1 in particular?  Which might seem irrelevant?  
The following, often interactive, analytic modes might be considered: formal (with 
reference to late eighteenth- and early nineteenth-century European stylistic conventions 
and transformations); motivic; narrative; Schenkerian; topic-oriented (semiotic), and 
processual/experiential.   

  
 As analysts—Efforts to share terminologies for discussing technical features of Schubert’s 

Impromptu: aspects of “phrase,” cadence-types, harmonic and phrase rhythm, meter and 
hypermeter, intermediate and large-scale formal functions, overall form (conventional?  
unconventional?), and the interaction of all of these with tempo, texture, register, dynamics, 
and expressive character.   

 
 As performers—Let’s consider how pianist-analyst Charles Fisk’s views about the Op. 142 

Impromptus as a four-movement “cycle” (and their being composed after Schubert had 
completed Die Winterreise) might influence performances of the first Impromptu. 

 
 Comparative discussion of recorded performances of Op. 142/1, provisionally drawn 

from those by Artur Schnabel, Edwin Fischer, Murray Perahia, Radu Lupu, Alfred 
Brendel, and András Schiff.  (Downloads of some of these will be provided.) 

 
Required readings: 
 
Fisk, Charles.  Returning Cycles: Contexts for the Interpretation of Schubert’s Impromptus 

and Last Sonatas (Berkeley: University of California Press, 2001), chapter 6, 
“Displacing the Sonata: The Opus 142 Impromptus,” pp. 141-65. 

 
Rink, John.  “Analysis and (or?) Performance.”  In Musical Performance: A Guide to 

Understanding, ed. John Rink (Cambridge: Cambridge University Press, 2002), 35-
58.  

 
Recommended:  
 
Montgomery, David.  “Franz Schubert’s Music in Performance: A Brief History of People, 

Events, and Issues.”  In The Cambridge Companion to Schubert, ed. Christopher H. 
Gibbs, 270-83.  Cambridge: Cambridge University Press, 1997.   

 
Schmalfeldt, Janet.  “On Performance, Analysis, and Schubert‘s Piano Sonata in A Minor, 

Op. 42, D. 845.”  Revised version of an article in Per Musi:Revista de Performance 
Musical, vols.5-6 (2002): 38-54.  (An introductory critique of my 1985 essay about 
the performance-analysis relationship, setting the stage for a portrayal of the 
performer of the first movement of Schubert’s Op. 42 as the one most especially in 
charge of shaping our perceptions of form as process.)  


