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Abstract	
	

In	 this	 study	 the	 author	 investigates	 his	 interpretive	practice	 as	 a	 conductor,	

revealing	 how	 interpretive	 operations	 occur	 not	 as	 discrete	 and	 isolated	

activities,	but	rather	an	intertwined	cyclic	process.		 	The	study	was	based	on	an	

experiment	 of	 the	 author	 conducting	 five	 scores	 on	 two	 different	 occasions	

separated	 in	 time	 by	 between	 one	 day	 and	 several	 months.	 The	 study	 design	

included	extensive	content	analysis	of	over	30	hours	of	video	in	which	more	than	

12,000	 codes	 were	 applied	 and	 collated.	 The	 study	 design	 also	 included	

traditional	 texted	 research,	 autoethnographic	 writing	 (a	 25,000-word	 practice	

journal),	 semi-structured	 interviews,	 the	 use	 of	 Sonic	 Visualiser,	 and	 the	

documentation	of	a	range	of	score	study	methods	which	the	author	describes	as	

‘listening	in	silence’.	Although	there	are	numerous	studies	that	compare	different	

performances	of	the	same	piece,	and	consider	the	extent	to	which	differences	are	

intentional	and/or	creative,	none	has	been	undertaken	by	a	conductor	in	the	role	

of	 artist-researcher.	 The	 study	 develops	 what	 the	 author	 calls	 the	 ‘ethos	 of	

multiple	 interpretability’,	 suggesting	 that	 a	 conductor	 can	be	 ‘animated	by’	 the	

belief	that	there	is	no	single	correct	way	to	perform	a	work	specified	by	a	score.



Introduction	
The	catalyst	for	the	study	
	
In	 the	 summer	 of	 2012	 I	 attended	 the	 Järvi	 International	 Academy	 for	

Conducting.	The	teaching	always	demanded	that	students	should	look	and	listen	

into	infinity.	There	was	not	a	great	deal	of	discussion:	for	example,	one	quotable	

quote	 from	Neeme	 Järvi	 that	year	was	 ‘music	 is	not	metronome,	 it’s	 something	

else.’	The	master	gave	his	best	classes	to	the	students	who	looked	closely	at	him	

whilst	listening	to	what	the	orchestra	played.	One	of	the	pieces	that	the	cohort	of	

twenty	young	conductors	studied	was	Beethoven’s	Fifth	Symphony.	We	all	tried	

our	hand	at	 the	difficult	moments	with	 the	Estonian	National	Youth	Orchestra,	

though	 the	 greatest	 lesson	 came	 watching	 Neeme	 conduct	 the	 piece	 twice	 in	

concert.	 The	 first	 performance	was	 on	 2	 August	 in	 the	Pärnu	 concert	 hall,	 the	

second	was	on	4	August	at	 the	Liego	Lake	Festival	–	an	outdoor	classical	music	

festival	with	a	very	convivial	atmosphere.		

	

Though	I	cannot	remember	any	details	of	either	performance	which	I	could	now	

reliably	 describe	 or	 define,	 I	 do	 remember	 being	 in	 awe	 of	 how	 both	

performances	 were	 distinctively	 shaped	 in	 differing	 ways:	 the	 symphony	 was	

different	 in	 terms	 both	 of	 its	 surface	 detail	 and	 temporal	 unfolding.	 My	

assumption	was	that	it	was	all	Neeme’s	doing,	that	he	was	somehow	‘authoring’1		

the	 interpretations	 of	 the	 orchestra	 each	 night.	 This	 assumption	 instigated	 a	

chain	of	questions:	was	Neeme	in	some	sense	executing	an	interpretive	plan,	or	

was	each	performance	improvised?	Did	he	consider	one	performance	to	be	more	

Beethovenian	than	the	other?	If	he	did	believe	that	one	performance	was	more	

Beethovenian	than	the	other,	on	what	grounds	did	he	base	such	a	consideration?	

Would	the	interpretive	practices	deployed	for	the	performances	be	transferable	

to	music	from	a	different	century?	A	different	composer?	A	different	orchestra?	

Maybe	he	didn’t	deploy	any	interpretive	practices	at	all,	maybe	the	performances	

just	‘happened’	that	way…		

	
                                                
1	I	use	this	word	here	in	the	fully	loaded	and	problematic	sense.		
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This	 study	 was	 opened	 up	 by	 those	 captivating	 performances	 of	 Beethoven’s	

Fifth	 in	 the	summer	of	2012.	 It	was	research	 that	 I	approached	as	a	conductor	

and	researcher,	or	rather	a	conductor	researching	interpretation	and	conducting.	

It	 was	 not	 going	 to	 be	 enough	 for	me	 to	 understand	what	 Neeme	might	 have	

done	in	those	performances	without	trying	to	do	it	as	an	artist	myself.		As	such,	

this	 study,	 undertaken	 between	 September	 2013	 and	 September	 2017,	 is	 an	

autoethnographic	account	of	my	artistic	research.2	

Introducing	myself	
	
In	 The	Musician	 as	 Interpreter	Paul	 Thom	 writes	 ‘[a]ny	 interpretation	 has	 an	

object	 –	 that	 of	which	 it	 is	 an	 interpretation.	The	 interpretation	 is	made	by	 an	

interpreter.’3	In	my	exploration	of	the	literature	related	to	this	study	I	found	the	

interpreter	 to	 be	 curiously	 absent	 from	 discussions	 about	 interpretation.	 In	

introducing	myself	at	this	point	in	the	study	I	am	discussing	my	Vorverständnis,	

my	prior	understanding	and	preconceptions	of	the	interpretation	of	music.4		

	

I	 started	 conducting	 in	 2004	 as	 a	 second	 study	 at	 the	 Royal	 Conservatoire	 of	

Scotland.5	Initial	 experiences	 were	 with	 small	 ensembles	 and	 on	 occasion	 full	

orchestra.	 My	 first	 experience	 with	 full	 orchestra	 was	 in	 2006,	 conducting	

Douglas	Lilburn’s	Symphony	No.	1.	In	2007	I	went	on	to	study	with	Dr	Alasdair	

Mitchell	 (himself	 a	 student	 of	 Igor	 Markevitch	 and	 Franco	 Ferrara)	 at	

postgraduate	 level,	where	 I	 experienced	 on	 average	 five	 hours	 of	 teaching	 per	

week	where	the	class	of	three	to	four	students	conducted	two	pianos.	In	addition	

to	this	I	conducted	ensembles	of	varying	sizes	for	about	four	hours	per	week.	In	

addition	to	the	2012	Järvi	International	Academy	for	Conductors	I	participated	in	

numerous	other	masterclasses:	Martyn	Brabbins	(Orkney),	Christopher	Seaman	

                                                
2	Definitions	and	discussions	of	autoethnography	and	artistic	research	appear	in	
chapter	two.	
3	(Thom	2007,	72)	
4	See	Hermerén	(1993,	16-17)	for	a	discussion	of	Vorverständnis.	Hermeren’s	
point	is	that	the	interpreter	has	their	own	unique	understanding	of	all	the	
component	parts	of	any	interpretive	operation	which	in	turn	influence	the	
interpretive	process.		
5	Or	as	it	was	called	then,	the	Royal	Scottish	Academy	of	Music	and	Drama.	
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(Auckland),	 Benjamin	 Zander	 (London),	 Jorma	 Panula	 (Amsterdam),	 and	 also	

with	 Pierre	 Boulez	 and	 members	 of	 the	 Ensemble	 Intercontemporain	 as	 a	

member	 of	 the	 Lucerne	 Festival	 Academy.	 Much	 experience	 was	 gained	 with	

professional	 ensembles	 during	 this	 time:	 Auckland	 Philharmonia,	 Parnu	 City	

Orchestra,	 Scottish	 Chamber	 Orchestra,	 London	 Sinfonietta,	 Orchestra	 de	

Cadaques,	 Royal	 Scottish	 National	 Orchestra,	 Swiss	 Army	 Symphonic	 Wind	

Orchestra.	The	amount	of	podium	time	 I	experienced	 increased	dramatically	 in	

2008	when	my	portfolio	 of	 professional	 positions	 expanded	 to	 include	 various	

community	and	youth	orchestras,	choirs	and	brass	bands	as	well	as	professional	

scratch-orchestras.6	In	 2012	 I	 was	 appointed	 New	 Music	 Co-ordinator	 at	 the	

University	of	St	Andrews	on	the	basis	of	my	portfolio	of	work	 in	 that	area	as	a	

performer	and	conductor.	The	year	following	I	began	this	study.				

	

Throughout	my	initial	years	as	a	conductor	my	training	was	seldom	book-based	

and	 in	 hindsight	 very	much	 a	 hybrid	 of	 the	 traditional	 conservatoire	model	 of	

‘maestro	 and	 apprentice’	 and	 the	 contemporary	 conservatoire	 model	 of	

‘reflective	practice’.	Whilst	it	is	beyond	the	scope	of	this	study	to	assess	the	way	

in	which	conductors	are	trained,	I	can	summarise	that	this	study	as	a	whole	was	

designed	to	develop	what	I	felt	was	incomplete	in	my	practice	of	conducting.	In	

saying	this	I	do	not	suggest	that	there	was	anything	wrong	with	my	training	–	far	

from	 it.	 Though	 I	 have	described	 that	 the	 catalyst	 for	 this	 study	was	 the	 2012	

performances	by	Neeme,	 I	 could	not	have	understood	what	questions	could	be	

asked	 about	 those	 performances	 were	 it	 not	 for	 the	 tireless	 and	 enormously	

inspirational	teaching	of	Alasdair,	my	principal	conducting	teacher.	Alasdair	had	

as	a	tenet	that	we	should	always	‘start	from	how	we	wanted	the	music	to	sound	

and	 then	 find	 gesture	 to	 match’.	 He	 would	 never	 suggest	 that	 we	 copy	 his	

gesture,	he	would	never	guide	our	physical	movements	–	he	would	only	patiently	

teach	the	music.	Alasdair	also	regularly	spoke	about	how	when	we	stand	on	the	

                                                
6	Warwick	Potter	describes	conductors	who	work	with	such	a	myriad	of	
ensembles	as	being	Portfolio	Conductors.	Potter	observes	that	very	little	is	
written	about	this	kind	of	professional	conducting	activity	as	it	falls	short	of	the	
‘heights’	achieved	by	named	musical	directors	of	professional	orchestras.	(Potter	
2015)	
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podium	as	a	conductor	we	embody	everything	we	had	experienced,	understood	

and	 imagined	 about	music.	 I’m	 sure	 this	 is	why	he	had	 to	 teach	 the	music:	 the	

challenge	 of	 training	 as	 a	 conductor	 is	 that	 you	 are	 often	 coming	 to	 the	

repertoire,	 quite	 literally,	 for	 the	 first	 time.	Though	we	would	 always	be	 given	

the	 chance	 to	 ‘do	 it	 our	way’,	we	 often	 needed	 to	 be	 shown	 a	way	 it	 could	 be	

done.		

	

I	always	felt	I	was	conducting	the	surface	of	the	music	in	comparison	to	the	way	I	

would	 perform	 as	 an	 instrumentalist.	 New	Music	 became	 an	 attractive	 area	 to	

focus	on	as	a	cerebrally	oriented	approach	came	–	I	felt	–	naturally	to	me;	though	

deep	 down	 I	 could	 not	 suppress	 the	 feeling	 that	 my	 approach	 to	 the	 central	

repertoire	was	always	an	imitation	of	someone	else’s	performance.7		Imitation	is	

deeply	 ingrained	 in	Western	 and	 non-Western	 cultural	 practices:	 for	 example,	

the	autodidact	Wagner	copied	the	full	score	of	Beethoven’s	Ninth	Symphony	and	

made	a	piano	reduction	of	it.	Another	example	is	that	of	Chinese	painting	which	

is	taught	through	close	copying.	In	our	age	that	emphasizes	the	unique	identity	of	

the	 individual	 we	 have	 placed	 such	 an	 enormous	 value	 on	 creativity	 that	

imitative	art	is	viewed	negatively.	Nicholas	Cook	has	observed	that	our	definition	

of	creativity	is	poorly	defined	and	that	it	has	‘militated	against	[appreciating]	the	

complexity	and	value	of	imitation,	not	only	as	a	vehicle	for	teaching	and	learning	

but	also	as	a	fundamental	feature	of	human	interaction.’8			

	

Imitating	the	performances	of	other	conductors	is	clearly	not	an	end	goal,	though	

if	 it	 is	 for	 some	a	 rite	of	passage	 in	 their	development	 then	perhaps	 it	 is	more	

helpful	to	see	it	as	positive	rather	than	negative.	For	example,	Sian	Edwards	has	

commented	 that	 the	 Oxbridge	 culture	 of	 ‘you	 should	 know	 it	 before	 you	 have	

been	 taught	 it’	 (meaning	 that	 high	 levels	 of	 competency	 in	 conducting	 are	

expected	 even	 before	 one	 has	 formally	 studied)	 can	 be	 stressful	 for	 young	

                                                
7	Numerous	studies	have	shown	that	performers	have	the	ability	to	deliberately	
imitate	other	performances,	and	how	and	why	they	might	do	so.	For	example	see	
Clarke	(1993)	and	Lisboa	et	al.	(2005).		
8 (Cook	2012,	457)		
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conductors.	Edwards	has	explained	that	going	to	study	in	the	Soviet	Union	with	

Ilsa	Musin	was	 ‘completely	relaxing,	because	I	was	expected	to	 learn	from	him.	

Part	 of	 that	 was	 to	 literally	 imitate	 what	 he	 was	 showing	 you	 in	 order	 to	

understand	 the	 principles	 behind	what	 he	was	 doing…once	 you	 could	 actually	

technically	articulate	what	you	wanted	the	sky	was	the	limit,	you	could	do	what	

you	like.’9	Indeed,	Edwards’s	acknowledgement	that	imitation	is	a	starting	point	

for	one’s	own	artistry	was	part	of	longstanding	and	changing	ancient	theoretical	

discussions	of	imitation.	Michael	Fronda	has	observed	that	historically,	‘imitation	

[has	 always]	 required	more	 than	 simple	 copying.	 An	 imitator	was	 expected	 to	

emulate	many	models,	join	imitated	material	seamlessly	to	his	own,	reshape	and	

vary	it	for	its	new	context,	and	improve	upon	it.’10	

	

This	study	will	show	how	as	a	conductor	I	aspire	to	be	free	and	to	conduct	the	

music	 from	 a	 place	 inside	 myself	 which	 belongs	 to	 me.	 As	 the	 German	 poet	

Heinrich	 Heine	 wrote,	 the	 performer	 can	 stand	 ‘on	 the	 same	 free	 spiritual	

heights	as	the	composer,	 if	 [he/she]	convinces	us	that	[he/she]	too	 is	 free.’11	In	

my	 training	 I	 inherited	 the	 notion	 from	 multiple	 sources	 that	 the	 conductor	

should	be	able	to	play	the	orchestra	with	the	freedom	in	which	one	can	play	the	

piano,12	though	I	never	played	the	piano	well	and	never	understood	how	I	could	

be	 free	when	my	duty	was	 to	 ‘serve	 the	composer’	or	play	 ‘what	 the	composer	

intended’	 –	 the	 axioms	 of	 conservatoire	 thinking.	 Robert	 Philip	 put	 it	 thus:	

                                                
9	(Edwards	2017)	
10	(Fronda	2013)		
11	Quoted	in	Wolff	(1972,	15)	
12	This	itself	is	a	very	confusing	point.	Though	it	is	clearly	an	ideal,	the	very	
notion	of	it	seems	to	collapse	the	collective	aspect	of	orchestral	performance	into	
the	will	of	an	individual	which	did	not	and	still	does	not	sit	easily	with	the	way	I	
understand	conducting.	The	idea	seems	to	have	come	from	Berlioz’s	suggestion	
that	the	orchestra	is	a	giant	keyboard	at	the	hands	of	the	conductor.	Such	an	idea	
makes	no	differentiation	between	musical	styles,	forms,	forces	or	periods.	For	
example,	Rosen	writes	‘[t]o	play	a	symphony	of	Mozart	or	Haydn	as	if	it	were	a	
sonata,	interpreted	and	molded	in	an	individual	way	by	a	conductor,	is	to	betray	
its	nature,	to	obscure	rather	than	to	reveal.	It	is	not	that	music	in	general	should	
be	allowed	to	speak	for	itself	–	an	impossible	principle	and	doubly	mistaken	as	
regards	any	work	written	with	a	solo	interpreter	in	mind	–	but	rather	it	should	
be	performed	without	distorting	its	character.’	(Rosen	1976,	144)	
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‘Younger	 musicians	 today	 are	 bombarded	 with	 so	 many	 different	 kinds	 of	

evidence	 –	 traditional	 teaching,	 period	 playing,	 old	 and	 new	 recordings	 –	 that	

they	 could	 be	 forgiven	 for	 being	 thoroughly	 confused.’13	My	 own	 confusions	

about	interpretation	were	a	result	of	not	knowing	what	I	could	legitimately	bring	

to	 the	 ‘great	 works’	 that	 was	 truly	mine.	 If	 ‘each	 valid	 example	 of	 art’	 should	

‘avoid	replication’	and	somehow	be	 ‘exemplary	and	sui	generis’,14	then	I	did	not	

know	what	 I	 could	do	 to	 lift	my	music	making	above	reproduction,	or	 to	put	 it	

crudely,	lift	my	music	making	above	Karaoke.		

The	research	questions	of	the	study	

The	Orpheus	Research	Centre	 in	Music	 (ORCiM)	was	 founded	 in	2007	with	 the	

explicit	aim	of	‘addressing	questions	and	topics	at	the	heart	of	musical	practice,	

building	on	the	expertise	and	perspectives	of	musicians	and	engaging	in	dialogue	

with	longer-established	research	disciplines.’15	ORCiM	researchers		

gradually	came	to	the	realisation	that	working	with	music	–	exploring	the	

nature	 of	 musical	 artworks	 in	 their	 process	 of	 coming	 into	 being	 and	

attempting	 to	 articulate	 aspects	 of	 this	 –	 formed	 a	 process	 that	 all	

researchers,	 each	 in	 their	 own	 style,	 could	 see	 in	 common.	 Each	 was	

involved	 in	 a	 continuous	 process	 of	 trying	 things	 out,	 evaluating	 the	

results	 of	 each	 trial	 and	 using	 these	 to	 inform	 and	 refine	 the	 nature	 of	

future	work.16		

	

As	will	become	clear,	such	an	experimental	approach	is	at	the	heart	of	this	study.	

Though	 traditional	 research	 questions	 were	 formulated	 at	 the	 outset	 of	 the	

study,	they	at	best	only	maintained	a	slight	relationship	with	the	resulting	thesis	

–	 I	discuss	 this	 in	 the	 following	and	 final	 section	of	 the	 introduction.	What	did	

‘stick’	between	early	formulations	of	the	study	design	and	the	final	thesis	was	a	

simple	experiment.	Darla	Crispin	and	Bob	Gilmore	write	that	‘there	is	no	formal	

                                                
13	(Philip	2004,	250)	
14	(Crispin	and	Gilmore	2014,	12)	
15	(Crispin	and	Gilmore	2014,	9)	
16	(Crispin	and	Gilmore	2014,	11)	
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consensus	as	 to	what	 constitutes	 the	 “experiment”	 in	 artistic	 experimentation,’	

though	 an	 ORCiM	 brochure	 loosely	 describes	 that	 ‘artistic	 experimentation	

encompasses	the	actions	that	an	artist	undertakes	in	developing	and	constantly	

renewing	personal	artistic	identity	and	expertise.’17	The	experiment	of	this	study	

was	 to	 take	 Beethoven’s	 Leonore	Overture	 and	 Fifth	 Symphony,	 Stravinsky’s	

‘Dumbarton	Oaks’,	and	two	pieces	newly	commissioned	for	the	study	from	John	

De	 Simone	 and	 Simon	 Mawhinney,	 and	 perform	 them	 all	 twice	 in	 differing	

interpretations	 with	 the	 same	 ensemble.	 I	 expand	 on	 all	 aspects	 of	 the	 study	

design	 in	chapter	two	(including	the	reasons	 for	choosing	the	repertoire	I	did),	

but	 it	 is	 important	 to	 state	 here	 that	 for	 each	 of	 the	 five	 case	 studies	 I	 always	

challenged	 myself	 to	 try	 and	 prefigure	 differing	 interpretations	 ahead	 of	

rehearsals	 commencing	 for	 each	 piece.	 If	 I	 was	 to	 formulate	 the	 experimental	

approach	of	the	study	as	a	standard	research	question	it	would	read:	

	

What	happens	when	a	conductor	tries	to	conceive	and	execute	differing	

interpretations	of	the	same	piece	with	the	same	orchestra?	

	

If	I	was	to	express	what	I	wanted	out	of	the	study	in	the	first	person,	the	research	

questions	would	read:		

	

What	is	interpretation	to	me?	

How	can	I	interpret	music?	

Is	the	way	I	approach	new	music	different	to	the	way	I	could	approach	the	central	

repertoire?	

	

Eric	 Clarke	 has	 suggested	 that	 there	 are	 a	 ‘whole	 range	 of	 questions	 about	

whether	 and	 how	performers	 try	 to	 develop	 their	 own	distinctive	 “voice”,	 and	

how	 they	work	with,	 or	 resist,	 the	 influence	 of	 others.’18	By	 analysing	my	 own	

processes	of	interpretation,	this	study	also	indirectly	addresses	such	questions.			

                                                
17	(Crispin	and	Gilmore	2014,	10-11)		
18	(Clarke	2012,	22)	
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Reflections	on	turning	practice	into	research	and	researching	practice	
	
When	I	described	to	colleagues	the	nature	of	the	research	I	was	doing	they	often	

summarised	 their	 understanding	 of	my	work	 by	 suggesting	 that	 I	was	 doing	 a	

practice-based	PhD.	Many	often	asked	me	if	I	found	it	easier	than	doing	regular	

research.	At	the	time	of	being	asked	such	a	question	I	could	never	formulate	an	

answer	as	I	wasn’t	sure	how	what	I	was	doing	differed	from	regular	research:	I	

shall	attempt	to	answer	in	what	follows.	

	

It	 was	 a	 considerable	 challenge	 to	 navigate	 through	 the	 politicking	 that	

surrounds	the	multitude	of	research	methods	that	incorporate	the	practice	of	the	

researcher	with	traditional	research	methods.	The	lack	of	consensus	as	to	what	

combining	practice	with	traditional	texted	research	should	or	can	be	called	was	

at	first	very	disorientating.		Whether	it	be	practice-based,	practice-led,	practice-

as-research,	performance-as-research,	applied	research,	research	through	art,	a	

braided-thesis	or	artistic	research	was	actually	a	vital	consideration.	If	research	

of	 any	 kind	 needs	 to	 position	 itself	 within	 a	 field	 in	 which	 there	 is	 a	 locus	 of	

consensus,	 then	 understanding	 the	 politics,	 protocols	 and	methods	 of	 possible	

fields	is	a	necessary	task.	I	was	challenged	to	know	what	‘place’	the	practice	was	

going	to	have	in	the	research.	It	was	not	until	I	settled	on	a	study	design	based	on	

a	series	of	experiments	that	I	understood	how	what	I	did	as	a	conductor	could	be	

presented	as	a	site	for	new	knowledge.	Paulo	de	Assis	writes	that	‘if	we	want	to	

give	 credibility	 to	 performance	 as	 an	 instance,	 among	 others,	 of	 epistemic	

activity,	 we	 need	 a	 concept	 such	 as	 “experimentation”	 that	 creates	 space	 in	

relation	 to	 the	 [otherwise	 over	 determined]	 score,	 allowing	 unpredictable	

futures	to	happen.’19		

	

I	came	to	settle	on	feeling	most	at	home	calling	myself	an	artist-researcher	who	

was	 doing	 practice-as-research:	 it	 was	 within	 those	 domains	 that	 I	 felt	 a	

consensus	 with	 how	 the	 practice	 I	 was	 doing	 could	 be	 considered	 research.	 I	

wanted	to	avoid	the	practice	 in	the	study	becoming	an	enactment	of	 the	texted	

                                                
19	(de	Assis	2014,	50)	
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research;	 there	 needed	 to	 be	 an	 oscillation	 between	 the	 two	 rather	 than	 a	

hierarchy:	knowledge	gained	 in	performance	as	an	act	of	artistry	had	to	be	 fed	

back	 into	 the	way	 I	 understood	my	 research	 enquiries.	 Indeed	my	 experience	

was	 exactly	 as	 Anthony	 Gritten	 describes:	 ‘once	 set	 in	 motion,	 the	 oscillation	

between	practice	and	research	cannot	stop.’20	

	

The	 oscillation	 between	 artistic	 practice-as-research	 and	 traditional	 texted	

research	 in	 this	 study	 was	 one	 of	 the	 greatest	 joys	 of	 the	 process.	 Having	

absorbed	only	an	outline	of	traditional	musicology	in	my	degree	meant	that	the	

sound	 of	 the	 pennies	 dropping	 was	 at	 times	 deafening.	 It	 took	 time	 to	

understand	how	 the	programme	of	 reading	 I	was	 undertaking	was	 influencing	

my	 practice.	 In	 the	 study	 I	 came	 to	 sense	myself	 using	 two	 different	 forms	 of	

knowledge:	one	form	was	the	traditional	scholarly	variety	which	was	influential	

in	 the	 criteria	 I	 exercised	 in	 making	 interpretive	decisions,	 the	 other	 was	 the	

knowledge	of	the	music	as	a	performative	phenomenon.	By	this	I	mean	that	it	is	a	

form	 of	 knowing	 to	 know	 how	 instrumental	 entries	 are	 organised,	 how	 the	

sound	 is	 layered	 in	 space	 and	 distributed	 through	 time.	 The	 first	 form	 of	

knowledge	was	used	in	personal	preparation	and	the	rehearsal	process,	but	only	

to	 a	 limited	 degree	 in	 performance.	 The	 second	 form	 of	 knowledge	 is	 what	 I	

understand	to	be	tacit	knowledge,	it	is	what	I	called	upon	to	co-ordinate	my	body	

to	 gesticulate	with	 the	music	 and	 the	musicians.	 The	 two	 forms	 of	 knowledge	

oscillated	between	each	other:	rehearsals	led	to	performance,	and	reflections	on	

performance	informed	future	rehearsals.		The	cyclic	nature	of	this	process	moves	

between	the	four	points	of	Kolb’s	early	and	influential	1974	experiential	learning	

model.21		

                                                
20	(Gritten	2015,	81)	
21	See	Kolb	and	Fry	(1974).	For	more	about	experiential	learning	and	critical	
reflection	in	the	larger	context	of	Action	Learning	Theory	see	Marsick	and	O’Neil	
(1999).	
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Figure	1:	The	four	stages	of	Kolb’s	experiential	learning	cycle	

Kolb’s	model	 is	 the	 theoretical	underpinning	of	 the	 first	part	of	 the	 title	of	 this	

thesis:	preparation,	rehearsal,	performance	and	reflection	follows	Koln’s	cycle	of	

abstract	 conceptualisation,	 active	 experimentation,	 concrete	 experience	 and	

reflective	observation.	The	 challenge	of	being	 the	agent	at	 the	 centre	of	 such	a	

cyclic	process	was	avoiding	having	my	artistic	sensibilities	–	my	music	making	–	

contorted	 by	 turning	 practice	 into	 research.	 In	 the	 first	 case	 study	 (the	

performances	of	the	Leonore	Overture)	I	experienced	the	consequences	of	taking	

an	overly	research-orientated	approach	onto	the	concert	platform.	Susan	Tomes’	

‘trustful	 forgetting’22	was	 a	 ‘threshold	 concept’23	which	 resulted	 in	 a	 change	 to	

the	 way	 I	 approached	 the	 remaining	 performances.	 There	 were	 many	 such	

threshold	concepts	which	were	born	out	of	the	practice,	the	texted	research,	and	

the	 oscillation	 between	 the	 two	 (what	 some	 might	 call	 a	 third	 paradigm	 of	

research).24	Meeting	these	concepts	at	different	points	 in	the	study	made	it	 feel	

like	 the	 ground	was	moving	 beneath	my	 feet.	 This	 instability	 exacerbated	 the	

pressure	of	needing	to	‘retrieve’	data	from	all	the	performances	which	due	to	the	

human	and	economic	resources	required	could	not	be	easily	repeated.	But	here	

                                                
22	(Tomes	2014,	75)	
23	See	Meyer	and	Land	(2005).	Threshold	concepts	are	‘“conceptual	gateways”	or	
“portals”	that	lead	to	a	previously	inaccessible,	and	initially	perhaps	
“troublesome”,	ways	of	thinking	about	something.’	
24	(Blom	2016)	
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is	where	the	position	of	the	study	as	a	whole	became	vital:	 if	 the	performances	

were	‘experiments’	then	they	could	be	informative	even	when	they	go	wrong.			

	

Indeed,	 it	 could	 be	 said	 to	 a	 certain	 extent	 that	 all	 the	 performances-as-

experiments	went	‘wrong’.	The	assumption	that	I	carried	forward	from	Neeme’s	

performances	of	Beethoven’s	Fifth	Symphony	was	that	he	had	wilfully	influenced	

the	differing	 interpretations,	 and	 if	 he	 could	do	 it,	 then	 so	 could	 I.	Early	 in	 the	

study	 I	 came	 across	 Stephen	 Davies’	 article	 ‘The	 Multiple	 Interpretability	 of	

Musical	Works’	in	which	he	describes	the	‘custom’	of	assuming	there	is	no	single	

correct	‘interpretation	in	performance…	of	musical	works	specified	by	scores.’25	

Davies’	framework	of	multiple	interpretability	became	a	point	of	departure	from	

which	I	gallantly	strived	to	realise	differing	interpretations	of	the	pieces	selected	

for	the	study.	At	the	outset	I	imagined	that	the	whole	process	was	just	going	to	be	

a	 matter	 of	 revealing	 the	 inner	 workings	 of	 a	 magic	 trick	 which	 I	 knew	 well,	

though	as	the	exegeses	of	the	performances	will	reveal,	this	was	not	always	to	be	

the	 case.	 By	 taking	 the	 simple	 experiment	 of	 striving	 to	 conceive	 and	 execute	

differing	 interpretations	 of	 the	 same	 score	with	 the	 same	 ensemble,	 I	 came	 to	

conclude	 that	 striving	 to	 realise	 the	multiple	 interpretability	 of	 the	 score	 is	 an	

ethos.	 My	 usage	 of	 the	word	 ethos	 is	 defined	 and	 actualised	 by	 the	 synonyms	

‘animating	principle’	or	‘motivating	force’.	The	following	chapter	details	how	the	

ethos	 of	multiple	 interpretability	 can	 be	 philosophically	 defended	 and	what	 it	

brings	to	the	practice	of	conducting	and	music	making.	

	

                                                
25	(Davies	2003,	245)	
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'The	[score]	is	like	a	[riverbed],	and	the	water,	I	think,	is	like	the	music...		

the	water	is	the	interpretation.'1	Dudamel	

Introduction	
	
Göran	Hermerén	introduces	the	first	philosophical	essay	in	The	Interpretation	of	

Music	 by	 writing	 that	 ‘the	 role	 and	 the	 freedom	 of	 the	 musician	 and	 the	

conductor,	if	any,	is,	of	course,	not	always	the	same:	it	varies	in	different	kinds	of	

music	 (jazz,	 classical	 music,	 pop	 music,	 raga,	 folk	 music,	 etc.).	 It	 is	 therefore	

important	 to	 specify	 which	 music	 we	 are	 dealing	 with;	 the	 problems	 of	

interpretation	may	be	very	different	depending	on	what	sort	of	music	we	have	in	

mind.’2	Following	Hermerén,	I	shall	introduce	this	chapter	and	the	remainder	of	

this	study	by	defining	that	the	music	discussed	here	is	notated	Western	classical	

music.	The	five	pieces	used	for	the	‘experimental	performances’	were	all	written	

after	1800	and	were	all	for	instrumental	forces	alone.		

	

This	chapter	discusses	scores,	musical	works,	 interpretation	and	conducting:	as	

such,	 there	 are	 many	 possible	 narratives.	 Though	 what	 follows	 dances	 with	

philosophical	 aesthetics,	 it	 is	 written	 from	 the	 perspective	 of	 a	 performing	

musician.	 The	 chapter	 begins	 by	 tracing	 the	 well-worn	 battle	 lines	 of	 music’s	

Platonic	curse	and	the	possible	(mis)understandings	of	the	interpretive	practices	

of	musicians.	An	outline	of	interpretive	monism	and	pluralism	follows,	leading	to	

an	account	of	interpretation	as	it	relates	to	conducting.	The	chapter	concludes	by	

explaining	the	ethos	of	multiple	interpretability.		

	

Performing	the	score	as	a	text,	a	script	or	a	dynamic	artefact	
	
There	 is	a	danger	 that	any	discussion	of	musical	notation	may	sink	unless	 it	 is	

kept	light	and	buoyant:	my	intention	here	is	to	‘top	and	tail’	some	of	the	possible	

                                                
1	(Dudamel	2009)	
2	(Hermerén	1993,	9)	
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understandings	 of	 the	 score	 as	 a	 text,	 a	 script	 or	 what	 I	 will	 describe	 as	 a	

dynamic	 artefact.	 When	 a	 composer	 notates	 a	 piece	 of	 music,	 they	 inscribe	 a	

score	 for	musicians	 to	 perform.	 Lawrence	 Kramer	writes	 that	 the	 relationship	

between		scores	and	their	performances	is	an	‘eternal	dialogue’.3		Charles	Rosen	

describes	 in	 the	 following	 quotation	 how	 the	 ‘glory	 of	 Western	 music’	 is	 the	

result	of	what	he	calls	an	antagonism	between	score	and	performance:		

	
For	 practical	 purposes,	 not	 every	 aspect	 of	music	 can	 be	written	 down.	

Notation	 is	 selective:	 only	 certain	musical	 elements,	 or	 ‘parameters’	 are	

chosen.	For	 this	 reason,	we	might	 consider	an	art	heavily	dependent	on	

notation	 like	 Western	 art	 music	 as	 essentially	 inferior	 to	 the	 music	 of	

other	cultures,	 transmitted	orally	or	by	 the	 imitation	of	practice.	That	 is	

why	we	can	say	of	such	and	such	a	pianist	that	he	or	she	may	be	playing	

the	written	notes	but	has	no	idea	how	to	interpret	the	music.	It	is	almost	

entirely	on	what	 is	not	written	down	 that	different	 schools	of	pedagogy	

attempt	to	base	their	claims	to	superiority.	However,	 it	 is	essentially	the	

fundamentally	 unsatisfactory	 nature	 of	 notation	 that	 has	 allowed	 the	

monuments	of	Western	music	to	survive,	to	escape	the	ruinous	erosion	of	

time.	 In	 fact,	 it	 is	 the	 basic	 antagonism	 of	 score	 and	 performance,	 of	

concept	and	realization,	that	is	the	glory	of	Western	Music.4	

	
The	 ‘capturing’	 of	 music	 in	 notation	 gave	 rise	 to	 music	 being	 conceived	 as	 a	

platonic	 ‘abstract	 and	 enduring	 entity’.5	John	 Butt	 describes	 that	 ‘the	 story	 of	

notation	 tends	 to	 support	 the	 concept	 of	 inexorable	 progress	 towards	 the	

perfected	musical	work.’6	The	work	concept	can	be	dated	back	to	as	early	in	the	

sixteenth	 century	 or	 possibly	 earlier.7	Nikolaus	 Listenius	 in	 his	 1533	 treatise	

                                                
3	(Kramer	2007,	71)	
4	(Rosen	2012,	27)	
5	(Cook	2013a,	13)	
6	Butt	goes	on	to	write	‘like	all	grand	narratives,	it	often	serves	a	purpose	that	is	
by	no	means	innocent	and	universally	valid.	There	is	the	obvious	sense	in	which	
it	renders	music	ever	more	distant	from	the	practical	production	and	reception	
of	music	in	performance.’	(Butt	2002,	102)	
7	For	a	survey	of	the	roots	of	the	work	concept	much	broader	than	most,	see	Butt	
(2015).	Butt	expands	the	1800	thesis	given	by	Goehr	(1992).	
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writes	 that	 musica	 practica	 (soon	 to	 become	 associated	 with	 composition)	

‘leaves	behind	a	perfect	and	complete	work’8	even	when	the	author	had	died.	The	

idea	 that	 a	musical	work	 can	 exist	 independently	 of	 its	 performance	 by	 being	

inscribed	 in	a	notated	score	created	a	communicative	chain	 in	which	 the	score	

was	given	privilege;	music	came	to	be	most	ideal	when	it	wasn’t	sounding,	when	

it	wasn’t	being	performed.	Daniel	Chua	describes	 that	 ‘the	earliest	 scores	were	

not	performed,	but	were	didactic	objects	 in	text	books;	they	opened	music	as	a	

visual	anatomy	for	the	eye	(I)	to	scrutinize.’9	The	idealism	of	the	score	as	a	text	

for	 silent	 contemplation	 is	 often	 exemplified	 by	 the	 anecdote	 of	 Brahms’	

preference	 to	 stay	 home	 and	 read	 Don	 Giovanni	 rather	 than	 to	 attend	 a	

performance.10		 Such	 oculacentric	 views	 of	 music	 may	 have	 transcended	 the	

potential	 sloppiness	 and	 imprecisions	 of	 live	 performance,11	though	 they	 also	

problematized	the	role	of	the	performer.		

	

Cook	has	written	that	he	is	motivated	to	share	with	others	‘a	longstanding	belief	

that	 the	 study	 of	 music	 has	 from	 the	 beginning	 has	 been	 skewed,	 and	 its	

relevance	 to	 most	 people	 outside	 academia	 diminished,	 by	 its	 orientation	

towards	 music	 as	 writing.’	 For	 Cook,	 ‘the	 idea	 of	 music	 as	 sounded	 writing’12	

results	in	performance	being	‘a	process	of	reproducing	the	composer’s	meaning,	

something	that	can	be	done	well	or	badly	but	in	which	the	essential	criterion	of	

success	is	faithfulness	to	the	composer’s	intentions,	or	in	another	version	that	is	

at	 the	 same	 time	more	metaphysical	 and	more	 positivistic,	 faithfulness	 to	 the	

music	 itself.’	Cook	reports	 that	musicology	as	we	know	 it	 today	came	of	age	 in	

the	 nineteenth	 century,	 and	 that	 it	 ‘modelled	 its	 approaches	 on	 those	 of	

philology,’13		 a	 discipline	 concerned	 with	 reconstructing	 and	 determining	 the	

meaning	of	literary	texts.	As	Laurence	Dreyfus	has	written,	it	is	‘far	from	obvious	

why	the	act	of	playing	the	notes	of	a	printed	musical	score	should	be	compared	

                                                
8	Quoted	in	Bujic	(1993,	137)	
9	(Chua	1999,	55)	
10	The	anecdote	appears	in	Small	(1998,	5)	and	Lawson	(2002,	4).	
11	(Erlmann	2010,	3)	
12	(Cook	2013a,	3)	
13	(Cook	2014,	1-2)		
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with	 decoding	 the	 meaning	 of	 a	 sacred	 or	 cryptic	 verbal	 text.’14	Indeed,	

‘philologists’	 were	 what	 Artur	 Schnabel	 called	 ‘those	 obsessed	 with	 the	 mini-

problems	of	score-reading.’15	

	

It	was	Carl	Maria	von	Weber	who	championed	Werktreue,	the	concept	of	loyalty	

to	the	work	or	fidelity	to	the	text.16	Weber’s	aesthetic	change	of	course	from	the	

previously	porous	relationship	between	composer	and	performer	was	based	on	

the	score	being	a	stand-in	for	the	composer’s	intentions,17	and	music’s	supposed	

tautological	discovery	of	itself	as	Music.	Werktreue	ideals	may	not	have	been	so	

pervasive	were	it	not	for	the	entanglement	of	musicology	with	philology.	Indeed	

the	‘unveiling’	or	‘emancipation’	of	music	as	eternal	and	absolute	was	due	to	the	

success	 of	 the	 German	 Romantics	 who	 ‘fabricated’	 the	 discourse	 of	 absolute	

music,	 and	 ‘spoke’	 it	 into	 existence.18		Music	 communicated	 through	 a	 chain	 of	

composer-performer-listener,	 an	 adaption	 from	 the	 Stemma	 in	 Philology.	 Cook	

writes	 that	 the	 Stemma	 is	 ‘a	 kind	 of	 family	 tree	 in	 which	 successive	

interpretations	move	 vertically	 away	 from	 the	 composer's	 original	 vision.	 The	

text,	 then,	 is	 the	 embodiment	 of	 this	 vision,	 and	 the	 traditional	 aim	 of	 source	

criticism	is	to	ensure	as	close	an	alignment	as	possible	between	the	two.’19	When	

reading	a	literary	text	there	is	no	performer	in	the	communicative	chain.	When	

music	 is	 understood	 as	 a	 text,	 the	 aims	 of	 performance	 are	 centripetal:	

                                                
14	(Dreyfus	2007,	256)	Gritten	has	argued	‘that	the	relationship	between	music	
and	literature	is	most	productively	configured	as	a	matter	of	overlapping	and	
sharing,	rather	than	as	a	matter	of	differentiation	and	distinctiveness.	This,	
however,	is	not	a	matter	of	their	sociology,	of	their	local	interpretive	affiliations	
and	hermeneutic	affordances;	music	and	literature	do	not	share	matter	or	
content,	and	they	do	not	imitate	each	other,	except	superficially.’		(Gritten	
forthcoming	2017)		
15	(Wolff	1972,	102)	
16	(Dreyfus	2007,	261)	
17	We	should	remind	ourselves	that	the	invention	of	the	printing	press,	itself	a	
technology	adapted	from	the	printing	of	literature,	enabled	a	steady	increase	of	
performances	without	the	composer	present.	
18	(Chua	1999,	4,	6)	
19	(Cook	2001,	16)	We	can	presume	here	that	Cook’s	use	of	the	word	‘vision’	is	a	
surrogate	for	the	equally	problematic	word	‘intention’.		
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performers	 move	 towards	 the	 source	 text,	 towards	 the	 eternal	 and	 absolute	

musical	‘work’.		

	

It	was	not	until	the	performative	turn	and	musicology’s	adoption	of	approaches	

germane	 to	 Performance	 Studies	 that	 a	 viable	 alternative	 to	music-as-text	was	

theorised.	 Underpinned	 by	 for	 example	 Richard	 Taruskin	 (1995),	 Lydia	 Goehr	

(1998)	 and	 Carolyn	 Abbate	 (2004),	 performance	 became	 to	 be	 seen	 as	 the	

primary	mode	of	music’s	existence.	Cook	defines	the	ontological	repositioning	as	

music-as-performance	as	opposed	to	music-as-work	–	I	myself	would	still	be	in	a	

‘textualist	straitjacket’	were	it	not	for	such	a	conceptual	shift.	Cook	summarises	

that	to	think	of	music-as-performance	is	

	

…to	 focus	 on	 how	 meaning	 is	 created	 in	 real	 time	 —	 in	 the	 act	 of	

performing	 it,	 and	 equally	 in	 the	 act	 of	 hearing	 it,	whether	 live	 or	 on	 a	

recording.	 It’s	 to	 focus	 on	 the	 different	 meanings	 that	 result	 from	 the	

different	 ways	 that	 music	 is	 performed,	 or	 has	 been	 performed	 at	

different	 times	 and	 places,	 and	 on	 the	 relationships	 this	 involves	 or	

creates	 between	 performers,	 listeners,	 and	 the	 musical	 work	 as	 a	

tradition	 regulated	 –	 in	 the	 case	 of	 Western	 ‘art’	 music	 –	 by	

documentation.20	

	

Cook	 suggests	 that	 these	 real	 time	 negotiations	 of	 human	 relationships	 are	

‘choreographed’	by	the	score	as	a	‘script’	much	in	the	way	that	a	script	is	utilised	

in	 theatre,	 hence	 the	 conceptual	 shift	 emerging	 out	 of	 Performance	 Studies.21		

Directing	 the	search	 for	meaning	away	 from	the	 text	and	 into	 the	performance	
                                                
20	(Cook	2014,	6)	
21	One	at	this	point	might	draw	connections	between	the	emergence	of	
Performance	Studies	and	Barthes'	and	Foucault's	literary	theory	of	the	1960s.	
Though	the	former	is	clearly	indebted	to	the	later	and	many	synergies	are	ready	
for	the	making	(see	for	example	Auslander	2008),		it	can	be	more	hindrance	than	
help	to	theorise	music	as	a	branch	of	philology.	Indeed,	in	the	context	of	
literature	Dubravka	Ugresic	has	pithily	stated	that,	‘ideas	about	the	“death	of	the	
author”	might	still	sound	alluring	in	the	texts	of	Barthes	and	Foucault,	yet	the	
literary	context	in	which	they	were	born	has	long	been	aborted.	Our	time	is	
completely	different,	and	brutally	so.'	(Ugresic	2014,	189)		
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and	 performers	was	 the	 basis	 for	 Christopher	 Small’s	musicking	 thesis:	music	

should	be	understood	as	an	verb	rather	than	a	thing,	‘performance	does	not	exist	

in	 order	 to	 present	musical	works,	 but	 rather,	musical	works	 exist	 in	 order	 to	

give	performers	something	 to	perform.’22	Simon	Frith	also	argues	 that	music	 is	

inherently	a	social	process,23		and	in	the	words	of	Tia	DeNora,	the	meanings	and	

effect	 of	 music	 are	 ‘constructed	 and	 dependent	 upon	 how	 they	 are	

appropriated.’24	But	within	 such	music-as-performance	 paradigms,	 is	 using	 the	

score	 as	 a	 script	 a	 useful	 definition?	 Carl	 Dahlhaus’s	 problematic	 division	 of	

music	 in	the	nineteenth	century	 into	Beethoven’s	scores	as	 ‘texts’	and	Rossini’s	

scores	 as	 ‘recipes’25	suggests	 that	 it	 may	 all	 have	 been,	 to	 borrow	 Butt’s	

metaphor,	‘reinventing	the	wheel	that	had	temporarily	rolled	out	of	sight.’26	

	

De	 Assis’s	 recent	 work	 on	 the	 relationship	 between	 scores	 and	 their	

performances	 disassembles	 musical	 works	 as	 ‘highly	 elaborated	 semiotic	

artefacts’.	 For	 de	 Assis,	 musical	 ‘works’	 in	 the	 twentieth	 century	 ‘became	 a	

complex	 articulation	 of	 different	 types	 of	 data,	 information,	 and	 knowledge,	

retraceable	 in	 diverse	 material	 sources.’27	What	 de	 Assis	 is	 pointing	 to	 is	 that	

musical	works	have	 a	 genetic	makeup	of	 all	 the	 artefacts	 of	musicking	 such	as	

sketches,	 editions,	 instruments,	 discourses,	 practices	 and	 recordings.	 Citing	

research	into	Urtext	editions	as	an	example,	he	writes	that	‘a	score	is	less	a	fixed	

source	 than	 it	 is	 a	 multi-layered,	 historically	 constructed	 artefact.’28	With	 the	

score	no	 longer	 fixed	and	stable,	and	 the	performance	 ‘in	 its	essential	nature	–	

also	 dynamic	 and	 ever	 changing,’29	the	 relationship	 between	 the	 score	 and	

performance	 becomes	 a	 centrifugal	 rather	 than	 centripetal	 process.	 As	 John	

                                                
22	(Small	1998,	8) 
23	(Frith	1998,	250)	
24	(DeNora	2000,	125)	
25	(Dahlhaus	1989,	9)	A	recent	study	challenging	the	actual	existence	of	these	
concepts	has	been	made	by	scholars	who	‘came	of	age	in	the	late	twentieth	and	
early	twenty-first	centuries,	striving	to	wrest	free	from	such	ways	of	framing	
music-historical	issues.’	(Mathew	and	Walton	2013,	15)	
26	(Butt	2002,	44)	
27	(de	Assis	2014,	41)	
28	(de	Assis	et	al	2016b)	
29	(de	Assis	et	al	2016a)	
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Cuddon	 has	 described,	 a	 ‘centripetal	 force	 is	 regulatory,	 unifying,	 centralizing	

and	monologic.	By	contrast,	centrifugal	forces	push	the	elements	of	[music]	away	

from	the	centre	and	produce	multiplicity.’30	The	conceptualisation	of	the	score	as	

a	 dynamic	 artefact	 resonates	with	Cook’s	 suggestion	 to	 ‘unlock’	 the	 ‘archive	 of	

acoustical	 texts	 comparable	 in	 extent	 and	 significance	 to	 the	 notated	 texts	

around	which	musicology	 originally	 came	 into	 being.’31	Following	de	Assis	 and	

Cook,	I	have	in	this	study	conceptualised	the	score	as	being,	in	my	own	words,	a	

dynamic	artefact	that	has	or	develops	a	rich	performative	Wirkungsgeschichte.32		

	

De	 Assis’	 project	 was	 to	 replace	 the	 notion	 of	 interpretation	 with	 that	 of	

experimentation.	Perhaps	such	a	replacement	was	what	Haitink	was	looking	for	

when	 he	 said	 ‘this	 word	 “interpretation”	 should	 be	 forbidden…we	 have	 these	

wonderful	scores	and	what	we	have	to	do	is	make	sense	of	them.	Why	can't	we	

just	make	music?’33	The	issue	that	Haitink	raises	here	has	been	touched	upon	by	

Hermerén.	 Hermerén	 writes	 that	 to	 study	 ‘the	 conceptual	 geography	 of	

interpretation’	 is	 to	 study	 ‘concepts	 like	 meaning,	 understanding,	 intention,	

explanation,	 application,	 truth,	 correctness	 [and]	 value.’34	Dreyfus	 reports	 that	

the	word	interpretation	was	not	used	to	describe	the	performance	of	music	until	

the	1840s35,	and	that	it	wasn’t	until	1945	that	the	word	was	understood	equally	

across	 all	 languages	 and	 used	 without	 restriction;	 the	 usage	 of	 the	 word	 in	

                                                
30	(Cuddon,	Habib,	and	Birchwood	2013,	114,	115)	The	uses	of	the	words	
‘centrifugal’	and	‘centripetal’	were	adapted	from	physics	and	applied	to	literature	
by	Mikhail	Bakhtin	–	de	Assis	and	others	have	imported	the	words	into	
musicology.		
31	(Cook	2001,	21)	Such	were	the	aims	of	the	AHRC	Research	Centre	for	the	
History	and	Analysis	of	Recorded	Music	which	ran	from	2004-2009,	later	
changing	focus	to	study	live	performance	as	the	AHRC	Centre	for	Musical	
Performance	as	Creative	Practice.	
32	Wirkungsgeschichte	is	Gadamer’s	term	for	what	musicology	refers	to	as	
reception	history.	See	Messing	(2014,	xii)	
33	Quoted	in	Dammann	(2011).	The	comments	were	made	in	a	preconcert	talk	
broadcast.		
34	(Hermerén	1993,	10)	
35	The	Oxford	English	Dictionary	suggests	a	later	date	of	1880.	
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languages	 other	 than	 English	 is	 based	 on	 the	 English	 definition.36	Dreyfus	

observes	that	we	now	‘unthinkingly’	use	the	term	in	common	parlance	to	refer	to	

a	 ‘privileged	 performance	 of	 any	 music	 from	 the	 past.’ 37 	Admittedly	

interpretation	 is	 a	 deeply	 entrenched	 and	 problematic	 metaphor,	 though	 I	

cannot	 foresee	 it	 being	 replaced	 with	 another	 any	 time	 soon.	 The	 problem	 is	

thus:	 when	we	 apply	 the	 conceptual	 geography	 of	 interpretation	 to	music	 the	

result	 is	 criticism	 and	 hermeneutics,	 neither	 of	 which	 makes	 a	 sound.	 The	

following	section	briefly	outlines,	almost	by	way	of	a	caveat,	the	unique	nature	of	

the	interpretive	operations	of	performing	musicians.		

Making	music,	making	sense	and	performing	analysis	
	
	‘Philosophical	 aesthetics’,	 writes	 Matthew	 Kieran,	 ‘has	 been	 dominated	 by	

arguments	over	 the	nature	of	 our	 interpretive	engagement	with	 artworks.’38	In	

such	arguments	in	the	discourses	of	musicology,	there	is	an	ambiguity	as	to	how	

the	interpretive	operations	of	a	live	performing	musician	(so	called	performative	

interpretation)	may	be	similar	or	dissimilar	to	that	of	the	music	theorist,	analyst	

or	 hermeneuticist	 (so	 called	 critical	 interpretation).	 The	 distinction	 between	

performative	interpretation	and	critical	 interpretation	can	be	made	by	focusing	

on	the	net	result	of	any	 interpretive	operations.	When	a	musician	performs	the	

inscriptions	of	a	score	the	interpretive	operation	results	in	acoustic	sound,	what	

Haitink	called	‘making	music’;	when	a	critic	reads	the	inscriptions	of	a	score	the	

interpretive	 operation	 results	 in	 their	 writing	 or	 talking	 about	 the	 music,	

something	else	other	than	sound,	what	Haitink	deplored	as	‘sense	making’.	This	

distinction	does	not	mean	to	suggest	that	performing	musicians	never	engage	in	

critical	 interpretation,	 or	 that	 there	 are	 not	 traces	 of	 critical	 interpretation	

present	in	their	performances.39			

	

                                                
36 Howat	(1995,	3)	also	observes	that	other	languages	have	different	words	for	
what	we	call	the	score	in	English,	he	writes	that	‘words	like	partition	and	
Musiknoten	[define]	that	musical	scores	are	not	music	per	se.’		
37	(Dreyfus	2007,	253)	
38	(Kieran	1996,	239)	
39	For	example	see	‘The	conductor	and	the	theorist:	Furtwängler,	Schenker	and	
the	first	movement	of	Beethoven's	Ninth	Symphony’	(Cook	2005).	
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Critical	interpretation	in	conducting	is	a	common	and	diverse	practice.	Whether	

it	 be	 undertaking	 traditional	 analysis	 as	 part	 of	 the	 score-learning	 process,	 or	

using	 poetic	 imagery	 to	 elicit	 different	 responses	 from	 the	 musicians	 in	 a	

rehearsal,	 the	 conductor	 by	 virtue	 of	 the	 tasks	 assigned	 to	 them	 inhabits	 a	

uniquely	 critical	 role.	 Jerrold	 Levinson	 writes	 that	 ‘critical	 interpretation	

ascribes,	explains,	and	relates,	aiming	to	provide	an	account	of	a	work’s	 import	

and	functioning,	both	local	and	global.’40	An	example	of	the	way	a	conductor	may	

provide	an	account	of	a	work’s	local	functioning	is	the	way	they	may	use	poetic	

imagery	 in	 rehearsals.	 It	would	not	be	unusual	 for	a	 conductor	 to	describe	 the	

opening	 cello	 theme	 of	 Dvořák	 Symphony	 no.	 8	 as	 ‘smiling	 through	 tears’	 or	

suggest	that	the	C	sharp	of	the	opening	cello	theme	of	Beethoven	Symphony	no.	3	

is	 a	 ‘seed	 of	 doubt’.41	Such	 descriptions	 are	 heuristic	 devices	 designed	 to	

communicate	 to	 players	 a	 quality	 in	 a	 multifaceted	 context.	 	 Kramer	 would	

identify	 such	 conductor	 talk	 as	 ‘hermeneutical	 windows’	 –	 the	 space	 in	which	

‘the	discourse	of	our	understanding	can	pass’.42	A	crucial	point	of	clarification	is	

                                                
40	(Levinson	1993,	34)		
41	We	might	be	more	specific	and	say	that	the	usage	of	such	poetic	ideas	are	
uniquely	hermeneutical.	Major	critiques	of	musical	hermeneutics	have	come	
from	Taruskin	(2009,	330)	and		Scruton	(2014,	142-143).	The	problem	is	that	if	
hermeneutics	grew	up	around	the	written	word,	then	what	light	can	it	shed	on	
music,	which	is	what	Peter	Kivy	describes	as	‘syntax	without	semantics’?	Kivy	
suggests	that	‘music	must	defeat	linguistic	interpretation.’	(Kivy	1990).	Such	
complaint	against	musical	hermeneutics	as	Kramer	sees	it	is	based	on	the	claim	
that	music	is	ineffable,	and	that	‘talking	about	it	interpretively	is	really	no	
different	from	talking	about	it	formalistically.’	Kramer	sees	music’s	ineffability	as	
no	reason	not	to	examine	what	can	be	paraphrased.	He	writes:	‘our	emotional,	
sexual,	and	spiritual	experiences,	our	encounters	with	memory	and	desire,	our	
confrontations	with	history	and	mortality,	all	involve	more	than	we	can	ever	
hope	to	represent	or	articulate	fully,	but	for	that	very	reason	they	invite	us	to	do	
what	we	can.	Why	should	music	be	any	different?’	he	asks.	Amidst	this	
particularly	complicated	debate,	I	find	Kramer’s	position	on	the	issue	
particularly	helpful:	‘once	music	and	language	are	understood,	not	as	antitheses	
divided	by	the	lack	or	possessions	of	constative	power,	but	as	common	elements	
in	the	communicative	economy,	their	differences	become	practical,	not	radical.’	
(Kramer	2011,	13-14)		
42	(Kramer	1990,	6)	Kramer	specifically	cites	‘notes	to	the	score’	as	a	possible	
hermeneutic	window,	and	that	such	windows	can	be	the	‘sites	of	engagement	
through	which	the	interpreter	and	the	interpreted	animate	one	another.’(Kramer	
1995,	21)	
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needed	here	as	it	 is	the	fault	line	on	which	much	philosophical	confusion	about	

the	interpretation	of	music	lies.		I	can	imagine	no	scenario	where	a	conductor	or	

other	musician	might	 enter	 into	 a	 piece	 via	 such	 a	window	 assuming	 that	 the	

semantic	content	used	at	the	point	of	entry	is	what	the	composer	meant,	and	that	

their	 performance	will	make	 this	meaning	 clear	 for	 the	 audience	 to	 hear.	 The	

criteria	 for	 a	 successful	 interpretation	by	a	performing	musician	are	measured	

not	 in	 terms	 of	 elucidation	 or	 explanation,	 but	 the	 extent	 to	 which	 their	

performance	becomes	palpable	as	music.		

	

For	this	reason,	the	conditions	of	critical	 interpretation	are	often	said	not	to	be	

met	 by	 a	 performative	 interpretation.43	The	 issue	 here	 is	 not	 so	 much	 an	

inadequacy	of	performative	interpretation,	but	rather	that	critical	interpretation	

overinflates	 what	 it	 claims	 to	 be	 able	 to	 tell	 us	 about	 music.	 Roger	 Scruton,	

arguing	 in	 favour	of	 the	 confined	 limits	 to	which	 critical	 interpretation	 can	 lay	

claim,	writes:	 ‘if	music	has	meaning,	 then	that	meaning	must	be	understood	by	

the	 one	 who	 understands	 the	 music…	 If	 understanding	 music	 were	 like	

understanding	a	 language,	 then	musical	meaning	would	be	given	by	a	semantic	

interpretation.	 But	 the	 analogy	 with	 language	 is	 no	 more	 than	 an	 analogy.’44	

Though	performative	and	critical	interpretation	share	a	liminal	space,	their	goals	

in	 relation	 to	 the	 conceptual	 geography	 of	 interpretation	 differ:	 performative	

interpretation	does	not	make	‘sense’	as	critical	interpretation	aims	to.45	Recalling	

that	musical	meaning	is	made	in	real	time,	research	in	the	psychology	of	music	

by	Patrik	Juslin	and	Renee	Timmers	has	shown	that	the	way	in	which	performers	

shape	musical	material	can	have	direct	and	accurate	correlations	 to	 the	way	 in	

which	 listeners	 emotionally	 experience	 music.	 The	 ‘communicative	 system’46	

                                                
43	(Levinson	1993,	33)	
44	(Scruton	2009,	34)	Scruton	had	various	permutations	of	this	thesis,	such	as	‘a	
theory	of	musical	meaning	is	a	theory	of	what	we	understand	when	we	hear	with	
understanding.’	(Scruton	1993,	194)		
45	See	‘Is	there	a	semantics	for	music?’	(Harre	1993)	
46	A	communicative	system	is	radically	different	from	a	communicative	chain,	
within	a	communicative	system	the	agency	of	the	performer	is	involved	in	the	
creation	of	musical	meaning.	As	Rink	summarises,	‘we	are	regarding	the	
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between	performers	and	listeners	is	‘fairly	robust,	but	has	a	limited	information	

capacity,	ultimately	 leaving	 it	 to	 the	 listeners	 to	specify	 the	precise	meaning	of	

music.’47	Research	such	as	this	gives	context	to	Scruton’s	view	that	 ‘the	concept	

of	musical	 understanding	displaces	 that	 of	musical	meaning.’48	The	meaning	 of	

music	is	‘what	you	understand	when	you	understand	it.’49		

	

Conductors	may	also	engage	 in	critical	 interpretation	when	 they	study	a	score,	

but	 again,	 the	 aim	 of	 their	 performance	 is	 not	 to	 pass	 on	 their	 findings	 to	 the	

listener.	 John	Rink	has	shared	his	doubts	about	applying	 findings	 from	 ‘serious	

analysis’	to	performance:	he	writes	‘attempting	to	recast	the	findings	of	analysis	

into	 a	 performance	 mould	 seems	 to	 me	 not	 unlike	 translating	 a	 book	 into	

another	 language	 word-for-word,	 without	 regard	 to	 the	 second	 language’s	

particular	 idioms,	 inflections,	 grammar	 and	 syntax.	 A	 sentence	 or	 two	 might	

survive	such	a	process,	but	generally	 the	result	would	be	stilted,	contrived	and	

possibly	 nonsensical.’50	The	 problem	 is	 partly	 because	 of	 the	 narrow	 set	 of	

parameters	 that	critical	analysis	prescribes;	Rosen	observes	 that	 ‘most	musical	

analysis	 deals	 almost	 exclusively	with	 pitch.	 Rhythm	 gets	 a	 smaller	 amount	 of	

examination.	Tone	colour,	texture,	phrasing,	all	have	to	wait	patiently	in	line	for	a	

little	 attention.’51	The	 unsatisfactory	 relationship	 between	 critical	 analysis	 and	

performance	 was	 reviewed	 in	 the	 wake	 of	 musicology’s	 repositioning	 within	

Performance	 Studies,	 where	 ‘performer’s	 analysis’ 52 	emerged	 as	 a	 viable	

alternative	to	previous	‘page-to-stage’	approaches.		

	

The	 premise	 of	 performer’s	 analysis	 is	 that	 ‘you	 cannot	 develop	 your	 own	

interpretation	 by	 simply	 borrowing	 someone	 else’s	 analysis.’	 Mine	 Doğantan-

                                                                                                                                       
performer	as	a	creative	agent,	as	a	co-creator	rather	than	simply	a	transmitter	of	
what	the	composer	has	pre-ordained.’(Rink	and	Brown	2013)	
47	(Juslin	and	Timmers	2010,	482)	
48	(Scruton	2009,	34)	Italics	are	my	own.		
49	(Scruton	2014,	161)	
50	(Rink	1990,	320)	
51	(Rosen	2012,	32)	
52	For	a	summary	of	this	problematic	term	see	Rink	(2015);	for	an	overview	of	
the	area	see	Goodman	(2000,	16-33).	
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Dack	implores	the	performer	to	‘turn	to	herself’	for	matters	of	interpretation,	as	

‘a	 particular	 performer’s	 perspective…	 will	 involve	 many	 different	 kinds	 of	

assumptions,	 information,	 images	 and	 associations,	 which	 will	 contribute	 in	

unique	 ways	 to	 the	 formation	 of	 her	 performance	 interpretations,	 and	

performance	 signature.’53	Similarly,	 Rink’s	 interpretive	 	 ‘prism’	 	 demonstrates	

how	performative	 interpretation	can	be	understood	as	a	process	of	 ‘refraction’.	

Genre,	 performing	 history,	 notational	 idiosyncrasies,	 compositional	 style,	

structure	 as	 ‘shape’	 and	 physicality	 are	 all	 ‘filtered’	 through	 the	 ‘performer’s	

artistic	prerogatives’	to	reach	a	‘performance	conception.’	Rink	observes	that	‘the	

process	of	refraction…	leads	to	a	performance	in	which	the	performer	can	at	last	

believe:	 one	 reflecting	 personal	 conviction	 and	 individual	 choice,	 at	 the	 same	

time	 demonstrating	 historical	 and	 analytical	 awareness	 and	 a	 given	

“programming”	(both	physical	and	psychological).’54	

	
Even	with	 such	 compelling	 and	 germane	 definitions	 of	musical	 interpretation,	

notions	 of	 ‘critical’	 interpretation	 push	 against	 any	 model	 which	 is	 liberally	

defined	 and	 centrifugally	 orientated.	 In	 some	 cases	 this	 tension	 is	 perhaps	 a	

welcome	 regulatory	 influence,	 a	means	 by	which	 the	 art	 form	 is	 preserved.55	I	

feel	 that	 the	 overwhelming	 sense	 is,	 as	 a	 musician	 reported	 to	 Schwab,	 that	

‘we’ve	greatly	lost	affectivity	in	the	last	two	hundred	years	due	to	the	excessive	

way	 of	 narrowing	 classical	 music	 down	 to	 the	 final	 text	 and	 the	 final	

performance	and	the	 final	recording	–	we’ve	reduced	all	 these	possibilities	and	

we’re	not	entering	the	sphere	of	the	affect.’56	It	is	illogical	to	hold	different	modes	

of	interpretation	accountable	to	the	means	by	which	the	other	preserves	itself.		

	

                                                
53	(Doğantan-Dack	2008,	303)	The	performer’s	analysis	that	is	used	throughout	
this	study	is	discussed	in	chapter	two.	
54	(Rink	2004)48	
55	Rosen	writes	that	‘any	canon	of	works	or	laws	that	forms	the	basis	of	a	culture	
or	a	society	is	subject	to	continuous	reinterpretation	and	to	change,	
enlargements,	and	contractions,	but	to	be	effective	it	is	evident	that	it	must	
retain	a	sense	of	identify	–	it	must,	in	fact,	resist	change	and	reinterpretation	and	
yield	to	them	reluctantly	and	with	difficulty.’(Rosen	2012,	18)	
56	(Schwab	2014a,	115)	
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Singularism,	multiplism	and	the	composer’s	intentions	
	
Arguments	 in	 the	 literature	 of	 philosophical	 aesthetics	 pit	 singularists	

(sometimes	 called	monists)	 against	 multiplists	 (sometimes	 called	 pluralists).57		

Interpretive		multiplism	is	a	centrifugal	process,	it	 ‘asserts	that	if	there	is	a	way	

to	get	an	artwork	right	then	there	are	many	ways.’	Interpretive		singularism	is	a	

centripetal	 process,	 it	 asserts	 that	 ‘every	 artwork	 is	 susceptible	 to	 a	 single	

correct,	complete	interpretation.’58	I	am	a	multiplist	and	I	seek	to	defetishize	the	

ideal	performance.	I	maintain,	like	Cook,	that	‘the	experience	of	live	or	recorded	

performance	 is	a	primary	 form	of	music’s	existence,	not	 just	 the	reflection	of	a	

notated	text.’59		Having	acknowledged	the	problems	of	doing	so	 in	the	previous	

sections,	 I	 shall	 from	 this	 point	 on	 be	 using	 the	 word	 ‘interpretation’	 as	

synonymous	with	‘performance’.	

	
	
Multiplist	views	in	music	are	widely	held:	for	example	in	his	article	‘The	Multiple	

Interpretability	of	Musical	Works’,	Stephen	Davies	describes	that	it	is	a	‘custom’	

to	assume	there	is	no	single	correct	 ‘interpretation	in	performance…	of	musical	

works	 specified	 by	 scores.’	60	Similarly,	Michael	Krausz	writes:	 ‘works	 of	music	

                                                
57	See	for	example	‘Cultural	Practices	and	the	Ideals	of	Interpretation:	
Singularism	and	Multiplism’	in	Krausz	(1993b).	Indeed,	in	a	philosophical	sense	
the	divisions	can	extend	further:	‘certain	thinkers	associate	realism	with	
singularism,	and	constructivism	with	multiplism.’	(Krausz	2002).	The	divisions	
are	historical,	in	that	from	the	beginning	hermeneutics	was	either	concerned	
with	‘spiritual’	interpretations	of	biblical	sources,	or	‘positivist’	interpretations	of	
legal	sources,	see	Hirsch	(1976,	20-22).	Other	similar	divisions	are	Dionysian	
(subjective)	and	Apollonian	(objective).		At	the	end	of	the	nineteenth	century	
Anton	Rubinstein	asked	‘I	hear	so	much	about	the	subjective	and	objective	in	
interpretation,	which	is	the	better?’	Rubinstein	went	on	to	say:	‘I	am	wholly	at	a	
loss	to	understand	what	is	meant	by	the	objective	in	interpretation.	Every	
interpretation,	if	it	is	made	by	a	person	and	not	by	a	machine,	is	eo	ipso,	
subjective.	To	do	justice	to	the	object	(i.e.	the	composition)	is	the	law	and	duty	of	
every	interpreter,	but	of	course	each	one	in	his	own	way,	i.e.	subjectively.’	
(Rubinstein	and	Morgan	1892,	85).	
58	(Davies	et	al.	2009,	211)	
59	(Cook	2013a,	1)	
60	(Davies	2003,	245)	Davies	identifies	that	this	custom	applies	to	five	categories	
of	interpretation;	notational,	editorial,	performative,	work-descriptive	and	
performance	descriptive.	
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characteristically	admit	of	a	multiplicity	of	ideally	admissible	interpretations	and	

those	 who	 require	 that	 there	 must	 be	 a	 single	 right	 interpretation	 of	 musical	

scores	 as	 classically	 construed	 will	 do	 violence	 to	 musical	 interpretive		

practice.’61	The	 violence	 that	Krausz	 speaks	of	 is	 the	way	 in	which	 singularism	

struggles	 to	 account	 for	 human	 agency:	 singularist	 views	 are,	 by	 their	 very	

nature,	 incompatible	with	the	sui	generis	ideals	of	music	performance.	Kramer’s	

somewhat	modified	concept	of	multiplism	 is	 ‘open	 interpretation’.	For	Kramer,	

open	 interpretation	 ‘treats	 the	 object	 of	 interpretation	 more	 as	 event	 than	 as	

structure	and	always	as	the	performance	of	a	human	subject,	not	as	a	fixed	form	

independent	 of	 concrete	 human	 agency.’62	Between	 the	 range	 of	 possible	

definitions	of	describing	how	we	have	‘become	much	more	used	to	the	idea	that	

the	 same	 music	 can	 be	 played	 in	 different	 ways,’63	I	 have	 adopted	 ‘multiple	

interpretability’,	the	terminology	of	Stephen	Davies.		

	

Rosen	 often	 playfully	 elided	 ideas	 of	 lawfulness	 with	 interpretation	 in	 pithy	

statements,	such	as	‘it	is	not	illegal	to	play	a	piece	of	music	at	the	wrong	tempo.	

We	risk	neither	a	jail	sentence	not	even	a	fine.’64	Or	similarly,		‘it	is	not	illegal	to	

interpret	a	work	of	music	against	the	express	intentions	of	the	composer.	No	jail	

sentence	 is	 imposed	 for	 playing	 a	 piece	 wrong.’65		 The	 way	 in	 which	 Rosen	

brushes	with	the	law	here	is	not	uncommon:	for	example,	throughout	his	‘Sketch	

of	 a	New	Aesthetic	 of	Music’	 Ferruccio	Busoni	 also	makes	 regular	 reference	 to	

‘lawgivers’.	 From	his	 perspective	 in	 1907	Busoni	 presents	music	 as	 a	 ‘child’	 in	

comparison	 to	 architecture,	 sculpture,	 poetry	 and	 painting;	 he	 remarks	 in	

frustration	that	the	 ‘classics’	and	‘hallowed	traditions’	had	already	been	spoken	

about	for	a	long	time.	Busoni	speaks	of	music’s	freedom,	that	it	‘floats	on	air’,	and	

that	 notation	 is	 ‘primarily	 an	 ingenious	 expedient	 for	 catching	 an	 inspiration,	

with	the	purpose	of	exploiting	it	later.’	Busoni	goes	on	to	write	that	‘notation	is	to	

improvisation	 as	 the	 portrait	 to	 the	 living	 model.	 It	 is	 for	 the	 interpreter	 to	

                                                
61	(Krausz	1993a,	75)	
62	(Kramer	2011,	2)	
63	(Cook	2013a,	131)	
64	(Rosen	2002,	43)	
65		(Rosen	1998,	66)	



Chapter	one:	the	ethos	of	multiple	interpretability	
	

Singularism,	multiplism	and	the	composer’s	intentions	
	

	

35	

resolve	 the	 rigidity	 of	 the	 signs	 into	 the	 primitive	 emotion.’66	The	 following	

quotation	 from	 Busoni’s	 remarkable	 manifesto	 makes	 the	 point	 that	 to	 avoid	

uncreative	repetition	one	must	avoid	the	application	of	rules:	

	

The	creative	artist	must	never	blindly	accept	an	established	 law	or	rule.	

Instead,	from	the	outset,	they	must	regard	their	own	work	as	an	exception	

and	 find	 and	 formulate	 a	 rule	 that	 corresponds	 to	 their	 own	 individual	

case	–	and	then,	after	they’ve	applied	it	once,	destroy	it,	to	avoid	lapsing	

into	 repetition	with	 their	next	work.	The	 creative	 artist	 has	 to	make	up	

the	 rules	 –	 not	 follow	 them.	 The	moment	 someone	 follows	 ready	made	

rules,	they	cease	to	be	creative.67	

	

Who	 were	 the	 lawmakers	 and	 rule	 makers	 that	 Busoni	 and	 Rosen	 refer	 to?	

Without	delving	into	all	manner	of	permutations	that	grow	from	the	vast	array	of	

historical	 contingencies,	 the	 ahistorical	 answer	 is	 not	 so	 much	 a	 person,	 but	

rather	 a	 regulatory	 concept.	 Much	 like	 the	 way	 that	 Goehr	 showed	 the	

emergence	 of	 the	 work	 concept	 to	 be	 regulative	 and	 opaquely	 entrenched	 in	

musical	practice,68	so	too	was	the	concept	of	deference.	The	way	music	ought	to	

go	 was	 any	 way	 other	 than	 that	 which	 the	 performer	 felt	 it	 themselves.	

Deference	by	definition	requires	one	to	submit,	respect	or	yield	to	the	wishes	of	

another.	The	most	common	‘other’	is	the	composer	and	their	intentions,69	and	in	

the	 absence	 of	 the	 composer,	 their	 intentions	 are	 often	 ‘enforced’	 by	 external	

authorities.	Dreyfus	summarises	many	examples	of	these	enforcement	agencies,	

such	 as	 teachers	 and	 music	 directors,	 superior	 older	 musicians,	 performers’	

traditions,	‘musicological	rectitude’	and	musical	structure	as	defined	by	critics.70	

Daniel	 Leech-Wilkinson	 expands	 this	 list	 of	 ‘performance	 police’	 to	 include	

                                                
66	(Busoni	1911,	3,	4,	15)	
67	(Busoni	1911,	22)	Translation	by	Pamela	Johnston	
68	(Goehr	1992)	Particularly	section	four,	‘The	Central	Claim’	
69	Butt	writes	that	‘for	many	performers	throughout	the	twentieth	century	it	has	
been	self-evident	that	one’s	foremost	priority	in	the	theory	and	practice	of	
performance	should	be	to	follow	the	composer’s	intentions.’	(Butt	2002,	74)		
70	(Dreyfus	2007,	254)	
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bloggers	 and	 potential	 employers.	71	When	 Rosen	wrote	 that	 it	 is	 not	 illegal	 to	

perform	 against	 the	 intentions	 of	 the	 composer	 he	 was,	 I	 presume,	 being	

provocative.	Deferring	 to	 the	 intentions	 of	 the	 composer	 is	 not	 irrelevant,	 it	 is	

just	by	no	means	the	only	important	part	of	interpretation.		The	commonly	cited	

problem	 with	 playing	 a	 piece	 the	 way	 a	 composer	 intended	 is	 that,	 as	 Leon	

Botstein	 has	 said,	 ‘intention	 is	 no	 stable	 thing.’72	What	 Botstein	 means	 is	 that	

composers	 didn’t	 always	 have	 one	 express	 wish	 for	 how	 they	 wanted	 their	

compositions	to	be	performed,	and	that	very	few	composers	have	a	finite	end	to	

their	compositional	process.			

	

Just	 as	 interpretation	 can	 be	 centrifugally	 orientated,	 so	 too	 can	 the	 way	 we	

conceive	of	the	composer’s	intentions.	Butt	raises	the	following	subtle	point:	

	
…	it	is	important	to	appreciate	the	latent	intentionality	in	music	as	an	art	

to	be	performed,	something	that	can	be	distinguished	from	the	more	local	

concept	 of	 ‘the	 composer’s	 intentions’.	 Just	 as	 our	 interest	 in	 art	per	se	

rests	 on	 our	 understanding	 that	 it	 is	 intentionally	 created	 as	 art	

(otherwise	 it	 would	 be	 of	 the	 same	 status	 as	 an	 object	 in	 nature),	 our	

interest	 in	 pieces	 of	 music	 should	 be	 directed	 towards	 the	 human	

subjectivity	 involved	 in	 their	 creation	 and,	 particularly,	 in	 the	

intentionality	towards	(and	occasioned	by)	performance.	

	
Butt	 remarks	 that	 the	 ‘evaluation	 of	 intentional	 factors	 should	 itself	 be	 an	

aesthetic	 one.’	 The	 subjective	 choice	 of	 performers	 is	 constrained	 within	 a	

relatively	 limited	 range,	 though	 ‘studying	 both	 the	 historical	 context	 and	 the	

methods	 of	 performance	 widens	 the	 field	 from	 which	 aesthetic	 choice	 and	

evaluation	 can	be	made.’	Butt’s	 thinking	here	 is	 of	music	 as	 action	 rather	 than	

object.	 He	 suggests	 that	 the	 ultimate	 value	 of	 studying	 intention	 is	 not	

necessarily	about	right	or	wrong,	but	how	we	can	draw	‘inexhaustible	meaning	

and	 experience’	 from	 the	 way	 in	 which	 performance	 ‘relates	 to	 the	 world	 in	

                                                
71	(Leech-Wilkinson	2012,	para	3.3)	
72	(Botstein	2010)	
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which	it	first	sounded	and	that	in	which	it	continues	to	sound.’73	In	summary,	the	

site	 of	 performance	 can	 be	 instructive	 to	 understanding	 the	 intentions	 of	 the	

composer.	

	

Within	 the	 emphasis	 on	 music-as-performance,	 I	 posit	 that	 there	 is	 a	

fundamental	 but	 submerged	 pressure	 that	 antagonizes	 the	multiplist	 position.	

Were	 it	 not	 for	 my	 own	 studying	 of	 conducting	 I	 am	 unsure	 as	 to	 whether	 I	

would	have	arrived	at	a	multiplist	view	of	performance.	In	my	development	as	an	

instrumentalist	I	often	walked	off	the	concert	platform	with	inner	voices	making	

me	 deeply	 aware	 of	what	was	 lacking	 in	 the	 performance.	When	 training	 as	 a	

conservatoire	musician	 it	 is	easy	 to	place	 too	much	emphasis	on	 just	how	final	

the	 final	 recital	 is.	Whether	 it	was	missed	notes,	 passages	marred	by	 a	 lack	 of	

clarity,	 or	 not	 quite	 finding	 an	 atmospheric	 sound,	 I	 always	 began	 practising	

again	in	the	hope	that	the	next	performance	I	gave	was	going	to	be	more	ideal,	

and	I	mean	ideal	in	the	problematic	and	loaded	sense.	I	have	come	to	find	making	

music	 through	 the	 technique	 of	 conducting	 to	 be	 very	 different	 to	 interfacing	

with	a	physical	instrument.	The	principal	difference	is	that	as	an	instrumentalist	

I	 am	 always	 aware	 of	my	 own	 technical	 limitations	 and	 their	 extension,	 in	 an	

almost	indescribable	way,	to	being	biological	and	corporeal.		

	

A	deep	awareness	of	what	is	inadequate	in	one’s	playing	is	probably	common	to	

most	 if	 not	 all	 professional	musicians:	 training	as	 a	professional	musician	 is	of	

course	 hugely	 competitive	 and	 were	 it	 not	 for	 constant	 evaluations	 of	 one’s	

playing	 ‘making	 the	cut’	would	 likely	 remain	only	a	dream	 for	many.	However,	

there	 is	 a	 fine	 line	 between	 the	 ‘self-talk’	 of	 a	 performer	 being	 helpful	 or	

destructive.	 As	 a	 conductor	 I	 experience	 fewer	 inner	 voices	 than	 I	 do	 as	 an	

instrumentalist.	The	voices	 are	 less	overtly	 self-critical	 and	are	always	 focused	

away	from	myself,	often	at	the	musicians	and	composers	to	whom	I	am	trying	to	

be	 of	 use.	 Performance	 and	 by	 implication	 interpretation	 seems	 to	 me	 to	 be	

                                                
73	(Butt	2002,	94,	95)	



Chapter	one:	the	ethos	of	multiple	interpretability	
	

The	rise	of	the	conductor	as	an	interpreter	
	

	

38	

existentially	different	between	conductors	and	 instrumentalists,	 indeed	 it	must	

be:	as	the	adage	goes,	conductors	don’t	even	make	a	sound.74		

The	rise	of	the	conductor	as	an	interpreter		
 
The	nineteenth	century	saw	the	invention	of	the	conductor	and,	for	many,	their	

eventual	 rise	 to	 dominance.	 It	 all	 started	 with	 Beethoven:	 the	 unprecedented	

technical	 complexities	 and	 musical	 vocabulary	 of	 his	 music	 demanded	 a	 new	

method	 of	 musical	 leadership.	 Ludwig	 Spohr’s	 often-quoted	 description75	of	

Beethoven’s	 conducting	 gives	 the	 impression	 that	 he	 was	 far	 from	 the	 stick	

wielding,	 painterly	 type	 of	 conductor,	 but	 it	 does	 portray	 Beethoven’s	will	 to	

expressively	 shape	 sound	 with	 physical	 movements	 according	 to	 an	 inner	

vision.76	There	 are	 a	 number	 of	 anecdotes	 about	 how	 Beethoven	 shaped	 his	

performances	 more	 generally.	 Ignaz	 Von	 Seyfried	 commented	 that	 as	 a	

conductor	 Beethoven	 was	 ‘very	 particular	 about	 expression,	 the	 delicate	

nuances,	the	equable	distribution	of	light	and	shade	as	well	as	an	effective	tempo	

rubato,	and	without	displaying	vexation	would	discuss	them	with	the	individual	

players.’	The	unreliable	Schindler	also	speaks	of	Beethoven’s	flexibility	of	tempo;	

he	said	‘it	is	equally	well	known	that	in	orchestral	performances	the	greatest	and	

most	unexpected	effects	can	be	produced	by	even	slight	variations	of	tempo.’	77	It	

is	 because	 of	 his	will	 to	 shape	sound	 that	 we	 credit	 Beethoven	 with	 being	 the	

prototypical	 conductor.	 His	 music	 too,	 particularly	 the	 symphonies,	 gave	 the	

impression	to	the	musicians	and	audiences	of	his	time	that	there	was	something	

                                                
74	The	issues	raised	in	this	paragraph	and	the	previous	paragraph	are	areas	I	
wish	to	explore	in	future	research.		
75	See	Spark	(1909,	60)	
76	The	German	composer	and	writer	Reichardt	reported	that	the	rehearsals	for	
the	1808	concert	which	included	the	premiere	of	the	Fifth	Symphony	were	never	
fully	attended,	that	the	music	was	‘filled	with	the	greatest	difficulties’	and	that	
Beethoven	‘vexed	our	patience	in	the	highest	degree’(Thayer	et	al.	1964,	446)	as	
the	conductor.	Beethoven	wrote	to	the	publishers	shortly	after	the	concert	
saying	that	‘the	musicians	were	particularly	angry	because	when	a	blunder	was	
made	through	carelessness	in	the	simplest,	plainest	place	in	the	world,	I	stopped	
them	suddenly	and	loudly	called	out	“once	again”	–	such	a	thing	had	never	
happened	to	them	before.	The	public	showed	its	enjoyment	of	this.’	(Thayer	et	al.	
1964,	448-449)	
77		(Schonberg	1967,	60,	62)	
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‘beyond	 the	 notes’	 which	 needed	 to	 be	 ‘deciphered	 with	 “exegetical”	

interpretations.’78	It	 was	 here	 that	 Hoffman’s	 famous	 review	 of	 the	 Fifth	

Symphony79	gained	 traction,	 and	as	discussed	 in	previous	 sections,	 the	musical	

work	was	written	and	spoken	into	existence.		

	

So	 influential	 was	 Beethoven’s	 music	 and	 music	 making	 that	 we	 can	 plot	 a	

narrative	 through	 the	 nineteenth	 century	 based	 on	 his	 reception.	 Berlioz	 and	

Liszt	 were	 the	 first	 to	 have	 diverging	 opinions	 of	 what	 constituted	 acceptable	

limits	 of	 ‘interpretation’	 in	 Beethoven’s	 music.	 	 Liszt	 was	 tempted	 by	 the	

metaphorical	 criticism	 of	 the	 time	 to	 ‘go	 well	 beyond	 the	 composer’s	 text	 in	

order	 to	 “bring	 into	 being”	 the	 wonders	 sealed	 therein.’ 80 	Liszt’s	 1830	

performance	 of	 the	 ‘Moonlight’	 Sonata	 with	 added	 trills,	 tremolos	 and	

‘impassioned	 chords’	 horrified	 Berlioz,	who	 in	 his	 comprehensive	 study	 of	 the	

Beethoven	 symphonies,	 although	 full	 of	 poetic	 descriptions,	 wrote	 that	

Beethoven	had	no	 external	 inspiration	 for	 the	Fifth.	 In	 an	 essay	on	 conducting	

Berlioz	 states	 that	 the	 conductor	 must	 ‘conduct	 in	 the	 spirit	 of	 the	 author’s	

intentions…	 If	 he	 has	 not	 had	 the	 opportunity	 of	 receiving	 his	 instructions	

directly	from	the	composer,	or	if	the	times	have	not	been	transmitted	to	him	by	

tradition,	he	must	have	recourse	to	the	indications	of	the	metronome,	and	study	

them	 well…	 I	 do	 not	 mean	 to	 say	 by	 this	 that	 it	 is	 necessary	 to	 imitate	 the	

mathematical	 regularity	 of	 the	 metronome,	 all	 music	 so	 performed	 would	

become	of	freezing	stiffness.’81		

	

Berlioz’s	 views	 on	 conducting	were	 also	 shared	 by	Mendelssohn,	 and	 together	

they	are	acknowledged	as	being	a	‘school’	of	conducting	that	saw	the	role	of	the	

conductor	 in	 terms	 of	 recreating	 the	 composer’s	 vision.	 	Wagner	 on	 the	 other	

hand,	saw	the	role	of	the	conductor	as	a	creative	one.	His	treatise	on	conducting	
                                                
78	(Dahlhaus	1989,	9)	
79	Hoffman	famously	wrote	that	‘music	is	the	most	romantic	of	all	the	arts’	and	
that	‘only	instrumental	music,	which	scorns	all	assistance	from	the	combination	
with	other	art,	can	express	with	purity	music’s	peculiar	nature.’	Beethoven	and	
Forbes	(1971,	151)	
80	(Stanley	2000,	262)	
81	(Berlioz	2013,	245-246)	
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stresses	that	it	was	Beethoven’s	music	that	gave	rise	to	the	need	of	a	conductor	

who	 embodied	 the	 music	 so	 deeply	 that	 they	 became	 a	 co-creator	 with	 the	

composer.	Wagner	wanted	to	open	up	a	new	skill	in	conducting	like	Liszt	had	at	

the	piano,	he	was	trying	to	open	a	place	for	interpretation	rather	than	the	use	of	a	

score.	 Wagner	 based	 his	 idea	 of	 interpretation	 on	 melos,	 ‘the	 perception	 of	

melody	 as	 expressive	 song,	 executed	 with	 intuitively	 felt	 ‘continuous’	 and	

‘imperceptible’	tempo	modification.’82		

	

And	so	with	Wagner,	the	prototype	of	the	conductor	that	was	Beethoven	came	to	

fruition.	 The	Wagnerian	 school	was	 handed	 down	 through	Bülow,	Nikisch	 and	

Mahler	 to	 Furtwängler. 83 	Within	 the	 Wagnerian	 school	 ‘each	 subsequent	

generation	 re-interpreted	 Beethoven	 in	 order	 to	 realise	 his	 universal	 and	

essential	 power.’84	The	 school	 of	 Berlioz	 and	 Mendelssohn	 was	 handed	 down	

through	Muck,	Strauss	and	Weingartner	to	the	hands	of	Toscanini,	who	with	his	

watchwords	 of	 ‘honouring	 the	 composer’s	 intentions’	 separated	 his	 recordings	

from	 those	 of	 others	 in	 a	way	 that	 foreshadowed	 the	marketing	 tactics	 of	 	 the	

historically	informed	practitioners.	In	an	interview	the	prolific	conductor	Roger	

Norrington,	a	practitioner	of	historically	informed	performance	(HIP),	stated	that	

‘one	of	 the	problems	with	 the	 romantic	 conductor	 is	 that	 they	were	constantly	

searching	for	the	new.	Once	you	have	the	right	speed	to	play	Beethoven,	the	right	

number	of	players,	why	change	it?’85		

	

Such	 a	 statement	 by	 Norrington	 is	 what	 fuelled	 the	 once	 lively	 debate	 that	

surrounded	the	HIP	movement.	Norrington’s	declaration	is	that	of	a	singularist:	

he	claims	not	only	that	there	is	an	ideal	way	of	performing	Beethoven,	but	that	it	

can	 be	 recovered,	 restored	 and	 reproduced.	His	 position	 is	 contested	 by	 those	

who	believe	his	use	of	 evidence	 is	 selective:	 for	 example,	 his	 recordings	of	 the	

                                                
82	(Bowen	1993,	86-88)	
83	Furtwängler’s	death	in	1954	is	considered	by	some	as	the	end	of	the	era,	
others	maintain	the	Klemperer	who	died	in	1973	kept	the	romantic	tradition	of	
conducting	alive.	(Schonberg	1967,	317)	
84	(Botstein	2003,	184)	
85	(Service	2013)	
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Beethoven	 symphonies86	adhere	 to	 Beethoven’s	 metronome	 markings	 despite	

the	 accuracy	 of	 the	 markings	 being	 widely	 disputed.87	Indeed,	 it	 is	 tempo,	

perhaps	more	 than	any	other	element	of	music,	 that	brings	about	at	 least	on	a	

global	 level	 the	greatest	 interpretive	differences	between	one	performance	and	

another.	As	David	Epstein	has	described,	‘tempo	exerts	one	of	the	most	powerful	

controls	 in	 music,	 affecting	 everything	 that	 will	 occur	 in	 the	 performance	 –	

indeed,	 in	a	performer’s	conception	–	of	a	work.	It	 is	virtually	a	master	control,	

for	 through	the	pacing	of	a	performance	(i.e.	 its	 tempo)	all	details	of	 the	music	

are	unfolded	in	the	critical	dimension	of	real	time.’88		

	

José	 Bowen’s	 study	 from	 1996	 of	 the	 recorded	 archive	 of	 Beethoven’s	 Fifth	

Symphony	confirmed	a	commonly	held	suspicion	at	 that	 time:	performances	of	

the	symphony	were	getting	faster.89	If	we	take	Bowen’s	findings	to	be	indicative	

of	a	larger	trend	we	justify	speculating	as	to	why	music	may	now	be	performed	

faster	 than	 it	 once	 was.	 Botstein	 remarks	 that	 with	 the	 advent	 of	 recording	

technology	 ‘musical	 literacy…	 transferred	 from	 text	 to	 recording.’90	What	

Botstein	is	alluding	to	is	that	prior	to	recordings,	conductors	would	learn	scores	

from	an	 audiolisation	 of	 the	 score	 in	 the	 inner-ear,	 often	 aided	 and	 formed	by	

playing	 the	 orchestral	 score	 at	 the	 piano,	 and	 in	 the	 case	 of	 Beethoven’s	 Fifth,	

perhaps	 with	 less	 virtuosity	 than	 Beethoven	 did	 himself.	 With	 recordings,	

conductors	were	 offered	 a	 new	way	 to	 study	 the	music	without	 any	 technical	

hindrances;	it	is	conceivable	therefore	that	faster	tempi	arose	as	a	result.	This	is	

of	course	all	just	speculation,	and	indeed	the	advent	of	recordings	did	not	bring	

an	end	to	conductors	using	their	inner	ear	to	learn	scores.	Schuller	believes	that	

the	 changing	 performance	 conventions	 in	 the	 age	 of	 recording	 are	more	 to	 do	

with	 conductors	 ‘battling	 it	 out	 on	 the	 fiercely	 competitive	 recording	market…	

                                                
86	(Beethoven	and	Norrington	1990)	
87	See	Brown	(1991).	Beethoven’s	metronome	marks	have	caused	disputes	for	a	
considerable	time:	for	example	Schnabel	launched	a	‘verbal	attack’	on	Rudolf	
Kolisch’s	idea	that	there	were	‘types’	of	Beethoven’s	metronome	marks	in	1943.	
(Wolff	1972,	17)	
88	(Epstein	1995,	97)	
89	(Bowen	1996)	See	also	Arter	(2011)	
90	(Botstein	1997,	10)	
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[They]	have	now	learned	that	they	will	stand	out,	will	be	reviewed	and	discussed	

more	readily,	and	will	thus	attract	more	attention	the	more	they	can	interpret	a	

work	 differently	 from	 the	 several	 dozen	 recordings…	 already	 in	 the	 market	

place.’91			

	

Schuller’s	remarks	are	more	than	plausible,	and	they	raise	the	wider	issue	of	the	

professionalisation	of	conducting.	For	all	we	talk	of	the	composer’s	intentions,	it	

is	almost	alarming	that	we	seldom	talk	of	the	influence	that	professionalisation	

has	had	on	the	interpretive	practices	of	conductors:	as	Botstein	has	said,	‘putting	

a	 piece	 of	 music	 on	 the	 stage	 is	 always	 about	 intention	 of	 the	 interpreter.’92	

Nikisch	was	the	first	conductor	who	made	a	living	solely	from	conducting.	Before	

Nikisch	conductors	were	performers,	teachers,	composers,	copyists	–	peripatetic	

musicians	 in	 every	 sense.	 	Nikisch	was	 ‘the	 idol	 of	 his	 day,	 the	 conductor	who	

was	to	his	generation	what	Toscanini	and	Furtwängler	were	to	the	period	after	

World	War	I.’93	When	we	listen	to	his	recordings	we	are	listening	to	a	musician	

born	 in	 the	 middle	 of	 the	 nineteenth	 century.	 Accounts	 suggest	 he	 had	 an	

extraordinary	 baton	 technique:	 he	was	 probably	 the	 first	 to	 use	 the	wrist	 and	

fingers	to	guide	the	baton,	rather	than	the	arm	and	wrist.	Furtwängler,	Toscanini	

and	Strauss	were	greatly	fond	of	his	conducting;	his	ability	to	make	the	orchestra	

sing	 (presumably	 from	his	 legato	beat)	and	balance	 the	sound	of	 the	orchestra	

was	commended.	Interpretively	Nikisch	described	himself	as	a	re-creator	of	the	

music	he	was	conducting	–	in	this	way	he	connects	himself	to	Wagner	and	Liszt.	

The	 accounts	 of	 him	 never	 conducting	 the	 same	 piece	 the	 same	 way	 twice	 is	

evidence	of	his	multiplist	approach	to	interpretation.	

	

Most	 important	 for	 us	 to	 understand	 about	 Nikisch	 are	 the	 contemporary	
accounts	of	his	charisma	as	a	conductor.	Botstein	remarks	 in	a	cautionary	tone	
that	Nikisch-style	charisma	was	 to	 later	become	a	 ‘trapping’	 for	conductors;	he	

writes	that	once	the	 ‘conductor	had	been	anointed	 in	the	public	 imagination	as	

                                                
91	(Schuller	1997,	21)	
92	(Botstein	2010)	
93	(Schonberg	1967,	206)	
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the	 overriding	 source	 of	 a	 great	 performance…	 [they	 were]	 bound	 to	 fail.’	 No	

conductor	 can	 be	 an	 all-encompassing	 source	 of	 inspiration	 and	 be	 more	
knowledgeable	 than	 all	 the	 players	 they	 conduct.	 To	 keep	 up	 the	 charade	
Botstein	 suggests	 that	 ‘[t]he	 modern	 professional	 conductor	 ends	 up	 either	

faking	 or	 criticizing	 musicians	 unreasonably,	 creating	 a	 disastrous	 morale.’	94	
Botstein	 perhaps	 forces	 his	 point	 here,	 but	 the	 literature	 that	 emerged	 in	 the	
1990s	about	 low	 job	satisfaction	among	orchestral	musicians	does	corroborate	

his	position.95	Botstein’s	summary	of	the	situation	deserves	quoting	at	length:	

	

Perhaps	as	a	result	of	access	to	a	staggering	diversity	of	recordings	and	a	

sophistication	 regarding	 interpretation	 and	 texts,	 musicians	 no	 longer	

accept	 the	 rhetoric	 and	 ideology	 of	 ‘the	 one	 and	 only	 correct	 way’	 to	

perform	a	work…	A	conductor	needs	today	to	be	respected	as	a	musician	

beyond	conducting	because	a	mood	of	collaboration	in	rehearsal	toward	

fashioning	 an	 interpretation	 must	 be	 generated.	 One	 cannot	 rely	 any	

longer	on	an	outdated	and	reductive	notion	of	truth-telling,	or	its	dubious	

descendants	 visible	 among	 today’s	 conductors:	 narcissism	 and	

authoritarian	mannerisms…	Since	the	need	for	real	conducting	technique	

combined	 with	 a	 collateral	 musical	 activity	 is	 today	 reinforced	 by	 a	

cultural	 context	 that	 legitimates	 interpretive	pluralism,	 it	 is	 sad	 that	 so	

many	truly	great	musicians	have	had	only	 limited	success	as	conductors	

(because	of	insufficient	conducting	technique).96	

	

The	mood	of	collaboration	and	interpretive	pluralism	that	Botstein	is	wishing	for	

was	reported	on	by	Tom	Service	when	he	followed	Valery	Gergiev	 in	2008	and	

Ivan	 Fischer	 in	 2009.	 Service	was	with	 Gergiev	 on	 a	 concert	 in	 2008	with	 the	

London	Symphony	Orchestra.	Rehearsal	time	was	very	tight	and	the	programme	

                                                
94	(Botstein	2003,	287,	290)		
95	For	example	see	Allmendinger,	Hackman,	and	Lehman	(1996)	
96	(Botstein	1997,	290).	In	her	thesis,	Lewis	(2012)	persuasively	argues	in	a	
similar	tone	to	Botstein	for	a	reimaging	of	the	conductor	as	a	collaborator	with	
the	orchestra.	
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of	Rachmaninov	very	demanding:	many	 interpretive	decisions	had	 to	be	 left	 to	

the	 performance.	 Service	 reported	 that	 this	 approach	 ‘assured	 an	 excitement,	

drive	and	energy	in	the	performance,	since	the	players	[were]	unsure	how	their	

musical	neighbours	[were]	going	to	react	in	the	concert,	and	[were]	in	the	dark	

as	 to	precisely	what	Gergiev	 [was	going	 to]	do.’97	In	 an	 interview	with	Service,	

Neville	Marriner	 described	 Gergiev’s	 performances	 as	 always	 being	 ‘a	work	 in	

progress.’	 Marriner	 believes	 that	 ‘Gergiev	 is	 not	 looking	 for	 the	 definitive	

performance.	 If	 something	happens	during	 a	 concert	 that	he’s	not	 expecting,	 if	

someone	 plays	 with	 a	 new	 phrasing	 or	 articulation	 or	 intensity,	 he’s	 able	 to	

incorporate	 that	 into	 his	 performance,	 to	 make	 it	 part	 of	 the	 whole.’98	Ivan	

Fischer	has	a	similar	approach	to	incorporating	the	unexpected,	but	he	does	not	

see	this	aspect	of	his	music	making	as	being	at	all	 to	do	with	interpretation;	he	

explained	himself	to	Service:	

	

I	don’t	even	like	the	word	interpretation.	What	we	try	to	do	is	the	piece	–	

just	 that,	 itself!	 Of	 course	 interpretation	 comes	 into	 it	 because	 I	 take	 a	

certain	 tempo	 and	 not	 another	 one,	 but	 that	 could	 be	 because	 our	 new	

young	 principal	 horn	 player	 takes	 a	 little	 more	 time	 over	 a	 particular	

phrase,	 or	 a	 clarinet	 player	 rushes	 a	 little	 somewhere	 else.	…	The	main	

idea	of	 the	rehearsal	 is	not	 that	 the	musicians	should	 just	deliver	on	my	

instructions.	 It	 is	about	developing	 together.	And	because	of	all	of	 those	

factors,	maybe	 it	 will	 sound	 a	 little	 bit	 different	 than	 last	 time.	 I’m	 not	

aware	of	that,	though.	We	may	have	played	it	those	years	ago,	but	we	have	

to	start	all	over	again	for	these	performances.99		

	

To	Fischer,	 interpretation	is	something	that	occurs,	but	is	not	something	that	is	

wilfully	manipulated	 according	 to	 individual	 fancy;	 he	 sees	 his	 job	 as	 being	 in	

‘search	 for	 the	 truth	 –	 like	 an	 eagle	 after	 its	 prey.’	 It	 just	 so	 happens	 that	 the	

notion	 of	 truth	 to	 Fischer	 is	 something	 that	 emerges	 as	 a	 highly	 temporal	

                                                
97	(Service	2012,	52)	
98	(Service	2012,	38-39)	
99	(Service	2012,	211)	
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construct.	For	Fischer,	keeping	a	flexible	approach	to	the	interpretive	course	of	

the	music	 is	 less	 to	 do	with	 rendering	 the	musical	work	 and	more	 to	 do	with	

motivating	 the	orchestral	musicians.	He	states	 that	 ‘people	say	 that	 the	biggest	

problem	 in	 orchestral	 culture	 today	 is	 that	 everything	 has	 become	 globalized,	

that	 there	 are	 no	 national	 schools	 of	 different	 sound	 any	 more.	 But	 my	

observation	is	that	the	main	problem	is	apathy,	a	lack	of	emotional	involvement	

in	 the	 playing.	 So	 these	 strategies	 are	 designed	 to	 avoid	 that.’100	Fischer’s	

strategies	 are	 so	 inbuilt	 to	 his	 optimum	mode	 of	 music	 making	 that	 even	 the	

bureaucracy	 of	 his	 Festival	 Orchestra	 is	 designed	 to	 keep	 the	 players	 at	 the	

highest	standard	possible:	the	orchestra	only	meets	for	part	of	the	year	to	allow	

players	to	engage	in	other	projects	and	players	are	on	two	year	rolling	contracts	

so	that	replacements	can	be	made	if	players	don’t	maintain	the	highest	levels	of	

performance.		

	

What	Fischer	and	Gergiev	have	in	common	is	a	commitment	and	openness	to	the	

real-time,	moment-to-moment	experience	of	performing	musical	events.	Before	

discussing	 the	way	 in	which	conductors	experience	a	performance	as	an	event,	

and	how	their	interpretive	practices	can	be	influenced	by	them,	it	is	necessary	to	

theorise	 the	 concept	 of	 ‘locating’	 the	music.	 As	Davies	 remarks,	 ‘interpretation	

can	begin	only	when	the	work	that	is	to	be	the	object	of	interpretation	has	been	

located	and	identified.’101	

Locating	the	musical	object	as	a	conductor	
	

Crucial	to	the	ethos	of	multiple	 interpretability	 is	the	 idea	that	a	conductor	can	

‘locate’	and	conduct	the	music	as	if	it	is	‘inside’	them.	By	suggesting	this	I	ask	the	

reader	 to	 accept	 that	 I	 am	 using	 the	 words	 ‘locate’	 and	 ‘inside’	 as	 conceptual	

apparatus	and	organising	metaphors.	To	suggest	that	the	music	is	‘located	inside’	

a	conductor	 is	 to	use	both	organising	metaphors	 in	a	particular	way.	My	usage	

refers	 to	 the	way	 I	 receive	 sound	 from	 the	 orchestra	 ‘internally’,	 and	 how	my	

sense	of	 agency	 as	 a	 conductor	 is	 dependent	 on	 the	 illusion	of	 feeling	 that	 the	

                                                
100	(Service	2012,	204,	202)	
101	(Davies	2003,	250)	
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music	 is	metaphorically	–	but	also	 literally	–	within	me,	rather	than	external	to	

me.	 As	 Jean-Luc	 Nancy	 wrote,	 ‘listening	 –	 the	 opening	 stretched	 toward	 the	

register	of	the	sonorous	[can]	appear	to	us	not	as	a	metaphor	for	access	to	self,	

but	as	the	reality	of	this	access.’102		

	

To	 suggest	 the	music	 is	 ‘inside’	 a	 conductor	 is	 to	 appeal	 to	 the	 essence	 of	 our	

humanness:	there	is	a	part	of	us,	we	may	call	it	our	ego,	in	which	everything	that	

distinctively	 belongs	 to	 us	 resides.	 To	 suggest	 that	 a	 conductor	 can	 locate	 the	

music	 they	 conduct	 in	 that	 place	 is	 to	 suggest	 that	 they	 can	 conduct	 music	

without	 deferring	 to	 an	 ‘external	 authority’.	 This	 is	what	 Kivy	meant	when	 he	

argued	 for	 the	 importance	 of	 ‘personal	 authenticity’103	in	 interpretation.	 The	

music	is	not	within	the	composer’s	mind	which	we	decipher	from	their	text	or	a	

script;	 we	 are	 always	 ‘taking	 in’	 the	 music	 from	 the	 score	 (conceived	 as	 a	

dynamic	 artefact),	 it	 becomes	 indissoluble	 from	 who	 we	 are.	 As	 Small	 has	

written,	 ‘objects	 of	 our	 knowledge	 are	 outside	 us,	 our	 knowledge	 of	 them	 is	

within	us;	knowledge	cannot	thus	exist	without	a	knower,	and	may	in	fact	be	said	

to	 be	 a	 relationship	 between	 the	 knower	 and	 the	 known.’104	If	 we	 may	 know	

music,	we	may	 only	 know	 it	 as	we	 ourselves	 do.	 The	 point	 here	 is	 not	 one	 of	

solipsism,	 but	 rather	 of	 qualia:	 the	 ‘felt	 or	 phenomenal	 qualities’ 105 	we	

experience	 in	hearing	music	will	be	different	 for	all	of	us.	The	 issue	of	hearing	

bridges	the	metaphorical	with	the	literal	as	our	ear	is	actually	inside	our	bodies.	

Veit	Erlmann	has	observed	in	his	study	of	otology	that	‘one	of	the	most	persistent	

stereotypes	 clinging	 to	 hearing	 –	 the	 cliché	 that	 in	 contrast	 to	 vision,	 which	

                                                
102		For	Nancy,	music	resonates	with	our	body	like	‘a	hollow	column	over	which	a	
skin	is	stretched.’	(Nancy	2007,	12,	40)	
103	Kivy	makes	distinctions	between	sound	authenticity	and	personal	
authenticity.	‘The	former	is	a	project	in	archeological	reconstruction	in	which	the	
personality	of	the	agent	must	be	submerged	so	as	not	to	leave	a	mark	of	its	own	
on	the	reconstructed	object…	whereas	the	point	of	the	personally	authentic	
performance	precisely	is	to	leave	the	indelible	mark	of	personal	style	and	(one	
hopes)	personal	originality	on	the	“object,”	that	is,	performance.’	(Kivy	1995,	
139)	
104	(Small	1996,	186)	
105	(Blackburn	2008,	301)	
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dwells	 on	 the	 surfaces,	 hearing	 refers	 us	 to	 the	 interior.’106	Similarly,	 Plato’s	

dialogue	 Ion	 also	 links	 the	 external	 and	 internal:	 the	 Latin	 meaning	 of	

‘inspiration’	 (i.e.	 breathing	 in)	 was	 understood	 as	 the	 way	 ‘a	 poet	 harnesses	

psychic	 and	 corporeal	 energies	 to	make	 a	 poem.’107	For	me,	 the	 idea	 of	 feeling	

music	 inside	myself,	 as	 clichéd	 and	 derivative	 of	 Romantic	 aesthetic	 theory	 or	

Greek	 Philosophy	 as	 it	 may	 be,	 is	 ineluctable.	 Goehr	 comments	 with	 great	

concision	on	the	internal	and	external	world	of	musicians,	writing:	

	

Performers	 seem	 to	 feel	 about	 their	 instruments	 as	 they	 do	 about	 their	

bodies	 and	 their	 voices,	 that	 they	 have	 both	 an	 inner	 and	 outer	 aspect.	

Externally,	 they	 see	 their	 instruments	 as	objects	belonging	 to	 the	world	

upon	 which	 they,	 as	 intentional	 beings,	 act;	 internally,	 they	 hear	 their	

instruments	from	the	inside	as	imposing	musical	sound	upon	their	world.	

When	 they	 play	 musically,	 when	 they	 use	 instruments	 in	 their	 musical	

performance,	 they	 make	 the	 instruments	 act	 as	 if	 they	 are	 ‘indwelling’	

within	their	bodies.108	

	

Suggesting	that	music	may	be	 literally	 located	 ‘inside’	 the	conductor	may	be	an	

idea	under-represented	in	the	conducting	literature,109	though	it	is	certainly	well	

understood	 in	 the	 profession.	 A	musician	 in	 the	 Berlin	 Philharmonic	 said	 just	

before	 Abbado’s	 first	 concert	 with	 the	 orchestra	 in	 1995	 that	 ‘his	 physical	

presence,	 his	 body	 language,	 everything	 about	 him	 incorporates	 or	 personifies	

the	music.	 It's	not	 just	his	conducting	of	 it,	you	can	perceive	the	entire	work	 in	
                                                
106	(Erlmann	2010,	23)	Erlmann	goes	on	to	write	that	the	‘cliché	has	its	origin	in	
nineteenth-century	ideologies	of	bourgeois	subjectivity	and,	in	the	case	of	
musical	listening,	in	Romantic	aesthetic	theory.’	The	work	of	Antonio	Damasio	
gives	the	cliché	some	backing	from	a	neuroscience	perspective.	Damasio	has	
summarized	that	the	‘auditory	system…	and	the	parts	of	the	brain	that	are	
related	to	emotion’	have	a	‘direct	line’	between	each	other.	(Barenboim	and	
Damasio	2006)	
107	(Greene	et	al.	2012,	709)	
108	(Goehr	1998,	121)	
109	The	idea	is	under-represented	in	the	literature	on	conducting,	though	as	Don	
Ihde	pointed	out	over	a	decade	ago,	there	are	‘[b]odies,	bodies	everywhere.	
Philosophy,	feminist	thought,	cultural	studies,	science	studies,	all	seem	to	have	
rediscovered	bodies.’	(Ihde	2002,	xi).		
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his	person.’110	Similarly,	Paavo	Järvi	has	commented	that	Carlos	Kleiber	was	‘able	

to	 show	 certain	 things	with	 his	 eyes	 and	with	 his	 hands	 and	with	 his	 physical	

movements	 that	 leave	no	doubt	of	what	has	 to	happen.	He	is	the	piece	 and	one	

cannot	 possibly	 do	 it	 any	 other	 way	 than	 what	 he	 shows.’111	Conductors	 like	

Abbado	and	Kleiber	seem	to	‘inhabit’	the	music	that	they	conduct:	if	a	conductor	

can	inhabit	–	literally	‘live	in’	the	music	–	then	that	supposes	that	there	is	life	in	

music.	Scruton	writes	that	‘the	life	in	the	music	is	there	by	the	virtue	of	the	fact	

that	you	can	dance	with	it.	The	life	 in	the	music	is	the	power	to	elicit	a	parallel	

life	 in	 you…	 life	 in	 the	 music	 is	 an	 imagined	 life	 and	 the	 dance	 one	 way	 of	

imagining	 it.’112	What	 appears	 to	 be	 a	 casual	 aphorism	 is	 now	 the	 subject	 of	

scientific	research	in	gesture	and	embodiment.	

	

The	ability	of	non-expert	 listeners	to	connect	bodily	gesture	to	sonic	gesture113	

has	been	written	about	by	Rolf	Inge	Godøy.	Godøy	observed	that	‘[f]rom	various	

instances	of	so-called	“air	instrument”	performance,	it	seems	that	listeners	are…	

able	to	actively	mimic	sound-producing	gestures,	i.e.	to	reproduce	the	geometry	

of	movement	 trajectories,	 as	well	 as	 the	 dynamics,	 i.e.	 the	 speed,	 acceleration,	

force,	effort,	quite	well.’114	Our	ability	to	do	this	is	based	on	embodied	cognition:	

Godøy	writes	‘[c]ommon	to	different	variants	of	this	concept	is	the	idea	that	our	

perception	 of	 the	world,	 and	 our	mental	 activity	 in	 general	 such	 as	 reasoning,	

imaging,	 planning,	 etc.,	 is	 a	 process	 of	 incessant	 mental	 simulation	 of	 various	

body	movements,	both	those	made	by	other	people	and	those	made	by	ourselves,	

as	well	as	both	those	we	can	see	and	those	we	can	only	assume.’115	The	mimetic	

process	described	here	was	hypothesised	in	2001	by	Arnie	Cox,	who	suggested	

that	we	 ‘[u]nderstand	all	of	 the	overt	gestures	of	performers	–	 the	 finger,	 arm,	
                                                
110	(Froemke	1995)	
111	(Järvi	and	Kaplan	2010)	
112		(Scruton	2014,	165)	
113	Godøy	(2011)	details	what	constitutes	a	sonic	gesture.	
114	(Godøy	2010,	106)	Stravinsky	maintained	that	‘the	sight	of	the	gestures	and	
movements	of	the	various	parts	of	the	bodies	producing	the	music	is	
fundamentally	necessary	if	[the	music]	is	to	be	grasped	in	all	its	fullness.	All	
music	created…demands	some	exteriorization	for	the	perception	of	the	listener.’	
(Stravinsky	1936,	72-3)	
115	(Godøy	2010,	108)	
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trunk,	 and	 leg	 movements	 –	 via	 overt	 and	 covert	 imitation.	 Overt	 forms	 of	

mimetic	participation	include	toe	tapping,	swaying,	dancing	to	music,	and	singing	

along	 with	 music;	 covert	 forms	 include	 subvocalisation	 and	 other	 aspects	 of	

motor	imagery.’	116	As	Coessens	et	al.	describe	in	their	manifesto;	

	
Music	is	not	only	inscribed	into	a	score;	to	be	fully-experienced,	it	has	to	

be	 performed	 which	 entails	 its	 being	 inscribed	 into	 the	 body	 of	 the	

performer…	 Music,	 when	 fully-realised	 in	 performance,	 is	 embodied,	

gesturally	 memorized,	 spatially	 present	 in	 its	 bodily	 inscription	 and	

‘outed’	in	the	particular	performance.117		

By	 using	 Davies’	 idea	 of	 work	 location	 as	 a	 piece	 of	 conceptual	 apparatus	 in	

which	 I	posit	 that	 the	conductor	can	 ‘locate’	 the	music	 ‘inside’	 themselves	 I	am	

suggesting,	 following	 T.S	 Eliot,	 that	 a	 conductor	 may	 be	 ‘the	 music	 while	 the	

music	 lasts.’118	Indeed,	 if	we	were	 to	 expand	 this	 ontological	 position	 in	 a	way	

that	 is	more	universal,	 in	a	way	that	goes	beyond	the	specialism	of	conducting,	

we	might	 suggest	 like	Rink	 that	 ‘when	we	go,	 say,	 to	 the	Royal	Festival	Hall	 to	

hear	Mitsuko	Uchida’s	Schoenberg	or	Marin	Alsop’s	Beethoven,	 “the	music”	we	

encounter	is	not	limited	to	notes	on	the	page	made	into	sounds	in	the	air:	rather,	

“the	music”	is	potentially	defined	by	our	entire	experience	of	what	is	happening,	

encompassing	everything	that	hits	our	senses.’119	

Performing	the	event	as	a	conductor	
	
This	chapter	thus	far	has	emphasised	that	our	appreciation	of	music	is	crucially	

influenced	by	our	understanding	of	music	as	a	sounding	art	 form.	This	chapter	

has	also	emphasised	the	agency	of	the	performer:	as	John	MacMurray	wrote,	we	

must	learn	to	think	from	‘the	standpoint	of	action’.120	The	standpoint	of	action	in	

music	 is	 of	 course	 performance,	 and	 it	 at	 first	 may	 seem	 irregular	 to	 cast	

performances	 into	 an	 abstract	 paradigm	of	 events,	 but	with	 some	 explanation,	

                                                
116	(Cox	2001,	197)	
117	(Coessens,	Crispin,	and	Douglas	2009,	110)	
118	(Eliot	2014,	44)	
119	(Rink	2016)	
120	(Macmurray	1991,	xii)	
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conceptualising	 performance-as-event	 is	 rewarded	 with	 insights	 that	 are	

instructive	 to	 understanding	 the	 nature	 of	 ‘everything	 that	 hits	 our	 senses’.	

Derrida	 described	 that	 ‘an	 event	 implies	 surprise,	 exposure,	 the	

unanticipatable.’121	In	 performance	 a	 conductor	 operates	 within	 a	 complex	

adaptive	system,	as	musicians	are	constantly	adapting	to	each	other	resulting	in	

complex	 feedback	 loops.122		 Because	 of	 these	 feedback	 loops	 the	 ‘aggregate	

behavior’	of	the	ensemble	can	be	dramatically	influenced	by	single	agents:	when	

Fischer	 described	 his	 choice	 of	 tempi	 being	 influenced	 in	 some	 cases	 by	 a	

particular	musician	he	was	describing	his	role	within	a	complex	adaptive	system.	

All	such	systems	demonstrate	emergence;	in	a	musical	sense	Cook	describes	that	

‘the	 act	 of	 real-time	 performance	 generates	 meanings,	 whether	 interpretive,	

acoustic,	 or	 interpersonal,	 that	 are	 emergent	 in	 the	 sense	 that	 they	 could	 not	

have	 been	 predicted	 by	 any	 of	 the	 performers,	 or	 on	 the	 basis	 of	 the	 various	

inputs	to	the	performance	event.’	It	is	the	unpredictability	of	the	‘combinatorial	

emergence’123	of	performance	which	satisfies	Derrida’s	description	of	an	event.	

	

As	 the	practice	 for	 this	 study	progressed	 I	 came	 to	 recognise	 that	 a	 significant	

part	 of	 the	way	 I	 feel	 and	define	 the	 eventness	 of	 performance	 comes	with	 an	

                                                
121	(Derrida	2007,	441)	
122	Holland	(2014,	9)	describes	how	feedback	loops	function	in	complexity	
theory.	Dobson	and	Gaunt	(2015)	found	that	expert	orchestral	musicians	rely	on	
listening	and	adapting	to	those	around	them	at	all	times	to	be	a	crucial	skill	for	
orchestral	performance.				
123	(Cook	2012,	457,	458)	Eventness	and	‘combinatorial	emergence’	is	
conceptually	in	the	same	domain	as	‘improvised	performance’	as	described	
Dolan	et	al.	(2013).	Their	description	of	improvised	performance	–	that	plans	are	
‘renegotiated	in	real	time	during	performance,	producing	unique	musical	
outcomes	on	every	occasion’	–	is	an	application	of	our	traditional	understanding	
of	improvisatory	music	practices	to	a	classical	context.	Kathryn	Whitney’s	
SongArt	group	has	investigated	concepts	of	‘liveness’;	Whitney	describes	liveness	
‘as	both	a	quality	and	an	expressive,	experimental	space	that	facilitates	creative	
action	and	reception	for	performers	and	listeners	in	a	live	concert	setting.’	
(Whitney	2015,	117).	In	one	workshop	Whitney	investigated	similar	aspects	of	
performance	to	that	of	Dolan:	singers	and	pianists	gave	prepared	and	
spontaneous	song	performances,	Whitney	‘wanted	to	see	what	would	happen	in	
performance	if	we	intentionally	made	it	more	difficult	for	performances	to	
replicate	practised	interpretive	responses	as	part	of	a	concert	event.’	(Whitney	
2015,	119).	



Chapter	one:	the	ethos	of	multiple	interpretability	
	

Performing	the	event	as	a	conductor	
	

	

51	

element	of	 such	 intense	real-time	engagement	with	 the	moment	of	 ‘now’	 that	 I	

become	 disoriented	 in	 performance.	 Part	 of	 the	way	 in	which	 I	 feel	 and	 sense	

eventness	 as	 a	 conductor	 in	 performance	 is	what	 Schäfer	 et	 al.	 describe	 as	 an	

‘intense	 musical	 experience’	 or	 IME. 124 		 The	 experience	 of	 IME	 is	 ‘not	

comprehensible	 in	 rational	 terms…	 [s]patial	 dimensions	 and	 chronological	

structure	[cease]	to	exist.’125	In	preparation	of	a	score	a	conductor	may	become	

aware	of	temporal	relationships	within	a	piece	of	music	to	which	in	the	moment	

of	 performance	 they	 do	 not	 have	 access.	 For	 example,	 a	 conductor	 in	 their	

preparation	 or	 rehearsal	 may	 decide	 that	 it	 is	 important	 that	 they	 don’t	

encourage	 the	ensemble	 to	play	 too	strongly	early	on	 in	a	performance	so	 that	

there	is	scope	for	dynamic	impact	at	a	later	climax.	They	may	find	however	that	

in	 the	heat	of	 the	moment	 they	and	the	ensemble	give	 their	all	early	on,	which	

either	 leads	 to	 even	 greater	 intensity	 at	 later	 climaxes,	 or	 an	 undesirable	 flat-

lining	of	the	dynamic	shape	of	the	performance.	In	brief,	what	presents	itself	as	a	

musical	choice	in	preparation	and	rehearsal	may	not	always	be	available	to	the	

performer	on	stage	due	to	the	way	they	are	involved	in	real-time	music	making.		

	

Live	 performance	 is	 done	 under	 pressure.	 To	 suggest	 that	 in	 performance	 the	

performer	exercises	choice	from	a	set	of	latent	possibilities	in	the	score	assumes	

that	 in	performance	 there	 is	 time	 to	 choose:	 such	a	position	 is	 in	 the	words	of	

Gritten	 	 ‘“leisurely”	 in…	conception	of	 the	 temporal-spatial-bodily	arena	within	

which	such	acts	[of	choice]	are	supposed	to	be	done.’126	Cook	has	made	a	similar	

observation,	writing:	‘it	is	not,	obviously,	that	performers	do	not	make	choices	or	

decisions,	 but	 that	 in	 the	 real	 time	 of	 performance	 you	 cannot	 pore	 over	 each	

                                                
124		The	model	developed	to	define	IMEs	is	as	follows:	‘(1)	IMEs	are	characterized	
by	altered	states	of	consciousness,	which	leads	to	the	experience	of	harmony	and	
self-realization;	(2)	IMEs	leave	people	with	a	strong	motivation	to	attain	the	
same	harmony	in	their	daily	lives;	(3)	people	develop	manifold	resources	during	
an	IME;	(4)	IMEs	cause	long-term	changes	to	occur	in	people’s	personal	values,	
their	perception	of	the	meaning	of	life,	social	relationships,	engagement,	
activities,	and	personal	development.’(Schäfer,	Smukalla,	and	Oelker	2014,	1).	
There	is	more	research	needed	to	establish	the	possible	links	between	IMEs	and	
peak	experience,	peak	performance	or	flow	as	outlined	by	Privette	(1983).	
125	(Schäfer,	Smukalla,	and	Oelker	2014,	13)	
126	(Gritten	2005,	139)	
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note	in	the	way	a	composer	or	poet	might.	You	do	not	have	time.’127	I	posit	that	

the	intensity	of	the	moment-to-moment	‘real	time’	of	performance		can	be	highly	

pronounced	 for	 conductors,	 and	 that	 it	 can	 in	 the	 words	 of	 Gritten	 ‘subsume	

[their]	relation	to	the	work.’128	Giulini	once	described	that	‘while	performing,	the	

concentration	is	such	that	you	often	don’t	know	who	or	where	you	are.	You	exist	

in	a	different	dimension.’129	Giulini’s	description	here	 is	 that	of	an	IME	and	his	

allusion	 to	 an	 altered	 state	 of	 conscience	 is	 analogous	 with	 Simon	 Rattle’s	

likening	to	performing	as	a	conductor	being	a	drug.	Rattle	has	described	that	‘the	

sensation	of	what	goes	on…between	a	conductor	and	that	group	of	people…being	

in	 the	middle	 of	 all	 of	 this	 and	 somehow	 affecting	 it…it’s	 an	 un-kickable	 drug	

habit…and	I’m	happy	to	be	a	junky	to	the	end	of	my	days.’130		

	

Rattle	is	not	alone	in	referencing	the	‘mysterious	chemical	effects’	of	performing	

as	 a	 conductor.	 James	 Levine	 has	 commented	 that	 during	 a	 performance	

‘mysterious	 things	 happen,	 because	 something	 in	 the	 sound,	 something	 in	 the	

rubato,	some	of	the	nuances	and	subtleties	are	communicated	by	your	chemical	

rapport	 with	 the	 orchestra	 in	 the	 same	 way	 that	 they	 are	 in	 personal	

relationships.’ 131 	Andris	 Nelsons	 has	 also	 connected	 the	 ‘mystery’	 of	

performance	 to	 the	 connection	 between	 the	 musicians	 and	 the	 conductor,	

likening	it	to	a	mystical	miracle:	

	

the	communication	with	music,	and	with	the	orchestra,	mostly	happens	in	

the	rehearsal,	but	actually	the	miracle,	or	the	mystical	part,	happens	in	the	

concert.		And	that	happens	through	this	kind	of,	you	know,	energy	flow–

what	 I	pass	 through	my	hands	and	 toes	and	 through	my	body.	And	still,	

every	individual	[in	the	orchestra]	is	a	great	musician,	and	everyone	has	

                                                
127	(Cook	2013a,	170)	
128	(Gritten	2006)	
129	(Matheopoulos	1982,	191)	
130	(Grube	2008)	
131	(Matheopoulos	1982,	284)	
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maybe	 a	 little	 different	 approach	 to	what	 that	means,	 and	 it	 all	 creates	

this	great	variety	of	sound	and	direction.132	

	

Nelsons	touches	upon	how	the	plurality	of	possibilities	inherent	in	performance	

–	the	eventness	of	performance	–	are	in	part	set	up	by	rehearsal.	Doğantan-Dack	

has	 expanded	 on	 this,	 commenting	 that	 the	 received	 model	 of	 understanding	

preparation	 for	 performance	 as	 being	 to	 ‘fix	 an	 interpretation	 that	 is	 then	

unfolded	 for	 audiences’	 doesn’t	 take	 into	 account	 of	 the	 fact	 that	 ‘for	 elite	

performers,	the	aesthetic	aim	of	a	live	performance	is	to	surpass	what	has	been	

achieved	 in	 rehearsals	 and	 to	 bring	 about	 a	 certain	 qualitative	 transformation	

that	 is	 recognized	 as	 “magical”	 by	 both	 themselves	 and	 audiences.’133	Like	 the	

metaphors	used	by	Levine,	Rattle	and	Nelsons,	Doğantan-Dack’s	use	of	the	word	

‘magical’	 is	 a	 substitute	 for	 the	 indescribable	 and	 unanticipable	 coalescing	 of	

combinatorial	emergence	in	the	performance	event.		

	

Though	the	eventness	of	performance	 is	 that	which	cannot	be	planned	for	by	a	

conductor’s	 preparation	 and	 rehearsal,	 and	 though	 the	 aesthetic	 aim	 of	

performance	 is	 to	 exceed	 preparation	 and	 rehearsal,	 the	 conductor	 still	

nonetheless	 influences	 the	 eventness	 of	 performance	 by	 the	way	 they	 prepare	

and	 rehearse.	Much	of	 the	way	 that	 this	 potentially	 confusing	assertion	 can	be	

exemplified	 is	 within	 the	 case	 studies	 which	 follow	 in	 the	 remainder	 of	 this	

thesis.	Barber’s	description	of	Carlos	Kleiber	also	exemplifies	the	point	in	a	way	

which	 leads	 to	 an	 explanation	 of	 the	 ethos	 of	multiple	 interpretability	 and	 the	

conclusion	of	 this	 chapter.	Barber	describes	Kleiber’s	performance	aesthetic	as	

being	based	on	the	most	diligent	score	study,	but	come	the	performance	Barber	

notes	that	Kleiber	was	‘prepared	to	let	the	devil	in,	just	a	wee	bit,	by	introducing	

the	element	of	chance.’	For	Barber	‘this	unpredictability	is	an	essential	feature	of	

his	 art,	 the	 reason	 why	 every	 Kleiber	 performance	 is	 a	 new	 and	 different	

happening.’134		

                                                
132	(Nelsons	2016)	
133	(Doğantan-Dack	2013,	279)	
134	Quoted	in	Barber	(2011,	37)	
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The	ethos	explained	
	

Understanding	performance	as	agency	offers	real	help	in	reconceiving	the	

intricate	 nexus	 of	 work,	 score,	 and	 performance;	 misunderstanding	

performance	as	pure	occasion	offers	only	a	hindrance.135	

	

My	 thesis	 is	 that	 conductors	 can	 embrace	 the	 score	 and	performance	 event	 as	

being	of	equal	importance	in	matters	of	interpretation.	I	also	suggest	that	rather	

than	 over-earnestly	 attribute	 interpretive	 choices	 to	 an	 external	 authority,	

conductors	can	‘locate’	the	music	they	conduct	‘inside’	themselves	as	if	it	is	their	

own.	My	thesis	is	an	advocacy	of	subjectivity:	conductors	should	conduct	music	

the	 way	 that	 they	 feel	 it	 ought	 to	 go.	 To	 practise	 the	 ethos	 of	 multiple	

interpretability	is	to	be	animated	by	the	idea	that	there	is	no	single	correct	way	

that	a	score	should	be	performed.		The	argument	against	such	a	straightforward	

and	 I	 believe	uncontroversial	 position	 is	 indeed	quite	 complex.	 The	 singularist	

would	challenge	my	multiplist	position	by	speaking	of	the	composer’s	intentions,	

or	the	primacy	of	the	score	as	an	inviolable	text.	For	example,	Schuller	reminds	

conductors	 that	 ‘it	 takes	 tremendous	 discipline	 and	 conscience	 to	 evolve	 an	

interpretation	 that	 is	 faithful	 to	 the	 specifics	 of	 the	 score’136	–	 he	 condemns	

conductors	who	base	their	interpretation	on	the	way	that	they	feel	it	alone.	The	

case	 studies	 presented	 in	 the	 remainder	 of	 this	 thesis	 demonstrate	 that	 a	

conductor’s	subjective,	multiplist	interpretations	can	be	ethically	conceived	in	a	

way	that	does	no	violence	to	the	score,	the	composer,	the	listener	and	indeed	‘all	

that	hits	our	senses’.137	The	score	conceived	as	a	dynamic	artefact	is	a	window	to	

locate	the	musical	work	as	it	exists	in	the	conductor’s	imagination.	Informed	by	

temperament,	scholarship,	received	tradition	(whether	rejected	or	accepted)	and	

physical	 technique,	 this	 thesis	 will	 propose	 that	 the	 most	 rewarding	 and	

memorable	 music-making	 occurs	 when	 a	 conductor	 locates	 the	 musical	 work	

                                                
135	(Kramer	2011,	259)	
136	(Schuller	1997,	24)	
137	In	referring	to	ethics	I	align	my	views	with	Anthony	Pay	whose	words	I	found	
to	be	helpful	in	the	context	of	Artistic	Research.	Pay	has	said	that	ethics	should	
be	understood	‘not	in	the	sense	of	following	rules,	[but]	in	the	sense	that	you	
have	to	be	true	to	yourself.’	In	interview	with	Payne	(2014)	
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within	 themselves.	 	 Gritten	 has	 suggested	 something	 similar,	 writing	 that	 the	

performer	'ought	not	to	think	of	the	work	as	separate	from	herself,	as	something	

she	performs	and	“some-thing”	she	respects,	and	instead	ought	to	think	of	 it	as	

being	implicated	within	her	very	identity	and	subjectivity,	 in	the	manner	of	the	

everyday	musical	practices	in	which	we	usually	refer	simply	to	“my	music”’.138	

	

The	value	of	practising	a	multiplist	ethos	is	staving	off	the	enemy	of	all	musical	

performance:	 routine.	 As	Busoni	 recognized,	 ‘routine	 transforms	 the	 temple	 of	

art	 into	 a	 factory.	 It	 destroys	 creativeness.’139	To	 perform	 creatively	 and	 avoid	

routine	 is	 beneficial	 for	 both	 players	 and	 audience.	 Correspondence	 I	 have	

shared	with	Adrian	Bornet	 of	 the	 Scottish	Chamber	Orchestra	 explains.	Adrian	

wrote:	

	

From	 a	 player's	 perspective	 it	 is,	 in	 performance,	 an	 enlivening	

experience	not	to	know	quite	what	is	coming	next.	It	is	almost	like	being	

in	 at	 the	 creating	 stage,	 and	 having	 to	 make	 instant	 adjustments	 in	

reaction	to,	not	your	own,	but	someone	else's	interpretation.	The	process	

also	heavily	relies	on	players'	attentiveness.	Therein	also	lies	excitement:	

the	exhilaration	of	instant	unanimity	in	reading	the	signs.		

	

Not	all	conductors	are	able	to	be	so	instantly	creative,	and	so	a	safe	pre-

ordained	version	(though	no	 less	valid	 in	some	respects)	may	be	served	

up	to	an	audience.	But	the	edge	of	the	seat,	the	thrill	of	the	chase	feeling,	

the	 excitement	 of	 a	 journey	 for	 which	 the	 map	 is	 not	 revealed,	 these	

elements	 give	 an	 added	 something	 which	 I	 am	 convinced	 an	 audience	

senses.	 These	 for	 me	 are	 feelings	 which	 make	 a	 performance	 extra	

special.140	

	

                                                
138	(Gritten	2006,	9)	
139	(Busoni	1911,	42)	
140	Email	correspondence	with	the	author,	7	February	2014	
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A	 number	 of	 other	writers	 touch	 on	 the	 benefit	 that	 a	multiplist	 performance	

ethos	 has	 for	 listeners.	 Small	 suggests	 that	 it	 is	 listeners’	 evaluations	 of	

interpretive		nuance	 that	keeps	our	 ‘interest	 in	our	well-worn	classics	alive.’141		

Similarly,	Alex	Ross,	writing	 from	 the	perspective	of	 a	 journalist	has	observed:	

‘the	impression	that	repeated	performances	of	the	same	piece	by	the	same	artist	

differ	in	musically	significant	ways	is	widespread	and	perhaps	contributes	to	the	

continuing	 popularity	 of	 live	 performance.’142	But	 the	 value	 of	 the	 ethos	 of	

multiple	 interpretability	 is	 not	 reliant	 on	 the	 ability	 of	 the	 listener	 to	 make	

comparisons	and	assessment	of	interpretive	nuance.	As	an	anonymous	musician	

reported	 to	Michael	 Schwab,	 the	 goal	 of	 performance	 is	 not	 ‘playing	 the	 piece	

better	 or	 worse.	 It’s	 a	 question	 of	 opening	 up	 more	 horizons…The	 cultivated	

listener	 recognizes	 this	and	 the	not-so-informed	 listener	has	 this	experience	of	

something	happening	there	that	he	wants	to	listen	to.’143	

	

What	we	value	about	Western	music	 is	 its	ability,	as	Rosen	puts	 it,	 ‘to	adapt	 to	

different	social	conditions,	or	–	to	put	it	a	different	way	–	to	remain	independent	

of	the	conditions	that	watched	over	its	creation.’144		Rosen	is	describing	to	us	the	

timeless	quality	of	classical	music,	a	quality	which	 is	 lost	 the	moment	we	think	

we’ve	 found	 the	 right	 way,	 or	 the	 best	 way	 to	 perform	 a	 piece.	 Botstein	

challenges	conductors	today	to	‘think	more	bravely	about	how	to	connect	today’s	

audience	 to	 the	 standard	 repertory	 beyond	 the	 appeal	 to	 the	 notion	 that	 they	

must	 restore	 or	 recreate	 a	 work	 in	 some	 sort	 of	 original	 and	 authentic	

manner.’145	By	advocating	an	ethos	of	multiple	 interpretability,	 this	 study	 is	 an	

acceptance	of	that	challenge.	

                                                
141	(Small	1996,	177)		
142	(Ross	2005)	Some	studies	in	their	infancy	are	investigating	how	audiences	
experience	music	differently	when	it	is	performed	twice	in	the	same	programme	
–	an	established	tradition	in	performance	of	contemporary	music	though	still	not	
common.	See	for	example	Halpern	and	Sloboda	(2015)	
143	(Schwab	2014b,	117)	The	use	of	the	word	‘horizon’	here	is	very	similar	to	
Kramer’s	adaption	of	Schleiermacher’s	‘disappearing	horizon’.	See	Kramer	
(2016,	196)	
144	(Rosen	2012,	25)	
145	(Botstein	1997,	9)	
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In	this	chapter	I	will	explain	the	study	design	and	position	the	study	in	the	wider	

context	of	current	research	into	music	performance.	I	will	also	explain	the	nature	

of	 the	 submission	 to	 be	 examined	 for	 the	 degree	 of	 Doctor	 of	 Philosophy,	 a	

submission	 that	 is	 based	 not	 ‘only	 [on]	 research	 but	 also	 artistic	 development	

and	[my]	evolution	of	high	level	skills	in	a	specific	domain.’1		The	methodological	

toolkit	assembled	to	address	the	research	enquiries	included:	

a) collecting	 over	 thirty	 hours	 of	 video	 footage	 of	 artistic	 practice,	

eighteen	 of	 which	 were	 reviewed	 following	 content	 analysis	

procedures	

b) traditional	texted	research	

c) use	of	sonic	visualiser	to	make	tempo	graphs.	

d) an	 autoethnographic	 practice	 journal	 of	 25,000	 words.	 The	 journal	

also	details	results	 from	a	range	of	score	study	techniques	which	are	

all	based	on	‘listening	in	silence’	such	as:	

a. the	creation	of	energy	graphs	

b. chronometry	exercises	

c. performer’s	analysis	

e) semi-structured	interviews	with	composers	and	correspondence	with	

other	conductors	and	instrumentalists.	

Format	of	the	submission	
	
The	 central	 research	 enquiries	 were	 addressed	 through	 artistic-practice	 and	

text-based	research;	as	such,	this	thesis	comprises	a	written	component	and	an	

audiovisual	component.	The	written	component	comprises	60,000	words	plus	a	

substantial	written	journal	of	practice	undertaken.2	The	practice	is	documented	

on	 the	 accompanying	 DVDs	 and	 has	 a	 direct	 intellectual	 relationship	 to	 the	
                                                
1	(Coessens,	Crispin,	and	Douglas	2009,	129)	
2	In	exasperation	at	the	predominantly	STEM	orientated	research	environment	
of	the	United	Kingdom,	Christopher	Fox	has	asked		‘why	when	we	have	PhD	
students	do	we	ask	them	to	write	50,000	words:	it's	nonsense,	they	should	just	
write	music,	they	should	just	perform.’	(Fox	2015)	
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written	component:	only	when	read	and	viewed	together	can	they	be	considered	

a	thesis.	The	presentation	of	the	thesis	in	this	way	allows	future	researchers	the	

means	to	evaluate	the	project	–	it	also	allows	for	practice	undertaken	within	the	

entire	duration	of	the	study	to	be	considered	for	examination	at	the	completion	

of	the	study.			

Documentation	of	the	practice		
	

Robin	 Nelson	 has	 observed	 that	 the	 issue	 of	 documentation	 in	 Practice	 as	

Research	 (PaR)	 has	 been	 ‘contentious’	 from	 its	 emergence	 in	 the	 1980s.3	He	

notes	that	the	practices	of	creative	writing,	visual	arts	and	musical	composition	

create	an	object	for	examination	after	the	moment	of	production.	Dance,	theatre	

and	 performance	 on	 the	 other	 hand	must	 be	 experienced	 first	 hand	 to	 act	 as	

evidence	 of	 the	 research	 enquiry.	 He	 writes	 that	 ‘new	 media	 technologies	

increasingly	afford	accessible	and	inexpensive	means	of	preserving	the	artwork	

or	event.	But	the	recording	is	always	in	one	sense	a	reconstruction	and	not	the	

thing	 itself.’4	The	 documentation	 of	 PaR	 is	 not	 only	 contentious	 because	 it	

‘reconstructs’	that	which	it	documents,	but	also	because	some	question	to	what	

extent	 the	 practice	 that	 is	 documented	 is	 even	 research	 at	 all.	 Crispin	 has	

summarised:	‘as	Artistic	Research	questions	can	arise	from	artistic	practice	or	be	

explored	through	it,	it	is	one	of	the	most	crucial,	although	controversial,	features	

of	 Artistic	 Research	 that,	 in	 principle,	 its	 outputs	 may	 also	 take	 the	 form	 of	

artistic	practice	alone.’	 Such	outputs	 constitute	 research	because	 they	 ‘embody	

meaning’	 and	 can	 ‘convey	 this	 meaning	 to	 those	 initiated	 into	 the	 artistic	

medium	in	question.’5	The	artistic	practice	also	‘anticipated’	much	of	the	study’s	

findings	 as	 articulated	 in	 the	 written	 component.	 As	 Michael	 Schwab	 asserts,	

‘within	what	is	not	(yet)	known,	artistic	or	aesthetic	operations	may	be	in	place	

                                                
3	Michael	Schwab	has	also	suggested	that	‘how	documentation	may	affect	a	
performance	is	a	question	that	deserves	more	detailed	attention.	Regardless	of	
this,	however,	it	seems	that	as	performance	moves	into	experimentation	it	
becomes	a	generator	of	data	as	well	as	of	experience.	This,	in	turn,	raises	
questions	of	data	management	and	analysis,	and	of	how	such	analysis	may	be	
(re)presented.’	(Schwab	2014b,	117)	
4	(Nelson	2013,	83)	
5	(Crispin	2015,	61)	
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that	can	be	called	 ‘research’	not	because	they	deliver	findings	but	because	they	

allow	future	knowledge	to	be	anticipated.’6			

	

The	 practice	 undertaken	 in	 this	 study	was	 both	 in	 rehearsal	 and	 performance	

scenarios.	In	rehearsal	a	single	mid-level	digital	video	camera	was	focused	on	me	

from	 the	 back	 of	 the	 orchestra	 so	 that	 I	 could	 later	 analyse	 the	 connection	

between	 gesture,	 verbal	 instructions	 and	 musical	 outcomes.7	All	 rehearsals	

undertaken	 for	 the	 study	 are	 included	 on	 a	 DVD	 found	 in	 the	 Appendix.	 After	

each	 rehearsal	 and	 before	 the	 next	 I	 reviewed	 the	 video	 of	 the	 rehearsal	 and	

applied	content	codes	 I	developed;	 this	method	and	 the	codes	are	explained	 in	

the	next	 section.	 It	was	decided	 that	using	qualitative	content	analysis	was	 the	

most	effective	way	of	analysing	 the	video	 footage	 for	several	 reasons,	not	 least	

because	 of	 the	 particularly	 large	 amount	 of	 footage	 that	 was	 collected.	 A	

quantitative	 approach	 could	 have	 been	 taken	 by	 using	 a	 more	 technologically	

complex	 video	 device	 such	 as	 a	 Vicon	 motion	 capture	 system.	 Had	 this	 or	 a	

similar	 3D	 motion-capture	 system	 been	 used	 the	 study	 would	 have	 biased	

enquiries	into	the	relationship	between	visual	and	acoustic	modalities,	and	could	

have	potentially	discriminated	against	other	phenomena	 in	 the	 formation	of	an	

interpretation.8			

	

                                                
6		(Schwab	2014b,	112)	
7	Commenting	in	1979,	Yarbrough,	Wapnick	and	Kelly	state	that	‘the	
development	of	the	videotape	recorder	as	a	practical	educational	tool	has	made	
the	systematic	observation	and	analysis	of	all	aspects	of	conducting	possible.’	
(Yarbrough,	Wapnick,	and	Kelly	1979)	Video-review	sessions	today	are	
considered	standard	and	integral	in	nearly	all	conductor-training	programmes.	
For	a	broad	discussion	about	using	visual	media	in	ethnographic	research	see	
Davies	(2008,	117-135).	
8	In	2012	the	New	York	University	Movement	Lab	undertook	a	study	of	
conductor	Alan	Gilbert	using	a	3D	motion	capture	system.	The	project	produced	
the	most	beautiful	video	that	offers	the	viewer	a	distilled	visual	representing	the	
connection	between	gesture	and	music.	No	verbal	or	written	analysis	between	
gesture	and	music	is	attempted.	For	more	see	Roberts	and	G.V	(2012).	The	study	
by	Buck,	MacRitchie,	and	Bailey	(2013)	used	a	Vicon	motion	capture	system	to	
analyse	the	movements	of	nine	highly	skilled	pianists	in	performance,	see	Rink	
(2013)	for	a	response.	Luck	and	Sloboda	(2008)	have	also	used	intricate	
technology	to	examine	the	spatiotemporal	aspects	of	conducting.		
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Katharine	 Parton	 and	 Guy	 Edwards	 used	 video	 footage	 of	 30	 conductors	 to	

‘measure	 the	 effect	 of	 conductor	 action	 on	 subsequent	 actions	 by	 musicians.’	

Their	 study	used	small	 sections	of	music;	by	analysing	 the	way	 the	conductors	

used	gesture	during	bars	3-5	and	9-10	of	Haydn’s	Symphony	No.	104	they	were	

able	to	show	that	‘there	is	a	systematic	relationship	between	conductor	gesture	

and	 the	 responses	 of	 musicians	 being	 conducted.’9	By	 comparison	 the	 coding	

system	used	in	my	own	study	was	developed	to	pull	data	from	a	vast	amount	of	

video	footage:	of	the	31	hours	of	rehearsals	undertaken	for	the	study,	nearly	18	

hours	 of	 footage	 was	 reviewed	 and	 over	 12,000	 codes	 were	 applied.	 Indeed,	

many	 studies	 which	 use	 quantitative	 methods	 in	 analysing	 performance	 deal	

with	significantly	smaller	sample	sizes	of	practice.10	

	

Performances	 in	 this	 study	 were	 recorded	 on	 two	 mid-level	 digital	 video	

cameras	from	different	positions:	one	from	centre	stage,	and	another	from	stage	

right;	 both	 cameras	were	 facing	me.	 The	 angle	 from	 centre	 stage	 captured	 an	

unobstructed	 view	 of	 head,	 body	 and	 arms,	 whilst	 the	 angle	 from	 stage	 right	

captured	 what	 the	 back-desk	 violins	 saw.	 In	 post-production	 the	 footage	 was	

edited	 together	 into	 a	 split	 screen	 so	 that	 both	 angles	 could	 be	 seen	

simultaneously.	 I	 consider	 that	 this	 ‘achieve(d)	some	semblance	of	 the	“feel”	of	

the	 event’11	from	 the	 point	 of	 view	 of	 the	 action	 on	 stage.	 There	 is	 no	 perfect	

solution	 to	documenting	an	ephemeral	event,	but	given	 the	narrative	nature	of	

musical	 performance	 (as	 opposed	 to	 say,	 documenting	 a	 site-specific	 art	

installation)	I	am	satisfied	that	the	enquiries	of	this	study	were	not	impeded	by	

adopting	this	method.12	The	videos	of	performances	are	found	on	the	DVD	on	the	

inside	cover	of	the	thesis.		

	
	
	

                                                
9	Parton	and	Edwards	(2009,	3,	4)	
10	For	a	review	of	quantative	methods	that	compare	different	performances	of	
music	see	Goebl,	Dixon,	and	Schubert	(2014).	
11	(Nelson	2013,	85)	
12	For	more	on	audiovisual	documentation	of	PaR	see	Rye	(2003)	
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Content	analysis	of	the	practice	
	

The	 research	method	of	 content	 analysis	has	been	 successfully	used	 in	 several	

studies	 which	 involve	music	 performance.13	The	method	 ‘involves	 establishing	

categories	and	then	counting	the	number	of	instances	in	which	they	are	used	in	a	

text	or	image	[or	video].	It	is	a	partially	quantitative	method,	which	determines	

the	frequencies	of	the	occurrence	of	particular	categories.’14	The	occurrences	of	

codes	were	 tabulated	using	an	online	string	counter15	and	made	 into	graphs	 in	

Microsoft	 Excel.	 But	what	was	 I	 doing	 that	was	 actually	 analysed	 for	 content?	

Cook	has	written:	

	

…of	course,	no	conductor	can	visually	represent	everything	that	 is	going	

on	 in	 an	 orchestra	 at	 a	 given	 point.	 Instead	 the	 conductor’s	 dance	

represents	a	glossed	version	of	the	musical	fabric,	what	I	would	like	to	call	

the	virtual	body	of	the	music.16	

	

And	so	the	discussion	of	what	a	conductor	actually	does	begins.	In	her	study	of	

Carlos	Kleiber17	Carolyn	Watson	wrote	that	‘any	attempt	at	analysing	nonverbal	

communication	presents	 a	 number	 of	 challenges.	 Furthermore,	while	 a	 [video]	

recording	can	be	a	perfect	tool	by	which	to	evaluate	a	conductor’s	gestures,	it	is	

unable	 to	 fully	 capture	 aspects	 pertaining	 to	 charm,	 charisma,	 personality,	

energy	and	the	rapport	between	conductor	and	players	–	the	X	Factor,	or	factors,	

in	other	words.’	To	allow	for	the	gap	that	Watson	identifies	between	the	external	

and	internal	manifestations	of	communication	from	the	podium	I	coded	what	my	

gestural	 and	 verbal	priorities	were	 during	 rehearsal.	 By	 this	 I	mean	 that	when	

                                                
13	For	example	see	Davidson	and	Good	(2002),	Ginsborg,	Chaffin,	and	Nicholson	
(2006),	Bayley	(2011)	and	Clarke,	Doffman,	and	Timmers	(2016)		
14	(Marks	and	Yardley	2004,	56)	
15	http://string-functions.com	Before	code	occurrences	for	gestural	and	verbal	
priorities	were	made	into	graphs,	the	codes	of	each	separate	rehearsal	were	
averaged	out	into	a	percentage	of	100:	this	allowed	for	comparisons	in	code	
occurrences	over	rehearsal	cycles	to	have	consistency	even	when	rehearsals	
were	of	different	lengths.		
16	(Cook	2013a,	323)	
17	(Watson	2012,	142) 
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reviewing	the	video	footage	of	rehearsals	I	was	partially	reliant	on	recalling	in-

action	 thinking.	 As	 anyone	who	 has	watched	 videos	 of	 themselves	 conducting	

will	 testify,	seeing	yourself	on	screen	also	helps	you	recall	sensations,	 thoughts	

and	feelings	from	the	moment	that	were	 inseparable	from	the	music	making	in	

real-time.	Often	a	 serious	 face	staring	at	 the	page	can	be	seen	as	non-engaged;	

though	 in	actuality	you’re	 listening	 intensively,	 trying	to	give	a	decisive	beat	 to	

unify	the	ensemble.	Sometimes	a	gesture	focused	towards	a	particular	section	of	

the	 orchestra	may	 seem	 like	 an	 attempt	 to	 have	 the	musicians	 to	 play	with	 a	

particular	phrasing;	though	it	was	actually	a	reminder	to	them	not	to	slow	down	

as	they	might	have	done	in	the	dress	rehearsal.	Sometimes	complete	stillness	in	

gesture	 on	 the	 podium	 whilst	 the	 orchestra	 plays	 frantically	 is	 an	 attempt	 to	

balance	the	sound	by	getting	the	players	to	listen	more	closely	to	each	other.	The	

point	 is	that	what	we	see	the	conductor	do	is	only	an	external	manifestation	of	

something	which	is	bound	up	in	a	complex	adaptive	system.			

The	 video	 footage	 was	 chunked	 into	 excerpts	 that	 lasted	 for	 twenty	 seconds.	

Within	 each	 excerpt	 there	 was	 only	 ever	 one	 code	 applied	 for	 the	 priority	 of	

gesture,	though	when	appropriate	more	than	one	code	for	verbal	priorities	was	

applied.	When	deciding	on	codes	for	gestural	priorities	I	retrospectively	distilled	

all	that	I	was	doing	in	an	excerpt	into	a	dominant	priority.	It	is	important	to	note	

that	the	price	of	this	research	method	is	that	I	am	unable	to	offer	any	intercoder	

reliability	(having	more	than	one	person	apply	codes),	though	some	would	argue	

that	research	of	this	nature	should	not	be	judged	by	criteria	of	‘reliability’.	It	is	in	

the	interests	of	rigour	that	the	methodology	of	this	study	uses	the	other	research	

tools	 described,	 so	 that	 conclusions	 are	 triangulated.18	The	 aim	 of	 the	 content	

analysis	 was	 to	 capture	 the	 underlying	 trends	 of	 the	 practice	 rather	 than	 a	

detailed	 account	 of	 it.	 Indeed,	 the	 video	 footage	 by	 itself	 alone	 ‘captures’	 a	

detailed	account	of	the	practice.			
                                                
18		(Madill,	Jordan,	and	Shirley	2000,	3)	see	also	Davies	(2008,	84-93).	The	
retrospective	application	of	codes	is	essentially	reflective,	and	as	Crispin	
observes,	‘the	Artistic	Research	community	has	no	consensus	on	how	[reflection]	
actually	works,	especially	with	regard	to	the	normal	imperatives	of	“objectivity”	
and	“repeatability”	that	surround	research.’	(Crispin	2015,	70).	See	also	Hunter	
and	Broad	(2017).	
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The	romantic	view	of	 the	gesture	which	conductors	use	 (which	 to	some	extent	

still	endures	today)	is	that	the	right	hand	shows	the	‘heartbeat’	(ensemble)	of	the	

music	and	the	 left	hand	 ‘the	soul’	 (the	shape/character).	This	dichotomy	of	 the	

hands	 is	 no	 longer	 fashionable	 in	 conducting:	 the	 general	 consensus	 is	 that	

whatever	the	right	hand	is	doing	(or	the	left	hand	if	the	conductor	is	left	handed),	

the	 other	 hand	will	 reinforce.19	The	words	 one	 speaks	 to	 the	 orchestra	 should	

also	 reinforce	 the	 gesture	 more	 generally	 (for	 example	 it	 is	 incompetent	 to	

conduct	‘loud’	and	ask	the	orchestra	to	play	soft).		Advocates	of	‘independence	of	

the	 hands’	 have	 no	 way	 of	 explaining	 how	 many	 of	 the	 most	 extraordinary	

conductors	of	the	world	regularly	conduct	with	symmetrical	motion.	Two	hands	

mirroring	 each	 other,	 if	 they	work	with	 the	music,	 are	 better	 than	 two	 hands	

doing	different	things	against	the	music.	The	codes	developed	present	something	

of	the	hypothesis	for	the	study,	that	being	within	the	below	areas	of	‘priorities’	I	

expected	 there	 to	 be	 differences	 within	 and	 across	 rehearsal	 cycles	 towards	

performances	of	different	repertoire:			

Gesture	priority	 Verbal	priority	

A	=	ensemble	and	musical	shape/character	
(with	greater	emphasis	on	ensemble)	
B	=	ensemble	and	musical	shape/character	
(with	greater	emphasis	on	
shape/character)		
C	=	ensemble	
D	=	musical	(only	shape/character)	
E	=	ensemble	rehabilitation	
F	=	musical	rehabilitation		
G	=	unclear	with	no	consequence		
H	=	unclear	with	consequence	
X	=	no	conducting	

A	=	affirmation/encouragement	
B	=	correcting	or	rehearsal	instructions	
C	=	explaining	beating	or	ensemble	(including	counting	outloud	
or	mouthed	counting)		
D	=	request	for	different	delivery	because	current	delivery	
unsatisfactory	(primarily	musical)	
E	=	request	for	different	delivery	to	push	boundaries	
F	=	orientation	
G	=	request	for	watching/closer	attention	
H	=	singing	
I	=	administrative	
^	=	mouthing	or	mouthed	without	any	sound	
*	=	given	whilst	playing	
&	=	use	of	extramusical	details/ideas	
X	=	nothing	

Figure	2:	Content	analysis	codes	developed	for	the	study	

                                                
19	I	would	like	to	think	that	Schuller	(1997,	59)	concurs	with	this.	He	writes	that	
the	‘right	hand	expresses	and	embodies	all	that	is	essential	to	the	music’s	correct	
characterization,	leaving	the	left	hand	free	to	confirm,	to	highlight,	to	make	more	
specific,	to	isolate	some	musical-compositional	detail,	to	“decorate”	and	refine,	as	
it	were,	the	basic	conductorial	gestures	of	the	right	hand.	This	can	range	all	the	
way	from	both	hands	locked	in	identical,	symmetrical	(confirming)	gestures	
through	separate	and	diverse	(highlighting,	decorating)	gestures	to	total	
inactivity	of	the	left	hand.’		
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The	meaning	of	the	codes	for	verbal	priorities	should	be	self-explanatory	though	

the	codes	relating	to	gesture	warrant	further	explanation,	in	particular	the	use	of	

the	words	 ‘shape/character’.	 Leech-Wilkinson	 and	 Prior	 explain	 that	 the	word	

shape	 ‘is	immensely	flexible	and	useful	for	sharing	ideas	about	how	to	generate	

expressive	performance	without	having	to	specify	exactly	which	sounds	might	be	

required.	 The	 word	 is	 used	 between	 musical	 performers	 with	 a	 high	 level	 of	

mutual	understanding,	as	a	way	of	 communicating	expressive	 features	 that	are	

actually	very	difficult	to	articulate	in	more	detail.’	Similarly,	the	word	character	is	

a	 catch-all	 for	 what	 is	 difficult	 to	 articulate	 about	 music.	 ‘This	 kind	 of	

terminology,	easily	dismissed	as	superficial	or	vague,	is	in	fact	precisely	targeted	

to	the	nature	of	the	task	and	is	highly	effective	in	use	by	musicians.’20	In	addition	

to	these	codes,	I	divided	each	piece	into	sections	and	kept	track	of	how	long	was	

spent	 rehearsing	 each	 individual	 section.	 Exploring	 how	 long	 it	 took	 to	

implement	interpretive	ideas	was	crucial	for	the	findings	of	the	study	having	any	

utility:	 in	many	countries	performance	survives	on	a	near	dress-rehearsal-only	

culture.		

	

All	 the	 codes	 for	 gesture	 take	as	 an	assumption	 that	 any	ensemble	performing	

together	can	manage,	consciously	or	unconsciously,	the	temporal	coordination	of	

the	score	to	differing	degrees	without	the	conductor.21		The	extent	to	which	the	

conductor	 is	 needed	 to	 control	 temporal	 co-ordination	 (codes	 referencing	

‘ensemble’)	 is	 dependent	 on	 how	 cohesively	 an	 ensemble	 can	 play	 without	

rhythmic	 impetus	 from	 a	 conductor.	 Harry	 Price	 and	 James	 Byo’s	 adaption	 of	

Vygotsky’s	Zone	of	Proximal	Development	(ZPD)	explains	this	relationship:	

ZPD,	in	the	context	of	the	[orchestral	performance],	can	be	thought	of	as	
                                                
20	(Leech-Wilkinson	and	Prior	2014,	34)	
21	For	more	on	this	see	Rasch	(1979)	and	Clayton,	Sager,	and	Will	(2005).	In	his	
monograph	Embodied	Knowledge	in	Ensemble	Performance	Murphy	McCaleb	
observes	that	from	his	‘perspective	as	a	performer,	the	admittedly	important	act	
of	coordinating	tempi	among	my	fellow	musicians	does	not	have	as	large	an	
impact	on	the	resulting	performance	as	the	collaboration	of	interpretation.	An	
understanding	of	interpretive	coordination	should	encourage	clarification	of	the	
processes	inherent	in	temporal	synchronization,	whereas	the	opposite	may	not	
necessarily	be	true.’	(McCaleb	2014,	8)	
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the	difference	between	what	an	ensemble	can	achieve	without	and	with	

the	 direction	 of	 a	 conductor.	 It	 is	 the	 distance	 between	what	 problems	

individuals	 can	 fix	 independently	 and	 the	possible	 solutions	 that	 can	be	

achieved	 in	 collaboration	 with	 peers	 or	 under	 the	 guidance	 of	 [the	

conductor].22	

Scores	with	much	rhythmic	complexity	presumably	require	the	conductor	to	give	

more	 temporal	 guidance	 to	 the	 ensemble.	 Equally,	 scores	 with	 much	 musical	

complexity	 (or	we	 could	 say	 ambiguity),	 presumably	 require	 the	 conductor	 to	

unify	 and	 project	 greater	 shape	 and	 character	 to	 the	 ensemble.	 I	 suggest	 that	

scores	 of	 significant	 ensemble	 and	 musical	 complexity	 do	 not	 divide	 the	

conductor’s	gestural	focus:	one	can	be	fully	communicative	with	both	at	the	same	

time.	 This	 said,	my	 sense	 is	 that	 I	myself	 often	 give	 emphasis	 to	 one	 over	 the	

other	or	to	one	exclusively	alone;	the	codes	developed	for	the	study	reflect	this.		

Use	of	Sonic	Visualiser	
	
Each	 performance	 was	 also	 acoustically	 recorded	 using	 a	 mid-level	 portable	

recording	device	and	synchronised	with	the	video	footage:	this	ensured	that	the	

sound	 on	 the	 video	 footage	 came	 from	 the	 front	 of	 the	 orchestra.	 	 When	

performances	 were	 mounted	 in	 different	 venues	 I	 attempted	 to	 make	 the	

microphone	and	gain	settings	comparable,	though	due	to	the	number	of	different	

venues	 in	 which	 performances	 took	 place	 this	 was	 not	 always	 possible.	 As	 a	

result	 of	 this,	 the	 only	 reliable	 data	 that	 could	 be	 pulled	 from	 the	 audio	

recordings	 to	make	detailed	comparisons	were	 tempo	graphs,	 for	which	 I	used	

Sonic	Visualiser	to	generate.		

	

Sonic	 Visualiser	 is	 a	 now	 standard	 method	 for	 ‘studying	 a	 musical	 recording	

rather	than	listening	to	 it’.23		Speaking	of	the	software	being	used	as	a	research	

tool	Cook	has	said	that	‘disciplinary	development	is	conditioned	not	so	much	by	

what	can	be	done	through	the	expenditure	of	huge	amounts	of	labour	or	expense,	

but	by	what	can	be	done	practically,	within	the	timescales	and	budgets	available	
                                                
22	(Price	and	Byo	2002,	339)	
23	(Cannam,	Landone,	and	Sandler	2010)	
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for	 academic	 research.’24	In	 this	 study,	 the	 use	 of	 Sonic	 Visualiser	 was	 an	

ancillary	 research	 tool.	 I	 did	 not	 explore	 the	 possibilities	 of	 making	 highly	

detailed	analyses	of	 the	 recorded	performances	 for,	 as	Clarke	describes,	 ‘every	

musical	performance	is	unavoidably	“creative”	in	the	sense	that	if	the	analysis	is	

sufficiently	 fine-grained	 it	 is	 bound	 to	 differ	 from	 every	 other	 performance	 in	

some	way,	 somewhere.’25	In	 a	 similar	 vein,	 Roger	 Chaffin	 et	 al.	 concluded	 that	

‘musically	 meaningful	 differences	 between	 repeated	 performances	 are	 an	

unavoidable	 by-product	 of	 the	 psychological	 processes	 involved	 in	 playing	

musically.’26	It	is	with	this	in	mind	that	the	exegesis	of	each	case	study	focuses	on	

drawing	 conclusions	 which	 relate	 the	 work	 of	 each	 rehearsal	 cycle	 to	 the	

resulting	 performance,	 rather	 than	 fine-grained	 comparative	 analysis	 of	 both	

performances.	 To	 those	 initiated	 in	 the	 medium	 of	 conducting	 and	 orchestral	

performance,	 the	 ‘results’	 of	 the	 ethos	 of	 multiple	 interpretability	 (i.e	 any	

differences	 between	 performances)	 are	 most	 clearly	 articulated	 in	 the	

audiovisual	 material.	 As	 Harold	 Powers	 observes,	 ‘musical	 data	 [is]	 more	

resistant	 to	 verbal	 [or	 written]	 explication	 than	 the	 data	 in	 other	 humanistic	

fields.’27			

	
 

                                                
24	(Cook	2013a,	146)	
25	(Clarke	2012,	17)	
26	(Chaffin,	Lemieux,	and	Chen	2007,	467)	Numerous	studies	exist	which	
compare	different	performances	of	the	same	piece,	and	to	what	extent	
differences	are	intentional	and/or	creative.	For	example	in	one	study	by	Clarke,	a	
pianist	gave	six	performances	of	a	Chopin	Prelude	over	one	hour	that	were	all	
found	to	be	different.	‘The	performer	had	not	been	asked	to	attempt	deliberately	
different	interpretations,	nor	had	he	been	asked	to	adhere	to	a	single	view:	these	
were	freely	given,	and	apparently	spontaneously	varying,	performances.	Analysis	
of	the	six	performances	demonstrated	significant	differences	between	them,	
amounting	to	distinct	interpretations	of	the	music	that	appear	to	prioritize	
different	aspects	of	the	music’s	structure.	In	this	case	it	seems	rather	more	
persuasive	that	these	distinctions	do	constitute	a	creative	use	of	expression	in	
performance,	though	it	is	worth	noting	that	there	was	no	evidence	that	the	
performer	was	conscious	of	trying	to	articulate	these	different	interpretations.’	
(Clarke	2012,	19)		
27	(Powers	1993,	6)	
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The	autoethnographical	‘practice	journal’	
	

‘Autoethnography	is	an	approach	to	research	and	writing	that	seeks	to	describe	

and	 systematically	 analyze	 (graphy)	 personal	 experience	 (auto)	 in	 order	 to	

understand	 cultural	 experience	 (ethno).’28	In	 other	 words,	 autoethnography	 is	

first-person	reporting	on	personal	experience.	Bannerman,	Sofaer	and	Watt	have	

written	 that	 the	 Centre	 for	 Research	 into	 Creation	 in	 the	 Performing	 Arts	 or	

ResCen	 that	was	 founded	 in	 1999	 at	Middlesex	 University	 had	 the	 ‘distinctive	

mission’	 of	 privileging	 the	 voice	 of	 the	 artist	 and	 that	 doing	 so	 was	 not	

‘universally	 welcomed’	 at	 the	 time.29	With	 the	 establishment	 of	 the	 Orpheus	

Research	 Centre	 in	Music	 in	 2007	 and	 the	 AHRC	 Research	 Centre	 for	Musical	

Performance	as	Creative	Practice	from	2009-2014	it	would	appear	that	the	voice	

of	the	artist	now	has	an	established	field	in	which	to	speak.30	

	

In	 the	 practice	 journal	 I	 wrote	 weekly	 entries	 about	 preparing,	 rehearsing,	

performing	 and	 reflecting	 on	 the	 practice	 of	 the	 study.	 The	 narrative	 of	 the	

journal	 charts	 the	way	 in	which	my	understanding	of	 the	study	design	and	 the	

ethos	of	multiple	interpretability	evolved.	As	such,	not	all	of	the	journal	entries,	

particularly	those	from	the	early	months	of	the	study,	are	fully	developed	from	a	

conceptual	point	of	view.	At	 times	 the	 journal	 refers	back	 to	 the	writing	 in	 the	

main	thesis;	they	were	written	simultaneously	and	at	times	conceptual	progress	

was	made	 in	 the	main	 thesis	before	 the	 journal.	 Indeed,	 the	 journal	as	a	whole	

can	only	be	said	to	be	a	marker	of	my	understanding	at	 the	time	of	writing.	As	

Bochner	has	written,	‘the	truth	of	autoethnographies	can	never	be	a	stable	truth	

                                                
28	(Ellis,	Adams,	and	Bochner	2011,	1)	For	an	exemplary	article	of	
autoethnography	written	by	a	conductor	and	researcher	see	Bartleet	(2009a).	
For	a	wider	discussion	of		autoethnography	outside	musicology	see	Davies	
(2008,	178-189)	
29	(Bannerman,	Sofaer,	and	Watt	2006,	8)	
30 The	field	still	has	detractors:	Ian	Pace	(2015,	69)	has	called	autoethnography	a	
‘frequently	narcissistic	practice.’	Given	the	field	is	still	emerging	there	is	much	
work	to	be	done,	with	conferences	such	as	‘Beyond	“Mesearch”:	
Autoethnography,	self-reflexivity,	and	personal	experience	as	academic	research	
in	music	studies’	(Institute	of	Musical	Research,	2018)	offering	much	promise.  
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because	memory	is	active,	dynamic	and	ever	changing.	As	we	grow	older	and/or	

change	 our	 perspective,	 our	 relationship	 to	 the	 events	 and	 people	 of	 the	 past	

changes,	too.’31		

	

In	 the	 journal	 I	 tried	 to	 capture	 as	 far	 as	 possible	 both	 of	 Donald	 Schön’s	

distinctions	between	reflections	on	and	in	action.32	I	also	captured	in	the	journal	

many	conversations	that	I	had	with	musicians,	and	at	several	points	also	quoted	

and	discussed	email	correspondence	I	was	having	with	various	people	about	the	

study.	 Several	 entries,	 particularly	 those	 that	 summarise	my	 reflections	 about	

different	 performances,	 are	 transcriptions	 of	 voice-memos	 made	 to	 myself.33	

Entries	from	the	journal	are	quoted	extensively	throughout	the	exegesis	of	each	

case	 study,	 indeed	 about	 one	 third	 of	 the	 entire	 25,000	 word	 journal	 also	

appears	in	the	main	written	component	of	the	thesis.	On	the	whole,	the	journal	

has	 been	 edited	 only	 for	 clarity	 and	 concision,	 though	 one	 or	 two	 tangential	

thoughts	have	also	been	removed.34	

Listening	in	silence:	chronometry	exercises,	energy	graphs	and	performer’s	
analysis.	
	

‘Listening	 in	 silence’,	 i.e.	 silent	 score	 study,	 is	 also	 referred	 to	 as	 ‘mental	

rehearsal,	 mental	 practice,	 aural	 or	 internal	 representations,	 inner	 hearing,	 or	

visualization.’35	The	aim	of	listening	in	silence	is	to	prefigure	the	sound	and	is	by	

implication	interpretation	of	the	score.	This	type	of	work	fell	broadly	into	three	

different	types	of	activities:	musical	chronometry,	the	creation	of	energy	graphs	

and	performer’s	analysis.		For	the	chronometry	exercises	I	‘performed’	the	piece	

in	my	inner	ear	and	detailed	the	timings	of	different	sections	of	the	piece;	these	

                                                
31	(Bochner	2016,	54)	
32	(Schön	1983)	
33	For	an	example	of	similar	studies	that	use	‘talk	aloud’	methods	or	verbal	
protocol	see	Davidson	(2007)	
34	The	thoughts	were	removed	as	I	felt	they	were	‘self-absorbed’	digressions	
which	‘failed	to	adequately	engage	with	others	in	the	field.’	(Anderson	2006,	385,	
386)	
35	(Clark,	Williamon,	and	Aksentijevic	2012,	352)	
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were	then	compared	against	the	actual	performances.36	The	data	from	following	

this	 method	 is	 very	 blunt:	 it	 consistently	 demonstrates	 ‘differences’	 in	

interpretations	 between	 prefigurement	 and	 performance,	 as	 well	 as	 between	

each	actual	performance,	that	arise	because	of	the	instability,	or	rather	flexibility	

of	tempo	as	a	global	index	of	music.		

	

Creating	energy	graphs	 felt	 like	an	 idiosyncratic	method	of	score	study,	 though	

the	 idea	of	 charting	 an	 ‘intensity	 curve’	 through	a	piece	of	music	 can	be	dated	

back	to	Wallace	Berry	in	his	Structural	Functions	in	Music,37	and	has	been	used	as	

an	analytic	tool	 in	studies	by	Rink.38	As	will	become	clear,	 I	could	only	produce	

the	graph	when	 I	had	a	 ‘synoptic	view’	of	 the	piece;	 I	define	having	a	 synoptic	

view	as	being	when	the	piece	is	memorised	in	terms	of	its	architecture	and	can	

be	perceived	atemporally	as	a	shape.39	From	her	perspective	as	a	concert	pianist,	

Susan	Tomes	believes	that	memory	‘enables	us	to	construct	a	sense	of	dynamic	

“form”	 and	 to	 appreciate	 musical	 architecture…	 the	 shape	 is	 formed	 not	 in	

physical	space	but	in	imaginative	space	built	up	through	time.’40		

	
The	‘energy’	which	I	perceive	is	a	combination	of	many	different	elements	of	the	

music,	both	‘in	the	moment’	and	cumulative.	Having	trained	as	a	trumpeter,	my	

perception	 of	 ‘in	 the	 moment’	 energy	 is	 somewhat	 related	 to	 the	 higher	 and	

louder	principle	as	outlined	by	Sundberg,	Friberg	and	Fryden.41	They	write	that	

‘the	origin	of	this	principle	appears	to	be	physical:	wind	instruments	(including	
                                                
36	For	an	example	of	similar	studies	see	Clark	and	Williamon	(2012).	Cook	
explains	that	the	problem	with	such	exercises	is	that	‘a	performance	that	
trundles	along	at	a	muddling	tempo	may	come	out	with	the	same	value	as	one	
that	lurches	frenetically	from	one	fermata	to	another.’	(Cook	2013a,	148)	
37	‘To	see	structural	function	in	music	as	it	concerns	lines	of	intensity	change	is	to	
see,	in	general,	three	possibilities:	that	of	increasing	intensity…	that	of	subsiding	
intensity…and	that	of	event-succession	involving	unchanging	degrees	of	
intensity…’	(Berry	1976,	7)		
38	(Rink	1999)	
39	I	have	personalised	this	idea	from	the	‘second	reading’	concept	outlined	in	
Cone	(1977)	
40	(Tomes	2014,	75)	Scruton	describes	something	of	an	imaginary	space	when	
we	listen	to	music	as	being	‘acousmatic’.	(Scruton	2009,	11).		
41	(Sundberg,	Friberg,	and	Frydén	1991)	
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the	voice)	tend	to	produce	louder	tones	at	higher	pitches,	even	though	effort	or	

input	pressure	is	held	constant.	Often	the	most	important	tone	in	a	phrase	is	also	

the	 highest	 in	 pitch.	 In	 this	 case,	 the	 high-loud	 principle	 produces	 natural-

sounding	 phrasing.’42	Similarly,	 Rink	 has	 observed	 that	 there	 are	 parallels	

between	the	energy/intensity	of	music	and	the	‘intonation	contour’	of	oratory,	as	

well	as	plot	archetypes,	both	of	which	he	suggests	are	embedded	in	our	approach	

to	 the	 performance	 of	 Romantic	 and	 post-Romantic	 repertoire. 43 	The	

combination	of	 ‘in	 the	moment’	 and	 cumulative	 energy	 is	what	Neil	Todd	 calls	

‘integrated	energy’.	For	Todd,	this	 ‘integrated	energy’	included	tempo,	dynamic,	

articulation,	timbre	and	vibrato.44	When	I	listen	in	my	mind’s	ear	I	am	aware	of	

the	gestalt	effect	(that	the	whole	is	more	than	the	sum	of	the	parts)	of	all	these	

parameters	working	within	a	sense	of	form.	

	

Deeply	 ingrained	 in	my	 first	 response	 to	any	score-learning	 is	a	desire	 to	have	

some	type	of	analytical	 insight	for	which	I	do	what	might	be	called	performer’s	

analysis.45	Performer’s	analysis	 for	me	 is	defined	as	any	activity	which	 initiates	

and	 sustains	 the	 growth	 of	 a	 synoptic	 view	 of	 a	 piece.	 In	 this	 way,	 the	

chronometry	exercises	and	energy	graphs	constitute	doing	performer’s	analysis	

of	a	kind.	The	‘straight’	performer’s	analysis	I	do	assesses	a	range	of	traditional	

analytical	 parameters,	 though	 becomes	 performance	 oriented	 as	 at	 all	 times	

what	I	am	wanting	to	know	from	the	score	is	informed	by	the	performance	date,	

how	 much	 rehearsal	 time	 is	 available,	 and	 the	 players	 that	 I	 am	 going	 to	 be	

conducting.	 Such	 analysis	 does	 not	 finish	 when	 rehearsal	 begins,	 rather	 it	

continues	 intuitively	 in	 and	 in	 between	 rehearsals.	 As	 Rink	 has	 observed,	

                                                
42	(McPherson	and	Parncutt	2002,	205)	
43	(Rink	1999,	235)	
44	For	a	discussion	of	Todd’s	‘integrated	energy’	concept	see	Clarke	(1995)	
45	I’m	sure	this	is	a	result	of	a	conservatoire	education,	though	it	is	important	to	
define	what	constitutes	an	analysis	–	fashions	are	changing.	Schmalfeldt	(1985,	
1)	wrote	that	‘performance	students	at	colleges	and	universities	today	depend	
upon	the	theorist-analyst	for	general	knowledge	about	musical	structure	and	
compositional	technique.’	In	my	own	education	I	had	very	little	contact	or	
exposure	to	‘theorist-analysis’	and	on	an	anecdotal	level	I	expect	the	same	may	
be	the	case	for	other	conservatoire	trained	musicians	of	my	generation.		
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‘analytical	expertise	should	certainly	be	brought	to	bear	on	one’s	performance	if	

this	 facilitates	one’s	understanding	of	a	piece,	but	…	 it	 is	by	no	means	 the	only	

way	 in	 which	 to	 penetrate	 the	 work;	 sometimes,	 “informed	 intuition”	 is	

sufficient.’	46	Similarly,	 Schnabel	 commented	 that	 ‘it	 does	 no	 harm	 to	 know’	

theoretical	 analysis	 of	 a	 piece,	 though	 he	 believed	 ‘there	 is	 no	 basis	 for	

interpretation’	in	what	such	analysis	reveals.47		

Music	selected	for	the	study	
	
Beethoven	Symphony	No.	548	and	Leonore	Overture	No.	349	
	
The	inclusion	of	these	two	symphonic	constructions	of	Beethoven’s,	each	with	its	

own	interpretive	challenges,	allowed	for	an	exploration	of	the	issues	involved	in	

practising	 the	 ethos	 of	 multiple	 interpretability	 with	 music	 of	 the	 nineteenth	

century.	 	 	 Gunther	 Schuller	 in	The	Compleat	Conductor	asserts	 that	 ‘there	 is	 no	

work	 in	the	entire	 literature	which	 is	more	popular	and	more	often	recorded	–	

some	160	recordings	to	date	–	than	the	Fifth	Symphony	of	Beethoven.	It	is	also,	

alas,	one	of	the	least	understood	and	most	consistently	misinterpreted.’50	It	was	

such	singularist	views	that	animated	my	desire	to	come	at	Beethoven’s	Fifth	as	a	

multiplist.	Including	Beethoven’s	Leonore	Overture	No.	3	allowed	for	the	ethos	of	

multiple	 interpretability	 to	 be	 explored	 when	 the	 music	 implies	 a	 clear,	 non-

musical	narrative.		

	

Stravinsky	Concerto	in	Eb,	‘Dumbarton	Oaks’51		

Stravinsky’s	 famous	polemical	 comments	about	 interpretation52	were	born	 in	a	

post-romantic	era	and	can	be	best	understood	when	we	consider	 the	 inherited	

                                                
46	(Rink	1990,	328).	Rink	has	also	commented	that	‘even	fairly	mundane	
activities	can	feed	in	to	the	discovery	of	new	insight,	new	knowledge	and	new	
means	of	expressing	ideas	in	all	sorts	of	ways.’	(Rink	and	Brown	2013)	
47	(Wolff	1972,	18)	
48	Edition	used	was	Beethoven	and	Del	Mar	(2001)	
49	Edition	used	was	Beethoven	and	Riedel	(2007)	
50	(Schuller	1997,	109).	Schuller	details	in	122	pages	exactly	how	the	conductor	
should	approach	each	bar	and	nearly	each	note	of	the	symphony.	
51	(Stravinsky	1966)	
52	For	a	discussion	about	these	comments	and	their	context	see	van	den	Toorn	
and	McGinness	(2012,	258-262)	
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musical	 traditions	 of	 his	 players:	 his	 insistence	 on	 rhythmic	 rigour	 make	

different	 demands	 of	 the	 interpreter	 from	 that	 of	 Beethoven.	 Thurston	 Dart	

expressed	a	now	dated	but	potentially	still	entrenched	viewpoint	when	he	wrote	

that	‘composers	like	Stravinsky	and	Schönberg	leave	the	interpreter	no	freedom	

whatever;	every	nuance	of	dynamic,	tempo,	phrasing,	rhythm	and	expression	is	

rigidly	prescribed,	and	the	performer	is	reduced	to	the	abject	status	of	a	pianola	

or	a	gramophone.’53		

	

Making	 sense	 of	 Stravinsky’s	 interpretive	aesthetic	 requires	 a	 balancing	 of	 the	

enormous	trail	of	sometimes	conflicting	documentation	he	left	behind,	as	well	as	

a	 questioning	 of	 Stravinskian	 contemporary	 performance	 practice.	 In	

comparison	to	some	of	Stravinsky’s	ensemble	pieces,	‘Dumbarton	Oaks’	receives	

little	discussion	in	the	literature.	Its	place	in	Stravinsky’s	neoclassical	period	was	

a	 rich	 area	 to	 explore	 the	 ethos	 of	 multiple	 interpretability.	 In	 the	 exegesis	 I	

discuss	 the	 challenges	 of	 seeking	 multiple	 interpretations	 of	 the	 music	 of	 a	

composer	who	famously	declared	that	he	didn’t	want	his	music	to	be	interpreted.		

	

New	Work	

Edwin	 Roxburgh	 has	 suggested	 ‘[t]he	 reputation	 of	 Mozart	 and	 Beethoven	

cannot	be	damaged	by	a	poor	performance,	but	in	a	first	performance	the	living	

composer	 can	 be	 destroyed	 by	 an	 inadequate	 presentation.’54	In	 addition	 to	

Beethoven’s	 nineteenth-century	 music	 and	 Stravinsky’s	 twentieth-century	

music,	two	works	were	specifically	commissioned	to	investigate	how	the	ethos	of	

multiple	 interpretability	may	 be	 practised	with	 the	music	 of	 living	 composers.	

Simon	 Mawhinney’s	 The	 Pinkbow	 at	 Backnamullagh	 and	 John	 De	 Simone’s	

Poetics	each	in	their	own	way	problematised	the	ethos.	Working	in	collaboration	

with	Simon	and	in	particular	John	also	allowed	me	to	investigate	to	what	extent	

interpreting	 new	 work	 with	 the	 composer	 present	 is	 a	 different	 process	 to	

interpreting	 known	 repertoire	 in	 the	 absence	 of	 the	 composer.	 Including	 new	

music	in	the	study	also	enabled	the	study	to	contribute	to	the	growing	literature	

                                                
53		(Dart	1967,	59)	
54	(Roxburgh	2014,	3)	
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on	 composer-performer	 collaborations	 that	 seldom	 feature	 the	 voice	 of	 the	

conductor.	55		

Timeline	and	the	cumulative	effect	of	the	practice	on	the	research	
enquiries	
	
November	 2014	 –	 first	 performance	 of	 Beethoven’s	 Leonore	 Overture	 No.	 3	

(henceforth	Leonore)	with	St	Andrews	Chamber	Orchestra	in	the	Younger	Hall,	St	

Andrews.	

	

March	 2015	 –	 second	 performance	 of	 Leonore	 with	 St	 Andrews	 Chamber	

Orchestra	 in	 Fisherwick	 Presbyterian	 Church,	 Belfast.	 First	 performance	 of	

Simon	 Mawhinney’s	 Pinkbow	 at	 Backnamullagh	 (henceforth	 Pinkbow)	 at	 the	

Sonic	 Arts	 Research	 Centre	 of	 Queen’s	 University	 Belfast	with	 the	 St	 Andrews	

New	Music	Ensemble.	

	

April	 2015	 –	 second	 performance	 of	Pinkbow	in	 the	 Younger	Hall,	 St	 Andrews	

with	the	St	Andrews	New	Music	Ensemble.	The	piece	was	performed	twice	in	the	

concert,	with	the	second	performance	being	selected	for	analysis	and	inclusion	in	

the	study.	The	second	performance	was	used	 in	the	study	due	to	 it	being	more	

stable	and	secure.	

	

November	2015	–	first	performance	of	Beethoven’s	Fifth	Symphony	(henceforth	

Symphony)	 in	 the	 Younger	 Hall,	 St	 Andrews	 with	 the	 St	 Andrews	 Chamber	

Orchestra.	

	

February	 2016	 –	 second	 performance	 of	 Symphony	 in	 St	 Mary’s	 Metropolitan	

Cathedral,	Edinburgh	with	the	St	Andrews	Chamber	Orchestra.	

	

March	 2016	 –	 both	 performances	 of	 Stravinsky’s	 Concerto	 in	 Eb	 ‘Dumbarton	

Oaks’	 (henceforth	 ‘Dumbarton	Oaks’)	and	 John	De	Simone’s	Poetics	(henceforth	

Poetics)	in	the	Byre	Theatre,	St	Andrews	and	the	Macrobert	Centre,	Stirling,	with	
                                                
55	For	example	see	Clarke	et	al.	(2005),		Bayley	(2011),	Pace	(2014)	and	Clarke	
and	Doffman	(2018).	
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the	 St	 Andrews	 New	 Music	 Ensemble	 side-by-side	 with	 expert	 professional	

musicians.	 In	 both	 concerts	 Poetics	 was	 performed	 twice:	 the	 second	

performance	of	each	concert	was	selected	for	analysis	and	inclusion	in	the	study.	

The	second	performance	was	used	in	the	study	due	to	it	being	more	stable	and	

secure.	

	

The	 order	 of	 the	 practice	 had	 a	 significant	 impact	 on	 the	 way	 the	 research	

enquiries	were	approached	and	the	exegeses	written	up.	In	the	first	year	of	the	

practice	 both	 performances	 of	 Leonore	 and	 Pinkbow	 were	 undertaken	 and	

therefore	the	exegeses	make	comparisons	between	those	two	pieces.	As	a	result	

of	 the	 performances	 of	 Leonore	and	 Pinkbow	 I	 approached	 Symphony	 without	

fully	‘activating’	the	methodology	of	the	study;	this	is	discussed	in	the	exegesis	of	

Symphony.	All	 that	had	been	 learnt	 from	the	performances	of	Leonore,	Pinkbow	

and	 Symphony	 influenced	 the	 way	 in	 which	 the	 performances	 of	 ‘Dumbarton	

Oaks’	and	Poetics	were	approached.	The	performances	of	Poetics	and	‘Dumbarton	

Oaks’	 were	 made	 on	 consecutive	 days	 and	 therefore	 were	 considered	 to	 be	

rehearsed	in	one	rehearsal	cycle;	the	other	three	pieces	were	said	to	have	been	

rehearsed	in	two	separate	rehearsal	cycles.	The	order	of	performances	was	itself	

a	consideration	of	the	study	design:	beginning	with	Leonore	was	intentional	as	it	

allowed	me	 to	 commence	 the	 study	with	 a	 piece	 of	manageable	 duration	 that	

raised	 interpretive	 issues	 germane	 to	 the	 nineteenth	 century.	 Continuing	with	

Pinkbow	 allowed	 for	 immediate	 contrasts	 to	 be	 drawn	 between	 nineteenth-

century	 music	 and	 new	music.	 Continuing	 with	 Symphony	 followed	 by	 Poetics	

and	 ‘Dumbarton	Oaks’	also	allowed	for	contrasts	between	music	 from	different	

eras	to	be	discussed.	

Ensembles	selected	for	study	
	

St	Andrews	Chamber	Orchestra	and	New	Music	Ensemble		
	
These	two	ensembles	performed	both	pieces	by	Beethoven	and	Pinkbow.	The	

ensembles	were	ideal	for	the	nature	of	this	study:	
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• There	 was	 no	 residual	 memory	 from	 the	 interpretation	 of	 a	 previous	

conductor:	 the	 chamber	 orchestra	 had	 not	 performed	 Symphony	 or	

Leonore	before	but	had	over	the	past	three	years	completed	a	cycle	of	the	

late	Beethoven	symphonies.		

• Being	non-professional	there	was	ample	rehearsal	time	for	me	to	practise	

towards	 resolving	 the	 research	 enquiries.	 Pinkbow	 in	 particular	 had	 a	

very	generous	amount	of	rehearsal.		

• Both	ensembles	were	led	by	a	professional	who	also	taught	many	in	the	

string	 section.	 The	 leader	 and	 I	 closely	 monitored	 the	 makeup	 of	 the	

sections	 and	 managed	 the	 strengths	 and	 weaknesses	 of	 individual	

players.		

• Though	 both	 ensembles	 had	 obvious	 technical	 and	 therefore	 musical	

limitations,	emergent	from	the	study	as	a	whole	was	how	both	ensembles	

transcended	–	in	an	existential	sense	–	these	limitations.56			

	

Side-by-Side	ensemble	

So	 that	 the	 study	 was	 not	 limited	 to	 investigating	 only	 performances	 with	

student	musicians,	 expert	 professional	musicians	were	 contracted	 for	 side-by-

side	 performances	 of	 ‘Dumbarton	 Oaks’	 and	 Poetics	 with	 the	 New	 Music	

Ensemble.	

Locating,	positioning	and	situating	the	study	
	
Even	though	 it	 is	a	reference	to	 feminist	 theory,	 I	 found	the	 following	quote	by	

Donna	 Haraway	 useful	 in	 contextualising	 my	 own	 artistic	 research.	 Haraway	

wrote:	‘I	am	arguing	for	politics	and	epistemologies	of	location,	positioning,	and	

situating,	where	partiality	and	not	universality	is	the	condition	of	being	heard	to	

                                                
56	As	Thomas	Flynn	observes,	‘the	mantra	of	Sartrean	humanism	is	that	you	can	
always	make	something	out	of	what	you’ve	been	made	into	because	you	always	
transcend	your	facticity.’	Flynn	here	defines	‘facticity’	as	the	‘givens	of	our	
situation	such	as	our	race	and	nationality,	our	talents	and	limitations,	the	others	
with	whom	we	deal	as	well	as	our	previous	choices.’	(Flynn	2006,	65-66)	
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make	rational	knowledge	claims.’57	Following	Haraway,	the	below	points	further	

locate,	position	and	situate	the	study:	

	

1) This	 study	 falls	 outside	 of	 the	 traditional	 conducting	 literature.58	In	 the	

relatively	 recent	 treatises	 by	 Farberman	 and	 Meier	 the	 issue	 of	

interpretation	 seems	 to	 be	 embedded	 within	 explanations	 of	 physical	

technique,	 as	 if	 ‘proper’	 technique	 equates	 to	 ‘proper’	 interpretation.	

Farberman’s	treatise	aims	to	equip	the	conductor	with	a	‘compositionally	

derived	conducting	technique’59	so	that	they	can	recreate	the	composer’s	

intentions.	Meier	writes,	‘the	score	provides	all	the	information	needed	to	

form	a	musical	interpretation	of	a	composition’,	and	that	conductors	must	

‘decide	 how	 to	 communicate	 and	 lead	 [the	 players]	 most	 effectively	

through	 physical	 gestures.’60	This	 study	 problematises	 these	 otherwise	

common-sense	positions.	The	issue	is	that,	as	Bruce	Adolphe	has	written,	

‘[t]o	divorce	the	study	of	technique	from	the	philosophy	of	interpretation	

is	unartistic.’61		

	

2) The	 research	 enquiries	 could	 not	 be	 answered	 through	 text-based	

research	alone.	In	my	conducting	throughout	the	study,	I	did	not	‘merely	

“think”	[my]	way	through	or	out	of	a	problem,	but	rather	[I]	“practised”	to	

a	resolution.’62		

 

3) The	 success	 of	 the	 project	 was	 not	 dependent	 on	 the	 ‘success’	 of	 the	

performances	as	might	be	traditionally	defined.	As	Gritten	has	observed,	

‘the	essential	quality	of	Artistic	Research	 is	not	mastery	or	 success.	 It	 is	

having	a	direction	in	mind,	but	setting	sail	for	the	open	sea	and	following	

                                                
57	(Haraway	2013,	683)	
58	I	define	the	traditional	conducting	literature	as	being	that	canon	of	Green	and	
Malko	(1961),	Rudolf	(1980),	Farberman	(1997)	and	Meier	(2009).	For	an	
example	of	a	doctorate	in	this	area	see	Lee	(2008).	
59	(Farberman	1997,	xi)	
60	(Meier	2009,	3)	
61	(Adolphe	2013,	7)	
62	(Barrett	and	Bolt	2007)	
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the	 sea	breeze.	 Sensitivity	 to	 the	 singularity	of	 the	materials	 at	hand,	 to	

what	 they	demand	of	 the	practitioner	and	to	how	they	sometimes	resist	

manipulation,	is	more	important	than	insisting	on	a	pre-determined	route	

through	 the	 material	 towards	 a	 static	 goal.’63	The	 case	 studies	 are	

presented	 in	 the	 order	 in	which	 they	 occurred	within	 the	 study	 as	 that	

variable	–	the	order	of	the	study	–	was	more	influential	than	any	other	in	

the	way	I	came	to	understand	the	ethos	of	multiple	interpretability.		

	

4) The	 methodology	 partially	 ‘measures’	 the	 performances	 of	 the	 study,	

though	these	measurements	are	only	based	on	what	Goebl	et	al.	describe	

as	‘World	1’	parameters,	which	in	the	Popperian	sense	is	‘the	measurable	

parameters	of	movement	and	music,	be	they	the	movement	of	the	body...	

or	 properties	 of	 the	 recorded	 sound.’ 64 	The	 differences	 of	 such	

measurements	 alone	 cannot	 account	 for	 differing	 interpretations	 of	 a	

piece	 of	 music;	 indeed,	 Doğantan-Dack	 has	 recently	 argued	 that	 ‘the	

meanings	emanating	from	the	sounds	of	a	performance	are	the	reflection	

of	 non-sonic	 factors,	 of	 historical–cultural	 contingencies,	 and…complex	

social	dynamics’	that	mainstream	performance	studies	have	neglected.65		

	

5) I	 have	 identified	 that	 this	 study	 broadly	 aims	 to	 advance	 music-as-

performance	 as	 opposed	 to	music-as-work,	 though	 a	 key	 concept	 of	 the	

thesis	 is	 the	 notion	 of	 ‘work-location’.	 I	 ask	 the	 reader	 to	 consider	 that	

when	 we	 refer	 to	 the	 word	 ‘work’	 we	 are	 dealing	 with	 an	 entrenched	

metaphor.	 Davies	 points	 out	 that	 the	 ‘work’	 can	 be	 found	 in	 different	

places	 and	 throughout	 the	 thesis	 I	describe	how	as	a	 conductor	 I	 locate	

the	work	inside	my	body.	By	suggesting	this	I	do	not	mean	to	short-circuit	

the	debate	of	whether	music	is	best	understood	as	being	autonomous	or	a	

cultural	practice.	As	Goehr	has	described,	‘a	work	may	be	a	purely	musical	

work	 of	 art	 at	 the	 same	 time	 that,	 transcendentally,	 it	 can	 show	 the	

                                                
63	(Gritten	2014)	
64	(Leech-Wilkinson	and	Prior	2014,	221)	
65	(Doğantan-Dack	2014,	9)	
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(extramusical)	world	“in	 its	entirety”.	Or,	 in	critical	 terms,	a	work	might	

have	the	appearance	of	being	a	self-sufficient	and	harmonious	whole,	yet	

turn	 out	 to	 be	 what	 Adorno	 once	 described	 as	 a	 profoundly	 non-

harmonizing	social	“cipher”.’66	

Existential	overtones	
	

As	already	discussed,	 the	exegeses	of	 the	practice	are	presented	 in	 the	written	

component	 in	the	same	order	that	the	practice	was	undertaken.	 Issues	that	are	

addressed	systematically	in	the	early	studies	are	left	aside	in	the	later	studies	to	

create	 space	 for	new	 conceptualisations.	As	 the	practice	progressed	 so	 too	did	

my	understanding	of	 the	ethos	of	multiple	 interpretability.	 I	practised	 towards	

new	 insights	 and	 understanding.	 I	 was	 not	 the	 same	 person	 at	 the	 end	 of	 the	

study,	 let	alone	the	same	conductor:	as	such	I	myself	was	also	a	variable	 in	the	

study.	As	described	in	the	introduction	of	the	thesis	my	motivations	were	deeply	

entangled	with	wanting	to	understand	how	I	myself	could	approach	the	central	

repertoire	in	a	way	that	was	true	to	me.	I	aimed	to	‘get	clear	about	what	I	must	
do,	not	what	I	must	know,	except	insofar	as	certain	understanding	must	precede	

every	act…	the	crucial	thing	[was]	to	find	a	truth	which	[was]	truth	for	me.’67		

	

Gritten	observes	that	Artistic	Practice	as	Research	‘is	often	reported	and	written	

up	 by	 its	 practitioners	 as	 being	 a	 deeply	 existential	 matter,	 of	 profoundly	

transformational	 personal	 significance	–	 it	 is	 a	 form	 of	 life.’ 68 	Existential	

overtones	 are	 inescapable	 in	 a	 study	 about	 the	 performance	 of	 music,	 as	 the	

following	incisive	comments	by	Goehr	conclude:	

	

If	we	were	 to	 focus	on	 the	old	 and	very	obvious	 idea	 that	 expressing	 is	

something	human	beings	individually	and	collectively	do	when	they	make	

music,	we	would	soon	see	that	music’s	aesthetic	dimension	of	resistance	

less	 concerns	 an	 assertion	 of	 music’s	 freedom	 per	 se	 than	 it	 does	 an	

                                                
66	(Goehr	1998,	15)	
67	(Kierkegaard	and	Dru	2012,	44)	
68	(Gritten	2015,	85)	



Chapter	two:	study	design	
	

Existential	overtones	
	

	

79	

assertion	of	a	person’s	free	and	individual	agency	through	the	medium	of	

music.69	

	

                                                
69	(Goehr	1998,	17)	
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Prior	to	this	study	I	knew	little	of	the	plot	of	Fidelio	even	though	I	had	performed	

Leonore	with	 a	 community	 orchestra	 and	 knew	 the	 famous	 trumpet	 calls	well.	

My	 initial	 preparation	was	 to	 explore	 for	myself	 the	 connections	 between	 the	

plot	 of	 the	 opera	 and	 the	 overture;	 work	 in	 this	 area	 was	 to	 become	 very	

influential	 in	 the	 way	 I	 approached	 the	 performances	 for	 this	 study.	 It	 was	

interesting	to	discover	that	Bouilly’s	libretto	‘Leonore,	ou	l’Amour	conjugal’	was	

already	set	to	music	by	Pierre	Gaveaux	(1761-1825):	Beethoven	had	the	score	in	

his	possession.	Also	interesting	to	me	was	that	Bouilly	wrote	the	libretto	from	a	

near	 autobiographical	 perspective:	 he	 himself	 had	 helped	 wives	 free	 their	

imprisoned	 (often	 noble)	 husbands.	 The	 subject	 matter	 must	 have	 been	 very	

‘real’	 to	 Beethoven.	 After	 establishing	 basic	 background	 information,	 bigger	

questions	started	to	emerge:	what	was	Beethoven	trying	to	say	with	this	music	

and	 this	story,	and	what	was	 I	meant	 to	make	of	 the	music	within	 the	ethos	of	

multiple	interpretability?			

	

Leonore	is	typical	of	Beethoven’s	heroic	music.	The	heroic	style	has	an	enduring	

appeal:	destiny,	 identity	and	triumph	in	the	face	of	adversity	are	all	humanistic	

traits	 that	we	relate	 to.	Lewis	Lockwood	defines	 the	 following	 three	profiles	of	

Beethoven’s	 heroic	 music:	 the	 fallen	 hero	 who	 is	 immortalised	 by	 death;	 the	

visionary	hero	who	triumphs	by	force	of	will,	and	the	quiet	and	stoical	hero	who	

triumphs	by	endurance.1	Fidelio	as	an	opera	falls	into	two	of	Lockwood’s	profiles:	

Leonore	rescues	Florestan	through	her	visionary	plan	that	triumphs	by	the	force	

of	will;	 and	Florestan	 is	 a	 stoical	hero	who	 resists	 tyranny	 through	endurance.	

Added	to	this	is	a	layer	of	psychological	drama	from	both	characters:	Leonore	is	

captive	in	her	disguise	as	she	works	to	free	Florestan,	and	Florestan	is	being	held	

captive	as	an	innocent	man.	The	reason	why	Leonore	No.	3	(which	is	actually	the	

second	overture	to	Fidelio)2	became	a	concert	piece	and	not	part	of	the	opera	is	

                                                
1	(Lockwood	2000,	43)	
2	For	more	on	this	see	the	foreword	in	Beethoven	(1805/2007)	
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because	 it	was	 too	dramatic	 for	 the	 relatively	 commonplace	opening	 scenes	 of	

the	opera	–	Leonore	No.	3	resolves	the	drama	before	it	has	began.		Wagner	wrote:	

‘far	 from	 furnishing	 a	 mere	 musical	 introduction	 to	 the	 drama,	 in	 itself	 it	

presents	this	drama	more	completely	and	movingly	than	we	find	it	in	the	ensuing	

disjointed	stage	action.	This	work	is	not	simply	an	overture,	but	in	itself	a	most	

powerful	 drama.’	3	Including	 Leonore	 in	 the	 study	 required	 seeking	 multiple	

interpretations	 of	 the	 drama	 as	well	 as	 the	music.	The	 strongly	 implied	 extra-

musical	 narrative	 of	 the	 overture	 required	 critical	 and	 performative	

interpretation.4	

Exegesis	of	the	first	rehearsal	cycle	and	performance	
	
Combining	 these	 two	 interpretive	 senses	 for	 the	 first	 performances	 as	

‘experiments’	was	challenging.	 	A	key	 theme	of	 the	 issues	 that	arose	was	how	I	

was	actually	 going	 to	 conceive	of	 two	different	 interpretations	of	 the	overture.	

The	following	points	from	the	practice	journal	reflect	this:	

	

Multiple	 interpretability	cannot	be	achieved	as	I	would	like	it	on	spur	of	

the	moment	inspiration	alone,	though	it	contributes	towards	it.	

	

My	first	finding	of	this	study	is	that	for	me	as	a	conductor	seeking	multiple	

interpretability	I	must	know	the	music	from	memory.	

	
                                                
3	(Istel	and	Baker	1921,	236)	
4	See	Dorian	(1942,	211-212)	for	insightful	analysis	between	the	drama	and	form	
of	the	overture.	Susan	Tomes	talks	of	narrative	in	music	as	being	not	about	a	
‘once	upon	a	time’	scenario’	(which	I	actually	used	several	times	with	the	
orchestra,	telling	the	story	about	Florestan	being	held	captive),	but	rather	‘in	the	
sense	that	we	are	presented	with	musical	units	to	which	things	happen,	and	we	
can	follow	the	process	because	we	know	what	change	feels	like.’	(Tomes	2014,	
49)	Jonathan	Culler	points	out	that	‘the	movement	of	narrative	itself	is	driven	by	
desire	in	the	form	of	“epistemophilia”,	a	desire	to	know:	we	want	to	discover	
secrets,	to	know	the	end,	to	find	the	truth.’	(Culler	1997,	92).	Such	desire	for	
story	making	and	story	telling	is	something	that	is	biologically	programmed	in	us	
from	birth.	Mark	Turner	writes,	‘from	the	start,	musical	dialogues	with	infants	
have	the	potential	to	create	vocal	stories	that	can	be	learned	and	shared	with	a	
circle	of	companions.	They	give	evidence	that	the	convivial	human	mind	is	
inherently	“literary’’’.	(Turner	1998)		
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When	my	head	is	in	the	score	I	feel	more	connected	to	the	‘music’;	when	

conducting	 without	 the	 score,	 I	 feel	 much	 more	 connection	 with	 the	

players	–	the	music	somehow	became	more	about	them.	

	

I	am	concerned	that	my	memory	recall	is	based	so	much	on	a	sequence	of	

events,	 or	 blocks	 of	 sound,	 that	 my	 performance	 of	 the	 piece	 from	 an	

intellectual	point	of	view	is	too	fragmented.	

	

I	 concluded	 that	 prefiguring	 multiple	 interpretations	 of	 a	 score	 requires	 a	

‘synoptic	 view’	 of	 the	 music;	 that	 is	 the	 ability	 to	 be	 able	 to	 see	 the	 piece	

atemporally,	laid	out	all	at	once	in	one’s	mind’s	eye.5	At	this	point	in	the	study	as	

a	 whole	 I	 became	 convinced	 that	 this	 state	 was	 akin	 to	 having	 the	 score	

memorised.6	Without	 a	 synoptic	 view	 of	 the	 music	 I	 was	 concerned	 that	 all	 I	

would	 be	 investigating	 was	 how	 ‘musical	 performance	 is	 subject	 to	 the	 same	

kind	of	random	variability	as	any	other	psychological	process’,	variability	that	is	

a	 result	 of	 ‘the	 fact	 that	 [our]	 motor	 system	 has	 multiple	 ways	 to	 execute	 a	

movement.’7	Early	in	the	rehearsal	cycle	I	reflected	in	the	journal:	

	

                                                
5	Denis	Smalley	describes	a	similar	sensation	when	he	wrote	‘possibly	the	most	
important	strategy	in	arriving	at	a	holistic	view	of	the	space-form…	is	that	I	
disregard	temporal	evolution:	I	can	collapse	the	whole	experience	into	a	present	
moment,	and	that	is	largely	how	it	rests	in	my	memory.’(Smalley	2007,	37-38)	
Similarly,	Prausnitz	writes	‘[i]n	order	to	explore	widely	separated	events	in	a	
score	as	if	they	took	place	simultaneously	–	a	skill	without	which	mastery	of	
large	musical	structures	would	be	impossible	–	we	must	learn	to	imagine	music	
without	its	extension	in	time.’(Prausnitz	1983,	104)	
6	There	are	mixed	views	on	of	performing	from	memory.	Bülow	famously	said	
that	conductors	‘should	have	the	score	in	their	head,	not	their	head	in	the	score.’	
(Birkin	2011,	41)	Tomes	dedicates	a	chapter	titled	‘Temps	perdu’	to	the	pressure	
of	performing	from	memory.	She	relays	the	story	of	how	Beethoven	didn’t	like	it	
when	people	played	his	music	from	memory,	thinking	that	they’d	forget	the	
detailed	markings	and	so	on.	(Tomes	2014,	56)	In	their	2014	and	2015	
performances	at	the	Proms	the	Aurora	Orchestra	performed	from	memory:	
every	review	headline	focused	on	this	feat	and	how	it	brought	something	new	to	
the	music,	though	no	review	mentioned	that	Bülow’s	Meiningen	orchestra	
performed	from	memory	on	occasion	too.		
7	(Chaffin,	Lemieux,	and	Chen	2007,	455)	
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I	 am	 struggling	 very	 much	 with	 ‘seeing’	 or	 ‘hearing’	 two	 different	

performances.	I	believe	that	we	should	aspire	to	multiple	interpretability,	

and	we	know	it	occurs	and	there	are	conductors	who	practise	it.		I	guess	

in	part	I’m	asking	in	what	conditions	does	it	arise?	Though	I	have	said	that	

the	eventness	is	vital	in	the	formation	of	an	interpretation	of	a	piece,	I	feel	

it	 is	very	weak	indeed	to	start	out	in	the	performances	of	this	study	and	

hope	that	eventness	alone	will	 take	the	piece	in	a	different	direction	–	 it	

inevitably	will,	but	that	is	unsatisfactory	to	me.		

		

Early	attempts	at	prefiguring	two	differing	interpretations	attempted	to	use	the	

mi,	 re,	 do	motif	 that	 is	 present	 throughout	 the	 overture.	 I	 tried	 to	 conceive	 of	

interpretations	 that	 somehow	 used	 the	 mi,	 re,	 do	 theme	 as	 a	 transformative	

device	but	nothing	came	from	this	approach.	Indeed,	Schmalfeldt	writes	that	‘to	

project	 a	 concealed	 idea	 (often)	 defeats	 the	 purpose	 of	 concealment.’8	This	 is	

echoed	by	Rink	when	he	says	 ‘just	because	a	given	motif	 is	 found	throughout	a	

work	 or	 set	 of	 pieces	 does	 not	mean	 that	 the	 performer	 should	necessarily	do	

anything	about	 it:	 trying	 to	project	motivic	unity	 in	sound	by	“bringing	out”	all	

the	motivic	connections	that	inhere	in	a	“unified”	work	would	result	in	an	absurd	

distortion	 of	 the	 music.’9	The	 two	 different	 interpretations	 that	 I	 eventually	

prefigured	 were	 led	 by	 the	 extra-musical	 dramatic	 aspects	 of	 the	 score.	 I	

summarised	that	each	performance	would	interpret	the	drama	as	follows:	

	

First	performance:	 Florestan	 is	 the	 voice	of	 the	narration	who	 imagines	

his	 angel	 Leonore.	 Victory	 is	 sudden	 and	 a	 surprise.	 He	 had	 resigned	

himself	to	death,	but	was	saved.	

	

Second	 performance:	 Leonore	 is	 the	 voice	 of	 the	 narration	 (she	

metaphorically	 listens	 to	 the	 aria),	 she	 is	 determined,	 dedicated	 and	

                                                
8	(Schmalfeldt	1985,	12)	
9	(Rink	1995,	256)	
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loving.	 She	 is	 immensely	 brave,	 risking	 her	 own	 life	 to	 save	 that	 of	

Florestan.10	

	

Both	 these	 critical	 interpretations	 of	 the	 drama	 could	 in	 theory	 correlate	 to	

performative	 interpretations.	 For	 example,	 the	 slow	 introduction	 ‘mapped’	

between	the	two	interpretive	senses	as	follows:	

	

	

Bar		 Florestan’s	voice	 Leonore’s	voice		
1-4	 Desent	 slow	 and	 laboured.	 	 Dark	

sound.	

Desent	calculated.	

5-8	 Bassoons	painful	(rapid	and	strong	

<>’s)	strings,	same	for	strings.	

Bassoons	more	discreet	and	immersed	in	

string	sound.		

9-13	 Sf	 in	 11	 very	 strong	 (pain)	 	 cl/fg	

almost	‘mumbled.’		

Sf	 in	 11	more	 of	 a	 delayed	 bloom.	 Cl/fg	

play	positively	.	

14-19	 Starved	string	sound.	 Hymn	like	

20-26	 Cautious	–	 slight	hold	up	 into	next	

section.	

Assured	 and	 goal	 directed	 towards	next	

section.	

27–31	 Block	 chords	 laboured	 and	 blend	

with	 one	 another	 whilst	 at	 the	

same	time	being	at	opposition	with	

one	another.		

Block	chords	very	matter	of	fact.	

32-36	 ‘Struggle’	 is	 temporarily	

suspended.	

Enjoyed.	

Figure	3:	Beethoven	Leonore	Overture	No.	3	interpretive		plan	

See	page	224	for	the	plan	of	the	whole	overture.	
	

                                                
10 Though	I	was	not	aware	of	this	at	the	time,	this	conception	is	very	closely	
aligned	to	Abbate’s	thesis	in	her	monograph	Unsung	Voices,	in	which	she	asks	
who	‘speaks’	to	us	in	nineteenth	century	music.	(Abbate	1991).	It	was	uncanny	
that	the	basis	of	Abbate’s	study	was	Wotan’s	monologue	from	Act	II	of	Die	
Walküre,	which,	as	Whittall	summarises	‘is	not	simply	sung,	and	experienced	by	
him:	it	is	heard,	and	understood,	by	Brünnhilde.‘(Whittall	1992,	100).	Abbate	
says	that	the	‘voices’	in	music	‘are	not	uncovered	by	analyses	that	assume	all	
music	in	a	given	work	is	stylistically	or	technically	identical,	originating	from	a	
single	source	in	“the	composer”’.	(Abbate	1991,	12)	
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I	reflected	on	what	it	was	that	I	had	done	in	making	an	interpretive	plan	such	as	

this:	

It	seems	what	I’m	doing	here	is	trying	to	establish	where	the	ambiguity	in	

the	score	lies.	That	there	is	a	given	narrative	and	plot,	so	much	of	this	is	

reliant	 on	 extra-musical	 ideas	which	will	 be	 in	 strong	 contrast	 to	 other	

pieces	 used	 in	 this	 study.	 There	 is	 equal	 textual	 evidence	 in	 my	

interpretation	 of	 the	 plot	 as	 Leonore	 and	 Florestan	 do	 not	 know	 what	

each	 other	 is	 thinking.	 	 The	 title	 actually	 became	 the	 hermeneutic	

window.		

	

It	 also	 seems	 that	what	 I’m	doing	here	 is	 finding	a	way	of	giving	myself	

‘permission’	 to	 just	 imagine	 the	 sounds	 assembled	 in	 an	 aesthetically	

pleasing	 way.	 	 All	 these	 concept	 boxes	 have	 to	 correlate	 to	 a	 ‘known’	

conducting	 gesture,	 they	 have	 to	 conform	 with	 an	 ability	 to	 sculpt	 the	

sound.		

	

The	 practice	 journal	 entries	 from	 the	 early	 rehearsals	 reveal	 a	 sense	 of	 my	

surprise	that	the	work	of	interpreting	started	so	soon	in	the	rehearsal	cycle.	By	

this	I	mean	that	I	clearly	assumed	at	this	early	point	in	the	study	as	a	whole	that	

interpretation	 was	 something	 which	 one	 began	 after	 notes	 were	 learnt.	 It	

appears	 however	 that	 the	 reverse	 was	 the	 case,	 that	 the	 beginning	 of	 the	

rehearsal	cycle	was	actually	the	point	at	which	the	orchestra	and	I	were	enjoying	

experiencing	the	greatest	amount	of	interpretive	freedom.		After	the	initial	read	

through	I	said	to	the	orchestra:	

	

By	the	time	we	come	to	the	concert	we	will	be	very	inventive,	there	is	a	lot	

of	 material,	 a	 lot	 of	 keys	 and	 ideas,	 and	 as	 is	 typical	 in	 a	 Beethoven	

introduction,	compressed	into	a	very	small	amount	of	time.	We	will	play	it	

rather	straight	now	but	please	don’t	get	the	impression	that	that	is	how	it	

will	go.	
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When	I	began	to	rehearse	after	these	comments	we	played	with	an	appropriate	

amount	 of	 rubato,	 giving	 time	 in	places	 spontaneously,	 as	well	 as	places	 that	 I	

had	 identified	 in	preparation.	The	 conclusion	 I	 draw	 from	 this	 is	 that	 though	 I	

intellectually	felt	playing	the	passage	strictly	in	time	would	assist	the	players	to	

execute	 the	 passage	 ‘better’,	 what	was	 easier	 in	 reality	was	 to	 play	 the	music	

with	the	shape	that	naturally	comes	from	the	notes.	As	other	musicians	have	no	

doubt	 experienced,	 playing	 a	 passage	 straight	 in	 time	 when	 its	 melodic	 and	

harmonic	shape	asks	 for	 flexibility	 is	 to	contort	 the	character	of	 the	music	 into	

something	that	is	less	recognisable	and	therefore	more	difficult	to	play.	

	

This	one	instance	of	immediately	‘going-for’	the	music	was	by	no	means	isolated,	

and	on	reflection	was	based	on	my	trust	of	the	orchestra,	and	I	would	hope,	their	

trust	 of	me.	To	 ‘trust	 the	players’	 is	 a	basic	 rule	of	 conducting;	 I	 have	 come	 to	

realise	 it	 is	 taught	 as	 a	 fundamental	 technique	 as	 it	 allows	 a	 conductor,	when	

they’re	 learning,	 to	 start	 to	 understand	what	 needs	 their	 attention,	 as	 well	 as	

what	 can	 be	 ‘trusted’	 to	 work	 without	 their	 direct	 attention.	 This	 concept	 is	

captured	in	Vygotsky’s	ZPD	model,	as	discussed	in	the	second	chapter.	Once	trust	

is	established	in	a	conductor-orchestra	relationship	the	conductor	is	able	to	have	

the	sense	that	they	can	lead	the	orchestra	without	(or	with	less)	fear	of	it	falling	

apart.	Trust	became	particularly	influential	for	the	interpretation	for	the	second	

performance	of	Leonore,	as	if	it	were	something	that	took	time	to	develop	fully.	

	

Content	analysis	of	gestural	priorities	revealed	that	more	gesture	was	focused	on	

purely	ensemble	priorities	rather	than	purely	musical	ones.	Over	the	first	three	

rehearsals	 the	 amount	 of	 time	 spent	 not	 conducting	 (but	 instead	 explaining	

things	 to	 the	 orchestra,	 or	 allowing	 principal	 players	 to	 solve	 issues	 in	 the	

section)	increased.	In	the	third	rehearsal	I	felt	I	had	a	very	good	response	from	

the	orchestra:	it	was	interesting	to	note	that	nearly	a	third	of	that	rehearsal	was	

spent	not	conducting.	Throughout	the	rehearsal	cycle	there	was	nearly	as	much	

gesture	 focused	on	rehabilitating	ensemble	as	 there	was	of	me	being	unclear	–	

the	orchestra	and	I	were	equal	in	our	mistakes.		
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Content	 analysis	 of	 verbal	 priorities	 revealed	 that	 the	 most	 common	 verbal	

command	was	simply	‘mouthing’	–	this	was	anything	from	reinforcing	entries	by	

a	rhythmic	release	of	the	lips	(often	phoneticising	a	‘bah’	sound)	to	using	my	lips	

in	some	type	of	non-deliberate,	kinetic	way.	Closely	behind	 ‘mouthing’	was	not	

saying	anything	at	all.	The	next	most	used	verbal	communication	was	something	

relating	 to	 orientation,	 quickly	 followed	 by	 communication	 that	 dealt	with	 the	

explanation	of	beating	or	counting.	For	example,	‘we’re	going	from	letter	F…	1,	2’.	

There	was	no	particular	pattern	 to	 the	use	of	 extra-musical	 ideas	 in	 rehearsal,	

and	I	gave	affirmation	as	much	as	I	did	correction.	Many	types	of	verbal	priorities	

were	coded	in	equal	quantities	between	the	orchestra	playing	and	not	playing.		

	

Throughout	the	first	rehearsal	process	I	was	endeavouring	to	work	towards	the	

‘Florestan’	performance.	I	did	keep	some	‘post	it’	notes	with	key	ideas,	words,	or	

concepts	 to	 share	 with	 the	 orchestra	 (and	 remind	 myself)	 exactly	 what	

‘Florestan’s’	 Overture	was	 –	 though	 in	 truth,	 I’m	 not	 really	 sure	whether	 they	

were	of	any	use	(the	journal	entry	on	page	229	dismisses	them	as	being	useless).	

Reflections	 made	 immediately	 after	 the	 first	 performance	 were	 very	 positive	

about	what	we	had	achieved,	though	after	allowing	some	time	to	pass	I	reflected	

that	the	way	the	piece	had	come	to	be	instilled	in	me	was	inextricably	linked	with	

the	players	 and	how	 they	were	 able	 to	 execute	 it.	 In	 the	 first	 performance	my	

conducting	is	remarkable	for	its	absence	of	ambiguity:	it	is	what	I	would	refer	to	

as	‘school	teacher’	conducting.	This	is	at	odds	with	the	recall	I	have	of	in-action	

thoughts:	 I	 do	 distinctly	 remember	 feeling	 completely	 bound	 up	 in	 the	

performance	 as	 an	 intense	 musical	 experience,	 though	 the	 external	

manifestation	 of	 the	 gesture	 does	 not	match	 the	 energy	 that	 I	 experienced.	 	 I	

obviously	felt	that	the	orchestra	was	dependent	upon	me	for	a	somewhat	clinical	

approach	during	 the	performance,	 I	 did	not	 yet	 fully	understand	or	 trust	what	

they	could	do	without	me.		

	

The	 total	 time	 spent	 rehearsing	 the	 overture	 for	 the	 first	 performance	 was	

3:26:25.	 The	 performance	 lasted	 for	 13:47,	 so	 each	 minute	 of	 music	 received	

approximately	 15	 minutes	 of	 rehearsal	 time.	 There	 were	 striking	 correlations	
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between	the	time	spent	in	rehearsal	on	each	section	and	how	long	each	section	

took	to	perform.	Time	spent	in	sections	A,	B	and	C	were	within	3%	of	each	other	

from	rehearsal	to	performance.	In	rehearsal	less	time	was	spent	on	section	D	in	

comparison	to	how	long	that	section	took	to	perform,	though	as	section	D	is	the	

recapitulation	this	 is	easily	explained.	Time	not	spent	on	section	D	in	rehearsal	

was	 rather	 spent	on	 section	E,	 the	 coda,	which	 is	perhaps	 the	most	 technically	

demanding	part	of	the	piece.	See	page	260	for	a	graph	of	this	data.	

	
To	fully	contextualize	the	conclusions	that	can	be	drawn	here	it	 is	 important	to	

note	that	at	no	point	did	I	consciously	break	down	the	rehearsal	process	–	only	

for	 the	 fifth	 rehearsal	 was	 there	 a	 plan.	 The	 sectional	 divisions	 I	 made	 of	 the	

piece	 were	 based	 on	 considerations	 of	 tempo,	 technical	 difficulty	 and	musical	

content.	Because	 the	sections	were	all	very	different	 it	does	seem	important	 to	

draw	 attention	 to	 these	 data,	 even	 if	 it	 potentially	 masks	 the	 way	 in	 which	

rehearsal	 time	 was	 used	 on	 particular	 bars,	 phrases	 or	 subsections.	 During	

rehearsals	I	was	always	using	the	time	as	I	thought	would	best	prepare	the	piece	

for	performance:	the	correlation	between	rehearsal	and	performance	is	either	a	

function	of	deep	intuition,	coincidence	or	just	a	common	occurrence.	In	any	case,	

the	data	reveals	that	though	on	an	interpretive	level	different	parts	of	the	piece	

function	differently	and	have	different	technical	demands,	no	one	part	was	given	

undue	bias	in	its	relation	to	the	whole.		

	

Before	rehearsals	with	orchestra	began	there	was	of	course	a	significant	period	

of	 my	 own	 score-learning	 as	 detailed	 in	 the	 practice	 journal:	 the	 performer’s	

analysis	 for	Leonore	can	be	 found	on	page	216.	The	chronometry	exercise	 I	did	

several	weeks	before	the	first	rehearsal	was	more	than	1	minute	faster	than	the	

actual	performance	some	months	later.		
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‘Listening	in	Silence’	Performance	

Bar	0	–	36	Adagio	0-3.03mins	

Bar	37-271	Allegro	3.03-6.40mins	

Bar	272-277	Colla	parte	6.40-6.59mins	

Bar	278-293	Tempo	I	6.59-7.17mins	

Bar	294-299	Colla	parte	7.17-7.31mins	

Bar	300-513	Allegro	7.31-11mins	

514-638	Presto	11-12.40mins	

Actual	Performance	

0-3.03	

3.03-7.13	

7.13-7.28	

7.25-7.45	

7.45-8	

8-11.55	

11.55-13.47	

Difference	

0	

+33	

-4	

+3	

+1	

+26	

+18	
Figure	4:	Beethoven	Leonore	Overture	No.	3	chronometry	exercise	

	

The	above	table	shows	that	before	I	had	contact	with	the	orchestra	I	had	clearly	

conceived	of	all	the	Allegro	music	as	being	faster.	I	don’t	think	the	reason	for	the	

difference	is	as	simple	as	suggesting	that	the	orchestra	could	not	play	as	fast	as	I	

would	have	 liked.	Rather,	 hearing	 sound	 in	 an	 acoustic	 space	 and	 listening	 for	

clarity	in	the	sound	is	quite	different	to	an	aural	imagination	of	sound,	no	matter	

how	vivid	one’s	imagination	is.11			

Exegesis	of	the	second	rehearsal	cycle	and	performance	
	
The	 total	 time	 spent	 rehearsing	 Leonore	 for	 the	 second	 performance	 was	

2:20:20,	 just	 over	 an	 hour	 less	 than	 the	 first	 rehearsal	 cycle	 (though	 the	 first	

rehearsal	cycle	was	divided	into	six	rehearsals,	and	the	second	cycle	divided	into	

three).	The	performance	lasted	for	13:44	(just	a	few	seconds	faster	than	the	first	

performance),	 so	 each	minute	 of	music	 received	 approximately	 10	minutes	 of	

rehearsal	time.	Interesting	to	note	was	that	the	opening	section	A	received	much	

more	 rehearsal	 time	 (12%	 more)	 in	 the	 second	 rehearsal	 cycle.	 This	 can	 be	

explained	by	pointing	out	that	 I	was	trying	to	achieve	here	(at	 least	 in	my	own	

mind)	 the	 idea	 that	Leonore	was	 ‘listening’	 to	 the	 aria	 in	 a	 ‘hymn-like’	 style	of	

                                                
11	When	talking	about	working	towards	a	chamber	music	performance	Tomes	
has	commented	along	similar	lines;	she	writes	that	‘so	much	could	be	worked	out	
from	studying	the	score.	What	was	harder	to	work	out	was	what	would	happen	
once	we	started	playing	and	thereby	added	the	medium	of	sound	and	the	
dimension	of	time.	And	that	seems	to	be	where	practising	musicians	and	
academics	part	company	about	what	is	really	going	on.’	(Tomes	2014,	163)			
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execution.	I	changed	the	beating	considerably	and	there	was	also	some	memory	

of	 the	 first	performance	within	 the	 corporate	 sound	of	 the	orchestra.	 I	 created	

this	time	(again	unconsciously)	by	sacrificing	rehearsal	time	from	sections	C	and	

E.	Time	spent	rehearsing	section	D	was	identical	in	each	rehearsal	cycle,	though	

considerably	 different	 in	 interpretive	 aim	 and	 outcome	 in	 performance.	 Less	

time	was	necessary	on	section	E	in	the	second	rehearsal	cycle,	since	much	of	the	

time	 spent	 on	 this	 section	 in	 the	 first	 rehearsal	 cycle	 had	 been	 spent	 on	

controlling	the	technical	aspects	of	the	music.		

	
Changing	 the	beating	pattern	 in	section	A	 for	 the	second	performance	did	 take	

considerable	 time	 for	 the	 orchestra	 to	 adjust	 to.	 In	 the	 first	 rehearsal	 for	 the	

second	performance	I	quoted	to	the	orchestra	a	mixture	of	my	former	conducting	

teacher	and	Neeme	Järvi:	I	said	‘this	is	drama	and	drama	has	to	happen	in	its	own	

time,	 the	metronome	 is	 destroyed.	 Kill	 the	metronome.’	 In	 the	 exegesis	 of	 the	

first	performance	I	suggested	that	I	did	not	deem	any	passage	of	the	overture	to	

be	an	interpretive	 ‘window’,	though	clearly	in	the	second	performance	this	was	

not	the	case.	If	I	allow	myself	to	speculate	as	to	what	happened	here	I	would	say	

that	 the	 extended	 introduction	 of	Leonore	 creates	 the	 temporal	 proportions	 of	

the	music	which	allow	for	Beethoven’s	heroic	voice.		It	is	the	introduction	which	

establishes	the	tension	of	the	narrative	towards	the	denouement,	and	it	was	the	

trajectory	 of	 that	 tension	 that	 I	 was	 able	 to	 influence	 towards	 interpretive	

differences.		

	

In	 the	practice	 journal	 I	noted	concerns	that	 the	second	performance	may	only	

be	 an	 improvement	 of	 our	 first,	 that	 there	 may	 be	 no	 marked	 interpretive		

differences	between	the	performances.	After	the	second	performance	I	was	able	

to	conclude	that	this	was	not	the	case	–	it	was	not	possible	to	make	an	objective	

judgement	as	to	which	performance	was	‘better’	as	each	was	equally	flawed	in	its	

own	way.	 It	can	be	clearly	seen	at	9:26	of	the	video	of	the	second	performance	

that	there	is	a	sudden	release	of	the	tempo	into	the	recapitulation	(the	dramatic	

denouement);	 we	 had	 been	 hinting	 at	 the	 possibility	 of	 this	 in	 the	 rehearsal	

process.	 In	 post-performance	 conversations	 with	 players	 many	 people	
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commented	that	this	was	a	thrilling	surprise,	that	something	of	the	performance	

was	defined	by	that	moment.	Orchestral	musicians	often	talk	anecdotally	about	

performances	which	‘light	the	blue	touch	paper’	–	certainly	it	seems	that	this	is	

what	 happened	 in	 the	 second	 performance.	 In	 the	 practice	 journal	 I	 recall	 in-

action	 thinking	 to	 myself	 to	 not	 ‘over	 cook’	 the	 first	 Allegro	 thinking	 that	 it	

‘emphasized	 the	dramatic	ending	which	 is	 itself	 a	position	on	 the	piece	and	 its	

drama,	it	is	also	something	I	was	not	aware	of	in	the	first	performance.’		

	
Recalling	 that	 the	 second	 performance	 was	 Leonore’s	 voice,	 who	 was	

‘determined,	 dedicated	 and	 immensely	 brave,	 risking	 her	 own	 life	 to	 save	

Florestan’s’	 does	 suggest	 that	 there	 was	 some	 consistency	 between	 the	

interpretive	 plan	 and	 execution.	 In	 reality	 however,	 it	must	 be	 said	 that	 there	

were	many	more	differences	between	the	plan	and	the	performance	than	there	

were	similarities.	The	plan	reads	like	a	theatre	script	and	I	 found	that	I	did	not	

have	the	cognitive	capacity	to	engage	with	it	beyond	suggesting	to	the	orchestra	

a	different	shaping	of	the	energy	of	the	piece.		

	
Content	analysis	of	 the	gestural	priorities	 in	 the	second	rehearsal	cycle	reveals	

that	there	was	a	dramatic	increase	in	gesture	prioritising	musical	shaping.		Going	

hand	 in	hand	with	 this	was	a	decrease	of	ensemble	rehabilitation	codes.	There	

were	also	considerably	 fewer	occurrences	 (within	 the	 first	 three	rehearsals)	of	

‘no	conducting’	codes:	 the	 implication	here	 is	 that	 there	was	 less	dialogue	with	

the	orchestra	 and	 fewer	verbal	 instructions	being	 issued.	 	All	 these	 changes	 in	

gesture	grant	more	agency	to	the	collective	will	of	the	orchestra.	This	is	another	

example	of	‘trust’	between	a	conductor	and	orchestra	that	was	also	discussed	in	

the	regards	to	the	first	rehearsal	cycle.	At	22:20	of	the	second	rehearsal	for	the	

second	performance	I	announce	to	the	orchestra:	

	

We	know	this	very	well	now	and	there	is	something	happening	which	is	

very	 flexible	and	spontaneous,	as	 long	as	you	 think	 that	 that	 is	allowed:	

you	can’t	imagine	that	there	is	a	gatekeeper,	or	a	referee	that	is	going	to	

give	you	a	red	card	if	you	don’t	do	what	you	think	is	all	going	to	happen.		
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Admittedly	the	double	negatives	here	are	confusing:	what	I	was	trying	to	get	the	

players	to	do	was	go	with	what	they	expect	is	happening	in	the	trajectory	of	the	

music,	even	 if	 it	 seems	 to	be	beyond	notions	of	what	 they	 think	 is	permissible.	

The	concert	master	seemed	to	understand	my	request	when	he	said:	

	

It	 seems	 to	me	as	 it’s	 at	 the	 stage	where	we	know	 the	piece	 inside	out;	

you’re	doing	a	great	job	of	leading	us,	but	we	can	actually	do	much	more	

too,	at	the	place	(bar	8)	that’s	a	place	where	the	conductor	actually	can’t	

do;	(principal	second	violin)	you	could	actually	lead	those	quavers.	

	

In	 this	 exchange	 the	 communicative,	 philosophical	 and	 practical	 aspects	 of	

conducting	collide.	As	is	so	often	said,	the	conductor	does	not	make	a	sound,	and	

ultimately	cannot	‘make’	the	players	do	anything,	they	can	only	‘suggest’	action.	

The	vast	possibilities	of	rubato	in	and	around	bar	8	can	only	be	managed	by	the	

suggestion	of	the	conductor	and	the	action	of	the	players.	This	process	is	perhaps	

the	 manifestation	 of	 trust	 in	 conducted	 ensemble	 performance.	 In	 the	 second	

performance	of	Leonore	much	of	what	was	different	from	the	first	was	because	of	

a	greater	number	of	localised	instances	like	what	was	just	described.	Clarke	and	

Doffman	have	written	that	trust	is	the	basis	of	successful	ensemble	performance:	

‘the	complement	of	trust	is	risk;	the	complement	of	risk	is	pleasure.’	They	explain	

that	 risk	 in	performance	can	either	be	 ‘reputational,	 a	performance	strategy	or	

aesthetic.’12	I	personally	sense	that	the	greatest	risk	I	manage	when	conducting	is	

judging	 how	 much	 autonomy	 can	 be	 given	 to,	 or	 is	 desirable	 to	 give	 to	 the	

orchestra.13		

	

The	conductor	who	trusts	their	orchestra	and	conducts	with	suggestion	may	be	

paid	 the	compliment	of	being	described	as	a	 conductor	who	 ‘doesn’t	get	 in	 the	

way’.	 The	 complexities	 inherent	 in	 this	 common	 anecdotal	 description	 can	 be	

exemplified	by	a	fascinating	exchange	between	myself	and	the	guest	clarinettist	

and	bassoonist	in	the	final	rehearsal.	 	The	bassoonist,	who	was	rehearsing	with	

                                                
12	(Clarke	and	Doffman	2014b)	
13	Refer	to	page	25	for	an	explanation	by	analogy	to	Vygotsky’s	ZPD	model	
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us	 on	 the	 day	 of	 the	 concert	 for	 the	 first	 time,	 said	 at	 14:20	minutes	 into	 the	

rehearsal	 ‘I’m	not	sure	what	beats	you	were	counting	 in’,	 to	which	I	responded	

‘neither	 am	 I.’	 Thankfully	 the	 intended	 humour	 of	my	 response	was	 generally	

well	received.	Of	course	what	I	should	have	said	was	‘I’m	not	thinking	in	beats,	I	

can	be	clearer.’	The	 technical	reality	of	conducting	with	 trust	and	suggestion	 is	

that	 gesture	 used	 should	 still	 always	 allow	 the	 musicians	 to	 keep	 their	 place	

within	 the	music,	most	 commonly	 it	 is	 those	who	are	 counting	 rests	 that	need	

what	 I	 call	 a	 ‘functionally-clear’	 beat.	 The	 level	 of	 autonomy	 in	 the	 Vygotskian	

sense	given	by	a	conductor	to	an	orchestra	needs	to	take	account	of	the	fact	that	

orchestral	performance	functions	as	a	complex	adaptive	system:	just	one	change	

in	the	ensemble	can	upset	that	cohesion.	14	

	
Comparison	between	the	verbal	priorities	in	the	first	and	second	rehearsal	cycles	

revealed	no	particularly	striking	differences,	but	rather	that	priorities	were	very	

similar.	Common	between	each	cycle	were	increased	occurrences	of	mouthing	as	

the	 performance	 approached,	 and	 high	 occurrences	 of	 codes	 for	 counting	 and	

orientation.	 Interestingly,	 and	 despite	 there	 being	differences	 in	 gestural	 codes	

relating	 to	 musical	 priorities	 between	 each	 cycle,	 there	 were	 very	 similar	

occurrences	 of	 verbal	 codes	 relating	 to	musical	 priorities	 between	 each	 cycle.	

From	this	I	infer	that	my	influence	on	the	change	of	interpretive	intent	between	

each	performance	was	more	achieved	through	gestural	than	verbal	means.	This	

is	 further	 reinforced	 by	 the	 overall	 lower	 occurrence	 of	 verbal	 instructions	

issued	whilst	the	orchestra	were	playing	in	the	second	rehearsal	cycle.		

	

The	 points	 presented	 here	 would	 be	 unambiguous	 if	 it	 were	 not	 for	 the	

reflections	 that	 followed	 the	 first	 rehearsal	 for	 the	 second	 performance.	 	 The	

second	performance,	as	already	mentioned,	was	Leonore’s	Leonore.	This	voicing	

                                                
14	The	clarinetist	was	guesting	with	the	orchestra.	In	the	same	rehearsal,	at	15:40	
minutes	she	asked	‘can	you	give	us	letters,	as	I	got	lost.’	I	responded	by	saying	
‘OK,	I’ll	be	clearer	tonight.’		I	was	quickly	self-conscious	of	how	much	autonomy	I	
was	giving	the	orchestra.	Thankfully	before	the	performance	it	emerged	that	the	
part	that	was	being	used	by	the	clarinetist	was	wrong:	she	had	downloaded	the	
part	from	IMSLP	and	it	was	different	to	the	edition	we	were	using.	



Chapter	three:	case	studies	
Beethoven	Leonore	Overture	No.	3	

Exegesis	of	the	second	rehearsal	cycle	and	performance	
	

	

94	

was	 developed	 some	 five	 months	 before	 the	 rehearsal	 for	 the	 second	

performance.	I	wrote:	

	

What	I	noticed	was	that	I	completely	threw	out	the	original	plan	that	was	

made	some	months	ago,	and	I	guess	in	a	very	unorthodox	way	or	a	very	

non-scientific	way	a	new	version	 that	 I	had	been	rehearsing	 in	my	head	

just	 came	out.	 	 Concepts	 of	 harmonic	 direction	 that	 I	wanted	 to	 do:	 the	

players	completely	got	it	and	were	completely	on	board	–	they	could	see	

that	there	was	a	vividness	to	everything	that	we	were	working	on.	

	

I	go	on	to	say:	

	

There	 were	 no	 compromises	 –	 it	 felt	 like	 a	 working	 out,	 a	 complete	

collaboration.	Don’t	get	me	wrong,	there	were	a	lot	of	things	that	weren’t	

right	 because	 I	 was	 pushing	 so	 hard,	 I	 was	 almost	 trying	 to	 widen	 the	

circle	of	the	orchestra’s	and	my	own	awareness	of	‘the	work’.	

	

And	I	concluded	by	saying	that	within	the	rehearsal	I	had	

	

…a	feeling	that	what	I	was	doing	was	right:	I	felt	free,	to	a	certain	extent,	

to	improvise	with	the	orchestra,	but	improvise	with	a	plan,	it	wasn’t	just	

spontaneous	cosmetic	detail,	well	at	least	it	didn’t	feel	that	way.	

	
Though	I	did	start	the	second	rehearsal	process	with	a	clean	slate	it	is	important	

to	note	 that	 this	was	a	 strategy	 to	enlarge	 the	orchestra’s	perception	of	where	

interpretive	 possibilities	 lie	 within	 the	 score,	 and	 that	 I	 did	 reinstate	 in	 some	

shape	 Leonore’s	 Leonore	 by	 the	 time	 the	 performance	 came,	 albeit	 with	

contradictions	and	differences	 to	 the	detailed	plan.	Had	I	dogmatically	adhered	

to	 my	 original	 interpretive	 plan	 in	 the	 rehearsals	 I	 believe	 that	 the	 resulting	

performance	 would	 have	 been	 stifled:	 my	 concern	 for	 the	 external	 narrative	

would	 have	 been	 a	 cognitive	 burden.	 	 	 The	 following	 quotation	 from	 Susan	

Tomes	 illustrates	 my	 point,	 and	 also	 refers	 to	 my	 concern	 in	 the	 first	
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performance	 that	my	 performance	would	 just	 be	 a	 sequence	 of	 events.	 Tomes	

writes:	

	

‘Playing	 from	 memory	 in	 public	 is	 torture	 if	 your	 performance	 is	 a	

sequence	 of	 conscious	 thoughts	 about	what	 to	 do	 next,	 be	 it	 a	 physical	

movement	 on	 the	 instrument	 or	 an	 expressive	 detail	 you’ve	 planned	 to	

include.	You	most	definitely	don’t	want	to	be	providing	the	illustration	of	

a	mental	lecture	you’re	giving	yourself.	Although	the	myriad	calculations	

were	 all	 useful	 at	 some	 point	 of	 your	 preparation,	 you	 have	 to	 reach	 a	

stage	 where	 as	 many	 conscious	 thoughts	 as	 possible	 can	 be	 dropped	

down	to	a	subconscious	level,	leaving	you	free	to	move	into	a	higher	gear.	

But	 this	 stage	 is	 very	 hard	 to	 plan	 for,	 and	 can’t	 be	 hurried.	 In	 fact,	 so	

much	 can	 it	 not	 be	 hurried	 that	 in	 some	 performances	 it	 never	 arrives.	

When	the	moment	of	‘trustful	forgetting’	actually	happens,	it	makes	all	the	

difference	between	a	performance	which	feels	as	if	you’re	conscientiously	

tracing	a	blueprint	and	one	which	feels	organic,	as	if	the	music	is	arising	

as	you	play.’15	

	

On	 reflection,	 ‘trustful	 forgetting’	 –	 trusting	myself	–	was	more	 responsible	 for	

the	shape	of	the	second	performance	than	any	adherence	to	a	preconceived	plan.		

Analysis	of	Sonic	Visualiser	tempo	graph		
	
As	has	already	been	discussed,	the	second	performance	was	slightly	faster	than	

the	 first	 performance,	 though	 as	 the	 Leonore	 tempo	 graph	 shows,	 there	 were	

more	fluctuations	in	tempo.	Particularly	striking	is	how	much	slower	the	second	

half	 of	 section	D	 (the	 recapitulation)	was.	This	particular	moment	 is	 Leonore’s	

theme	where	 in	 the	 interpretive	plan	 I	 allowed	Leonore	 to	 ‘relish’	her	 feelings.	

The	 result	 of	 taking	 time	 here	 in	 the	 second	 performance	 was	 that	 in	 both	

performances	the	coda	(section	E)	starts	at	an	almost	identical	point	according	to	

the	 clock,	 though	 the	 coda	 in	 the	 second	 performance	 is	 slightly	 faster.	 The	

transition	into	section	D	which	I	 identified	as	a	key	characteristic	of	the	second	

                                                
15	(Tomes	2014,	75)	
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performance	 can	 clearly	 be	 seen	 as	 being	 made	 most	 dramatic	 by	 a	 tempo	

fluctuation	of	nearly	100	BPM	–	this	is	considerable	given	that	Beethoven	marks	

nothing	 like	 this	 in	 the	 score.	 The	 graph	 also	 shows	 that	 in	 section	 A	 (the	

introduction)	 both	performances	 have	 considerable	 rubato	 from	 the	 beginning	

up	until	about	1:30,	where	the	tempo	stabilizes	here	in	both	performances	to	co-

ordinate	exchanges	between	the	flute	and	first	violins.		
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Simon	Mawhinney	The	Pinkbow	at	Backnamullagh	

	
Simon	 Mawhinney	 is	 a	 lecturer	 in	 the	 School	 of	 Creative	 Arts	 at	 Queen’s	

University	Belfast.	His	staff	profile	describes	his	music	as	ranging	from	‘quietude	

to	frenetic	exhilaration…	[drawing]	on	a	wide	range	of	contemporary	influences:	

from	 complexist	music	 to	 the	 colouristic	 harmonies	 of	 post-spectralism	 to	 the	

cantillation	of	numerous	cultures.’16	I	was	not	familiar	with	Simon’s	music	until	

working	with	him	on	his	Pinkbow,	which	was	composed	for	the	St	Andrews	New	

Music	Ensemble’s	tour	to	Northern	Ireland	in	March	2015.17	

	

On	12	January	2015,	I	was	able	to	meet	Simon,	having	briefly	acquainted	myself	

with	 the	 score	of	Pinkbow	before	 then.	My	 initial	 reaction	 from	 first	 looking	 at	

the	score	was	documented	in	the	practice	journal	as	follows:	

	

First	 impressions	 are	 that	 it	 is	 technically	 very	 difficult	 for	 the	 players,	

and	 has	 tempi	 divisions	 that	 remind	me	 of	 Elliott	 Carter.	 To	 say	 that	 I	

have	 an	 urge	 to	 learn	 it	 and	 understand	 it	 is	 an	 understatement.	 I’m	

reminded	of	the	following	quote	by	Stravinsky:	

	

All	 creation	 presupposes	 at	 its	 origin	 a	 sort	 of	 appetite	 that	 is	

brought	 on	 by	 the	 foretaste	 of	 discovery.	 This	 foretaste	 of	 the	

creative	act	accompanies	the	intuitive	grasp	of	an	unknown	entity	

already	 possessed	 but	 not	 yet	 intelligible,	 an	 entity	 that	will	 not	

take	 definite	 shape	 except	 by	 the	 action	 of	 a	 constantly	 vigilant	

technique.18	

	

The	questions	 that	 arose	 as	 a	 conductor	 given	 the	opportunity	 to	 speak	 to	 the	

                                                
16	(Mawhinney	2015)	
17	The	email	correspondence	to	set	up	the	project	between	Simon	and	myself	
took	place	between	27	June	and	14	July	2014.	The	score	was	provided	on	7	
January	2015,	and	the	parts	on	28	January.	The	first	rehearsal	took	place	9	
February	2015,	the	premiere	performance	was	on	26	March	2015.	
18 (Stravinsky	and	Craft	1980,	51)	 
	



Chapter	three:	case	studies	
Simon	Mawhinney	The	Pinkbow	at	Backnamullagh	

	
	

	

98	

composer	 focused	 on	 understanding	 the	 compositional	 genesis	 of	 Pinkbow	as	

well	as	 the	 technical	difficulty	of	 it.	My	desire	 to	understand	 the	compositional	

genesis	 of	 the	 piece	 could	 also	 be	 said	 to	 be	 a	 desire	 to	 uncover	

‘precompositional	 intent’.	 	Robert	Saxton	has	noted	that	such	questions	are	the	

norm	 for	him;	 the	questions	he	 is	most	 frequently	asked	are	 ‘where	does	your	

inspiration	come	from?	When	starting	a	piece,	what	do	you	think	of	first?	Would	

I	understand	your	music?’	Saxton	 feels	 that	 these	questions	confront	him	 ‘with	

the	fundamental	issues	of	creative	work,	both	at	a	philosophical	and	a	practical	

level.’19	In	 addition	 to	 the	primary	 research	 enquiries	 of	 this	 study	 as	 a	whole,	

this	 particular	 case	 study	 addresses	 to	 what	 extent	 the	 answers	 to	 questions	

about	compositional	genesis	can	become	influential	in	interpretation.		

	

All	conductors	have	their	own	ways	of	marking	a	score	for	rehearsal.	A	common	

habit	of	mine	is	to	make	some	small	comments	on	the	front	page	about	what	the	

piece	 is	about.	After	the	 interview,	my	initial	 trawl	of	 the	 interview	tape	pulled	

(not	quite	verbatim)	the	following,	which	was	pencilled	on	the	score	before	the	

first	rehearsal:	

	

I	had	an	imaging	of	the	feeling	of	the	piece,	all	at	once,	then	I	had	to	use	

my	 experience,	 and	 techniques	 to	 make	 what	 existed	 just	 in	 the	

imagination	somehow	concrete.’		Based	on	7	modes	+	7	sections.	Based	on	

writing	for	harp.	Modulates	by	degrees	 in	each	section.	Spectralism/free	

modality/post	serial	=	spectral	serial	modality.	7	notes	are	arranged	as	an	

intervallic	 structure.	 Horizontal	 +	 vertically	 controlled.	 Moments	 of	

clarity,	and	moments	of	‘murkiness’.	Emotional	Feeling	is	speed	+	tension.	

COSMIC	VIOLENCE.	

	

Out	of	all	the	detail	in	the	above,	the	only	information	that	was	communicated	to	

the	players	during	the	rehearsals	was	that	there	are	seven	sections	in	the	piece	

based	on	seven	modes,	and	that	there	are	moments	of	murkiness	and	moments	

of	 clarity.	 At	 different	 points	 I	 spoke	 to	 the	 musicians	 about	 the	 title,	 which	
                                                
19	(Saxton	1998,	1)	
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Simon	described	in	the	interview	as	follows:	

	

I	used	to	live	in	Strangford,	and	my	grandmother	was	living	in	a	nursing	

home	 in	 Lurgan,	 so	 the	 best	 route	 to	 go	 and	 visit	 her	 was	 via	 a	 most	

astonishing	road	that	 is	 like	a	roller	coaster.	And	on	summer	nights,	 the	

road	was	almost	empty,	so	it	was	possible	to	drive	along	this	road	at	great	

speed.	And	I	really	enjoyed	that.	This	was	really	very	good	fun.	

And	one	night	on	the	way	home,	back	to	Strangford,	and	on	a	late	summer	

night,	about	9	o’clock,	there	was	a	sunset.	And	in	front	of	the	sunset,	there	

was	 a	massive	 storm	 front.	 So	 the	 sunset	 tinged	 the	 entire	 storm	 front	

bright	pink,	like	a	wall	of	pink	in	the	sky,	and	in	front	of	the	storm	there	

was	a	rainbow.	And	the	rainbow	was	stained	pink	by	the	clouds	behind	it,	

so	it	actually	was	a	pink	rainbow.	So	I	coined	the	word	of	‘Pinkbow’.	And	I	

noted	that	I	was	driving	through	the	town	land	of	Backnamullagh	as	I	saw	

it.	So	that’s	where	that	comes	from.		

In	the	spoken	introductions	to	the	performances	that	Simon	gave	he	referred	to	

his	capacity	to	indulge	in	hearing	sound	as	colour,	reflecting	that	to	him,	there	is	

a	 direct	 relationship	 between	 the	 harmonic	 structures	 of	 the	 piece	 and	 the	

‘Pinkbow’.	 	This	said,	 it	was	also	explained	that	 the	many	connections	between	

the	external	narrative	of	 the	piece	and	 the	music	are	of	 secondary	 importance.	

He	asserted	this	by	saying	‘any	ideas	that	have	sort	of	come	up,	[that]	you	might	

call	extra	musical,	are	not	really	that	relevant,	you	know.	It’s	just	about	the	piece,	

and	about	the	form,	and	the	musical	ideas	in	the	piece.’	As	a	conductor	I	found	it	

interesting	that	Simon	spoke	about	the	piece	in	terms	of	pitch	and	temporality:20	

as	was	discussed	in	the	first	chapter,	privilege	is	often	given	to	matters	of	pitch	in	

Western	art	music,	 the	 consensus	being	 that	pitch	 is	 the	most	 fixed	and	 stable	

                                                
20	Robert	Satxon	speaks	in	similar	terms	when	he	describes	his	compositional	
genesis	as	starting	by	‘hearing	sounds	and	colours	in	my	mind’s	ear.	I	sense	the	
shape,	the	progress	of	the	piece	as	a	whole,	and	I	hear	and	see	the	rise	and	fall	of	
the	lines.	I	also	have	an	overall	sense	of	what	is	possibly	best	described	as	the	
music’s	harmonic	orbit	–	its	internal	tensions,	internal	rate	of	change	and	its	
inner	energy.’	(Saxton	1998,	3)		
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part	of	our	musical	vocabulary	when	it	is	traditionally	notated,	i.e.	pitch	is	not	up	

for	interpretation.	 	The	‘temporal	unfolding’	of	music,	on	the	other	hand,	seems	

to	offer	a	very	different	type	of	flexibility.		

	

What	became	very	 important	 to	me	 in	 terms	of	 the	multiple	 interpretability	of	

Pinkbow	 was	 the	 temporal	 parameters	 that	 Simon	 identified	 as	 being	 an	

‘emotional	 feeling	 of	 speed	 and	 tension.’	 Simon	 implies	 in	 the	 interview	 that	

speed	and	tension	to	him	is	what	he	calls	‘cosmic	violence’	(as	opposed	to	human	

violence).		He	made	further	comments	about	the	temporal	aspects	of	the	piece	in	

his	introductions	to	the	performances:	he	spoke	of	how	metric	modulations	and	

resultant	changes	of	tempi	are	like	gear	changes	in	the	car,	and	that	the	rhythms	

of	the	piece	can	be	followed	like	starlings	dancing	in	the	sky.	What	is	particularly	

striking	 here	 is	 the	 fact	 that	 Simon	notated	 the	 piece	with	 very	 precise	 tempo	

marks,	most	all	with	a	relationship	to	the	opening	marking	of	crotchet	=	102.	My	

first	 detailed	 study	 of	 the	 score	 included	 extensive	 use	 of	 a	 calculator	 to	

understand	 the	 tempo	 relationships,	 writing	 what	 the	 actual	 unit	 of	 pulsation	

was	as	a	metronome	mark	when	the	metric	modulation	went	over	the	barline.21	I	

did	not	 trust	my	feeling	or	calculations	of	some	of	 the	metric	modulations,	so	 I	

used	 Sibelius	 to	 create	 mock	 versions	 to	 confirm	 my	 understanding	 of	 the	

musical	grammar.		

	

It	did	on	several	occasions	occur	to	me	that	I	could	ask	Simon	for	the	midi	file	of	

the	piece,	though	past	experience	has	taught	me	that	such	an	approach	can	often	

cut	 short	 the	 period	 of	 initial	 preparation	 in	which	 the	 ‘foretaste	 of	 discovery’	

leads	 to	 uncovering	 aspects	 of	 the	 music	 which	 the	 midi	 file	 conceals.22	By	

                                                
21	In	this	way,	my	technique	was	very	similar	to	pianist	Philip	Thomas’s	method	
when	preparing	a	piece	by	Bryn	Harrison.	Thomas	says	that	he	‘tabulated	a	
literal	metronome	mark	for	all	the	differing	tempos,	so	that	I	could	be	sure	of	the	
correct	relativities	of	tempo…	one	particularly	complex	relationship…	needed	a	
calculator	to	reveal	[the	speed].’	(Clarke	et	al.	2005)	
22	Cook	says	he	has	‘not	seen	mentioned	in	the	complexity	literature	[any	use]	of		
synthesized	“referenced”	recordings.’	(Cook	2013a,	279)	After	the	second	
performance	of	the	piece	I	did	ask	Simon	how	close	we	were	to	the	Sibelius	
mock-up,	to	which	he	answered	‘pretty	close’.		
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exploring	 the	 piece	 without	 using	 a	 midi	 file	 I	 feel	 I	 opened	 a	 process	 of	

‘mediation’	between	myself	and	the	players,	rather	than	between	myself	and	the	

midi	file.	For	example,	in	bar	110	(see	page	418)	which	is	marked	as	crotchet	=	

72,	Simon	asks	that	the	speed	of	the	septuplet	semiquaver	(played	by	the	oboe)	

becomes	 the	speed	of	 the	semiquaver	over	 the	barline	–	 this	 comes	out	with	a	

new	metronome	marking	of	crotchet	=	126	(which	in	this	case	is	marked).		This	

in	 itself	 is	not	particularly	difficult	 to	do	as	a	solo	performer	–	rather	 it	 is	very	

commonplace	 –	 though	 requiring	 this	 type	 of	 co-ordination	 in	 a	 conducted	

ensemble	 is	 a	 different	 type	 of	 rhythmic	 impetus.	 The	 oboist	 and	 I	 negotiated	

that	 particular	 corner	 in	 performance	 without	 any	 difficulty,	 but	 it	 was	 not	

through	hyper-coordination	(like	the	playback	of	a	midi	file),	rather	it	was	what	I	

can	best	describe	as	a	rendezvous	over	the	barline.		

	

Much	of	my	preparation	of	the	score	was	making	sense	of	the	metronome	marks	

and	other	topographically	mechanistic	elements	of	the	score	(for	example	beats	

which	contained	subdivisions	of	 irrational	groupings).	 	Much	of	 the	 ‘pressure’	 I	

felt	was	ethical:	if	the	composer	has	gone	at	lengths	to	detail	it	in	the	score	then	

our	 (I	 use	 ‘our’	 here	 in	 the	 collective	 sense	 of	 the	 players	 and	 myself)	

responsibility	 is	 to	 detail	 it	 in	 the	 sound.	 	 As	 Cox	 has	 said	 in	 a	 tone	 uncannily	

similar	 to	 that	 of	 Rosen	 and	 Pay,	 ‘the	 measure	 of	 performative	 responsibility	

ought	 to	 be	 grounded	 less	 on	 the	 external	 threat	 of	 punishment	 by	mistakes…	

than	 on	 a	 Kantian	 positive	 striving	 to	 live	 up	 to	 self-acknowledged	 moral	

imperatives	 for	 responsible	 interpretation	 in	 conformation	 with	 the	 musical	

tasks	 and	 musical	 substance.’ 23 	Cook	 interprets	 Cox	 to	 be	 saying	 that	

‘mathematically	correct	reproduction	of	complex	rhythms	is	not	then	the	point,’	

concluding	that	‘what	matters	is	the	sincerity	with	which	the	attempt	is	made.’24	

Such	issues	came	up	in	the	interview	with	Simon:	

	

WILLIAMS:	With	the	performance	of	new	music	and	contemporary	music,	

there	 is	 a	 stylistic	 question	 mark	 as	 to	 how	 much	 of	 ourselves	 we’re	

                                                
23	(Cox	2002,	103)	
24	(Cook	2013a,	285)	
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allowed	to	put	in	to	the	performance.	Maybe	the	tide	has	turned,	I’m	sure	

it	 has,	 but	 certainly	 in	 a	 typical	 conservatoire	 setting	 when	 you	 get	

training	about	new	music	[it	often	equates]	to	a	complete	withdrawal	of	

yourself.	I	know	that	the	best	players	don’t	do	that.	

MAWHINNEY:	 It’s	 interesting.	 I	 consider	 Pierre	 Boulez	 to	 be	 a	 kind	 of	

musical	 grandfather	 to	me.	 I’ve	met	 him	 a	 few	 times,	 and	 I	 really	 loved	

him.	 And	 I’ve	 really	 loved	 his	 later	 works.	 And	 I	 was	 somewhat	

enamoured	of	his	performances,	but	I’ve	become	less	enamoured	with	his	

performances.	And	 I	 think	 that,	despite	all	 the	precision,	and	 the	 lack	of	

self	 in	 the	music,	 I’ve	discovered	 that	quite	often	 the	emotional	effect	 is	

not	pronounced	enough.	The	idea	of	the	girl	being	ritualistically	danced	to	

death	isn’t	captured	in	this	recording	the	way	Valery	Gergiev	can	do	it.		

What	I’ve	noticed	in	Boulez	is	this	attempt	to	remove	the	sort	of	ego	from	

the	 performance,	 and	 focus	 just	 on	 the	 score.	 I	 have	 a	 kind	 of	 similar	

horror	 of	 ego,	 but	 I’ve	 tackled	 it	 in	 a	 slightly	 different	 way.	 Instead	 of	

trying	to	deny	ego,	I	try	to	just	be	honest	about	it.	And	instead	of	trying	to	

hide	my	agenda,	I	just	tell	everybody	what	my	agenda	is.	So	I’m	happy	to	

have	 a	 personal	 identity.	 Sometimes	 I	 think	 what	 people	 find	 most	

disgusting	 about	 egotism	 is	 when	 it’s	 concealed,	 as	 if	 there’s	 a	 sort	 of	

glacial	 quality,	 and	 it’s	 a	 sense	 of	 superiority,	 which	 is	 exclusive,	 and	

aggressive.	 And	 I	 think	 that	 it’s	 entirely	 possible	 to	 not	 have	 those	

qualities,	 and	 to	 still	 admit	 that	 one	 is	 human,	 and	 one	 has	 subjective	

reactions	to	things.		

The	other	performer	on	the	opposite	end	of	 the	spectrum	that	was	very	

influential	to	me	was	John	Ogdon.	John	Ogdon	is	the	opposite	of	Boulez	in	

the	 sense	 that	 he	 takes	 a	 lot	 of	 license,	 a	 lot	 of	 liberty,	 and	 really	 does	

what	he	wants	in	fact.	And	his	playing	could	be	classed	as	imperfect	in	the	

extreme,	and	yet	I	find	truth	in	it	that	I	find	lacking	elsewhere.	

Even	 though	 the	 aesthetic	 that	 Simon	 describes	 here	 resonates	 loud	 and	 clear	

with	the	ethos	of	multiple	interpretability,	I	was	unable	to	prefigure	two	differing	
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interpretations	of	Pinkbow	prior	to	rehearsals	commencing.	There	was	a	simple	

reason	 for	 this:	 I	 had	 very	 limited	 time	 with	 the	 full	 score	 before	 rehearsals	

began,	my	inner	ear	needed	more	time	with	the	score	to	create	a	synoptic	view	of	

the	piece.	This	said,	I	question	to	a	certain	extent	whether	I	would	have	been	able	

to	prefigure	two	differing	interpretations	even	if	I	did	have	more	time.	Unlike	the	

performances	of	Leonore,	I	was	hugely	reliant	on	the	music	emerging	during	the	

rehearsal	 process.	 Edwin	Roxburgh	has	written	 that	 in	 his	 experience	 ‘both	 as	

instrumentalist	 and	 composer	 there	 are	 more	 inadequate	 performances	 of	

premieres	 than	 of	 any	 other	 category	 of	 composition,	 usually	 because	 the	

conductor’s	 aural	 perception	 is	 so	 limited	 that	 the	 actual	 sounds	 of	 the	 score	

have	not	been	digested,	 resulting	 in	his/her	 simply	beating	 time.’25	By	 saying	 I	

was	 reliant	 on	 a	 process	 of	 emergence	 during	 the	 rehearsal	 process	 I	 am	 not	

saying	that	I	didn’t	know	the	piece	well	enough	to	conduct	a	convincing	premiere	

performance,	rather	that	I	needed	to	conduct	the	premiere	before	I	could	see	the	

piece	atemporally	and	assess	a	variety	of	interpretive	options.	

Exegesis	of	the	first	rehearsal	cycle	and	performance	
	
The	total	 time	spent	rehearsing	Pinkbow	for	the	first	performance	was	3:41:20.	

The	 performance	 lasted	 for	 6:16,	 so	 each	 minute	 of	 music	 received	

approximately	 35	 minutes	 of	 rehearsal	 time.	 When	 comparing	 time	 spent	

rehearsing	 each	 section	with	 the	 duration	 of	 each	 section	 in	 performance,	 the	

greatest	discrepancy	occurred	in	section	G,	which	received	12%	of	the	rehearsal	

time,	 though	 took	 up	 23%	 of	 the	 performance.	 This	 can	 be	 explained	 by	

acknowledging	 that	 the	 music	 in	 this	 section	 was	 written	 in	 common	 time	

signatures	 (which	 reduced	 the	 need	 to	 explain	 beating)	 and	 that	 it	 was	

significantly	 slower	 than	 other	 sections	 (which	 made	 it	 easier	 and	 take	 more	

time	 temporally).	 Similar	 issues	were	present	 in	 section	D,	which	 took	11%	of	

the	rehearsal	time	and	15%	of	the	performance	time.	Section	D	again	had	fewer	

rhythmical	 issues	 than	 other	 parts	 of	 the	 piece,	 though	 players	 did	 find	

orientating	themselves	within	7/4	bars	rather	difficult	(my	sense	is	that	our	eyes	

as	musicians	become	less	spatially	aware	in	bars	with	more	beats).	Simon	did	say	

                                                
25	(Roxburgh	2014,	122)		
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that	this	section	could	have	been	written	out	in	4/4	‘like	Ligeti	would	have	done’,	

though	he	liked	the	‘elegance’	of	7/4,	which	maintained	a	theme	of	seven	within	

the	piece.	Sections	E	and	F	were	almost	identical	in	the	distribution	of	rehearsal	

time	and	performance	time.	It	appears	that	time	gained	on	sections	D	and	G	was	

allocated	to	solving	the	complexities	of	sections	A,	B,	and	C.	Sections	A	and	B	in	

particular	are	the	most	rhythmically	dense	parts	of	the	piece.	Although	section	C	

is	set	against	a	mainly	steady	beat,	 it	asks	for	 intricate	syncopations	on	all	 four	

semiquaver	subdivisions	of	 the	crotchet	pulse.	See	page	267	for	a	graph	of	 this	

data.	

	
As	was	 the	 case	 in	Leonore,	 the	 distribution	 of	 rehearsal	 time	 in	Pinkbow	was	

completely	 logical	 but	 achieved	 through	 intuition	 alone.	 Though	 my	 most	

frequent	 complaint	 in	 the	 practice	 journal	 was	 feeling	 inadequately	 prepared	

with	 the	 score,	 I	 must	 have	 had	 an	 intuitive	 grasp	 of	 the	 piece	 as	 a	 whole	 to	

distribute	 the	 rehearsal	 time	 as	 I	 did.	 It	 appears	 that	my	 learning	process	was	

non-sequential.	Liam	Viney	and	Diana	Blom	identify	the	following	model	in	their	

study	‘Preparing	stylistically	challenging	repertoire.’26		

	

Element	1:	Getting	to	know	the	composer	

Element	2:	Reading	the	score	

Element	3:	Engaging	with	the	musical	parameters	

Element	4:	Anchoring	(the	way	that	performers	draw	on	previous	experience	of	

other	music	to	help	understand	the	music	which	they	are	learning)	

Element	5:	Discussing	the	issues	

	

Their	identification	of	a	stage	before	confronting	the	notes	is	consistent	with	my	

own	experience,	though	what	is	interesting	in	my	own	study	is	that	it	took	a	long	

time	 for	me	 to	 understand	much	 of	 the	 information	 that	 Simon	 shared	 in	 the	

interview,	 hence	 the	 description	 of	 the	 learning	 process	 being	 non-sequential.		

On	 23	 March	 2015,	 the	 week	 of	 the	 first	 performance	 I	 documented	 the	

following:	

                                                
26	(Viney	and	Blom	2014,	70)	
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It	 is	 not	 insignificant	 that	 I	 only	 got	 sight	 of	 the	 score	 for	Mawhinney	 a	

week	 or	 so	 before	 the	 first	 rehearsal.	 I	 feel	 that	 only	 just	 now	 I	 have	 a	

view	of	 the	piece,	 and	 that	 if	 I	 could	have	 started	 the	 rehearsal	 process	

from	where	I	personally	am	now,	that	I	may	have	been	more	useful	to	the	

orchestra.	Much	of	what	Simon	spoke	of	about	the	piece	now	makes	sense	

to	me,	and	I	have	an	aural	picture	of	the	seven	note	chords,	or	at	 least	a	

sensibility	to	the	harmonic	language,	which	when	coupled	with	a	sense	of	

foreground	 and	 background	 of	 the	 piece,	 enables	 the	 ear	 to	 have	 the	

means	to	listen	to	the	piece	with	a	sense	of	orientation.		It	is	only	now	that	

I	can	see	the	piece	‘all	at	once’,	and	have	any	feeling	of	what	the	piece	is	–	

Simon’s	 words	 of	 Cosmic	 Violence	 have	 come	 to	 mean	 some	 type	 of	

tension	that	comes	from	within	the	individual	and	collective	instrumental	

sound.	The	piece	 is	not	overblown,	but	rather	actually,	on	the	surface	at	

least,	quite	rational	and	considered.		

	

At	this	time	I	also	did	the	chronometry	exercise:	

	
‘Listening	in	Silence’	Performance	

A	=	bars	1	–	30	 	 	 	 .36	
B	=	bars	30	–	67	 	 	 	 .50	
C	=	bars	68	–	104	 	 	 	 .44	
D	=	bars	104	–	119	 	 	 	 .54	
E	=	bars	120	–	141	 	 	 	 .23	
F	=	bars	141	–	176	 	 	 	 .56	
G	=	bars	176	–	208	 	 	 	 1:32	
Total	 	 																																																						5:55	

Actual		

.43	

.56	

.47	

.56	

.28	

.58	
1:28	
6:16	

Difference	

+6	
+6	
+3	
+2	
+5	
+2	
-4	
	

Figure	5:	Simon	Mawhinney	The	Pinkbow	at	Backnamullagh	chronometry	exercise	

The	differences	between	my	imagined	performance	and	the	actual	performance	

suggests	something	of	 the	 ‘sincerity’	 in	my	approach	to	 the	piece.	The	speed	of	

the	music	was	a	priority	 in	Simon’s	conception	of	 the	piece,	 in	my	mind’s	ear	 I	

was	 aspiring	 to	 this	 even	 though	 it	was	 difficult	 to	 practically	 realise	with	 the	

ensemble.	 	 Another	 key	 step	 in	 the	 first	 rehearsal	 cycle	 directly	 related	 to	

listening	in	silence	was	the	energy	graph	(found	on	page	232)	that	was	done	just	
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before	the	first	performance.		After	the	exercise	I	reflected	in	the	practice	journal	

the	following:	

	
I	now	see	 the	piece	 for	 the	 first	 time,	not	 represented	 to	my	mind’s	ear	

only	in	terms	of	the	visual	dynamic	snake,	but	also	in	the	symmetry	of	the	

sections,	which	 labelled	themselves	Smooth	1,	2	and	3;	 Implode	1	and	2;	

and	Bumps	1	and	2.	The	implode	sections	are	not	something	I’ve	felt	when	

doing	 an	 energy	 graph	 before;	 the	 extreme	 contrast	 of	 isolated	 chords	

after	 the	 contrapuntal	 material	 that	 proceeds	 them	 gives	 the	 effect	 of	

somehow	being	either	(and	at	this	stage	I’m	not	sure)	1)	out	of	time	2)	in	

negative-energy	 (if	 that	 is	 even	possible)	 or	 3)	 in	 a	 section	 of	 the	 piece	

that	somehow	stands	separately	from	the	rest.		

	

I’m	also	slightly	pleased	with	myself	 that	 I	 choose	 to	divide	 the	piece	 in	

seven	sections;	 I	did	know	that	Simon	had	constructed	 it	 this	way,	but	 I	

did	not	seek	to	exactly	find	Simon’s	compositional	sectionalisation	in	my	

own	–	I	had	separated	the	piece	based	on	thinking	about	what	parts	of	the	

piece	 would	 rehearse	 well	 as	 units,	 a	 basic	 performer’s	 analysis.	 The	

energy	 graph	 shows	 that	 the	 end	of	 each	 section	has	 the	most	 impetus,	

and	that	the	summit	of	the	piece	is	just	before	the	end.	

	

Identifying	each	of	the	sections	as	being	either	‘smooth’,	 ‘implode’	or	‘bumps’	is	

similar	to	what	Viney	and	Blom	describe	as	‘a	“eureka”	moment…	the	point	when	

a	 compelling	 image	 of	 the	music	 emerged	 in	 [my]	 imagination.’27	I	 say	 similar	

because	 I	 find	 it	 difficult	 to	 subscribe	 to	 any	 sort	 of	 ‘eureka’	 phenomenon:	my	

sense	is	that	even	when	creative	solutions	present	themselves	suddenly	they	are	

the	result	of	extended	periods	of	processing	 in	my	unconscious.28	Where	Viney	

                                                
27	(Viney	and	Blom	2014,	74).	Similarly,	Prausnitz	(1983,	382)	writing	of	the	
2000	year	old	‘active	images’	of	Cicero	points	out	‘[i]mages	need	not	necessarily	
be	representative	of	what	is	to	be	remembered.	Their	capability	to	trigger	an	
instant	association	is	important.’	
28	Though	they’re	talking	specifically	about	composers,	Katz	and	Gardner	make	
the	point	that	‘there	is	now	general	consensus	that	the	creation	of	a	substantial	
new	work	or	idea	involves	problem-solving	and	reworking	over	time	as	opposed	
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and	Blom’s	experience	completely	resonates	with	my	own	is	their	use	of	Steven	

Feld’s	phrase	 ‘experiential	anchors’29		–	all	of	 the	terms	I	used	as	anchors	were	

rather	simply	(or	perhaps	primitively)	associated	with	an	imagined	car	journey.	

My	sense	is	that	the	value	of	these	anchors	is	their	stability:	they	offer	a	point	of	

focus	on	an	otherwise	vanishing	horizon.	Without	stability	 in	what	was	 for	 the	

ensemble	a	very	challenging	piece	to	perform,	there	was	no	route	to	recognizing	

long-term	 aspirations	 of	multiple	 interpretability.	 In	 the	 penultimate	 rehearsal	

before	the	first	performance	I	said	to	the	ensemble:	

	

It’s	 actually	 going	 very	 well,	 I	 know	 that	 every	 time	 we	 pass	 over	

something	 it’s	 slightly	 different	 because	 of	 the	 complexities	 and	 the	 co-

ordination;	and	it’s	an	unusual	experience	to	play	this	type	of	piece	when	

you’re	kind	of	like	‘what’s	happening?’,	but	it	does	sound	like	it	is	coming	

together…	There	are	a	lot	of	interesting	things	in	the	sound	as	it	is,	so	be	

committed	to	that.	

	

This	and	other	dialogues	I	had	with	the	orchestra	demonstrate	what	I	previously	

described	as	emergence	of	 the	(at	 this	stage	still	singular)	 interpretation	of	 the	

piece.	The	 statement	 to	 the	 ensemble	was	 intended	 to	 elicit	 a	 greater	 sense	of	

collective	 purpose	 rather	 than	 anything	 specifically	 musical.	 Throughout	 the	

rehearsal	process	I	was	highly	reliant	on	the	auditory	feedback	from	the	playing	

of	 the	musicians	to	personally	prepare	 for	 the	performance.	As	Cook	describes,	

‘in	 music,	 knowledge	 is	 not	 only	 shared	 but	 transformed	 in	 the	 course	 of	

rehearsal.	 This	 is	 not	 simply	 a	 matter	 of	 interpretation	 in	 the	 narrow	 sense	

which	 performance	 practice	 studies	 use	 that	 term,	 but	 one	 of	 negotiating	

personal	 and	 group	 identity.’ 30 	In	 the	 first	 performance	 at	 least,	 the	

interpretation	that	we	gave	of	Simon’s	piece	belonged	to	the	ensemble.		

	

                                                                                                                                       
to	one	“Aha!”	moment	during	which	the	entire	piece	is	suddenly	
formulated.’(Katz	and	Gardner	2012,	108)		
29	(Feld	1984)	
30	(Cook	2012,	452)	
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The	 content	 analysis	 revealed	 a	 high	 occurrence	 of	 gesture	 codes	 focused	 on	

ensemble	priorities	–	 this	was	not	surprising	 for	a	piece	 that	demanded	such	a	

high	 level	of	rhythmic	coordination.	Over	the	course	of	 the	 first	rehearsal	cycle	

these	ensemble	priorities	were	gradually	replaced	by	codes	that	that	account	for	

musical	 shaping.	 Quite	 simply,	 Pinkbow	 required	 the	 ensemble	 to	 play	 in	 a	

rhythmic	 language	 that	 took	 time	 to	 become	 familiar	 with.	 It	 was	 most	

unexpected	 that	 the	 hyper-prescriptiveness	 of	 the	 score	 induced	 so	 much	

variability	in	execution:	I	was	required	always	to	seek	a	rhythmic	middle	ground	

between	the	score	and	what	I	heard.	There	was	a	constant	compromise	between	

the	cerebral	understanding	of	the	score	and	the	performative	reality	of	realising	

it.31	

	

Consistent	 with	 the	 prevalence	 of	 gesture	 focused	 on	 ensemble	 priorities,	

content	analysis	revealed	a	high	occurrence	of	verbal	explanations	of	beating	and	

ensemble	both	when	the	ensemble	was	and	was	not	playing.	The	occurrences	of	

these	 codes	 reduced	 as	 the	 performance	 approached.	 Also	 noticeable	 was	 the	

consistency	 of	 singing	 throughout	 the	 rehearsal	 cycle	 as	 well	 as	 affirmation	 –	

again	these	are	not	surprising	given	the	difficulties	of	the	piece.	

Exegesis	of	the	second	rehearsal	cycle	and	performance	
	
The	 total	 time	 spent	 rehearsing	 Pinkbow	 for	 the	 second	 performance	 was	

1:15:20.	The	performance	lasted	for	6:02,	which	was	significantly	faster	than	the	

                                                
31	In	their	study	of	a	pianist	preparing	the	presto	of	a	Bach	concerto	Chaffin,	
Lemieux,	and	Chen	hypothesized	about	the	potential	trade-off	between	stability	
and	flexibility	of	both	dynamics	and	tempo	over	several	performances	of	the	
same	piece.		Their	results	‘suggest	that	the	pianist	managed	the	variability	in	her	
performance	by	allowing	more	variability	at	musical	gestures,	and	by	exercising	
more	control	at	basic	performance	cues	where	precision	was	needed	for	
technical	reasons.’	(Chaffin,	Lemieux,	and	Chen	2007,	470).	By	performance	cues	
Chaffin	et	al.	are	referring	to	moments	in	the	score	where	the	pianist	annotated	
specific	detail	(for	example	fingering	patterns).		Having	surveyed	the	parts	used	
by	the	players	for	Pinkbow	when	the	first	performance	was	complete	allowed	me	
to	see,	what	was	for	this	ensemble,	an	unusually	high	number	of	performance	
cues,	in	particular	vertical	lines	that	spatialise	the	beat	–	at	such	points	the	
players	were	focussing	on	exercising	rhythmic	control.			
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first	performance.	Each	minute	of	music	received	approximately	twelve	minutes	

of	rehearsal	time:	this	ratio	would	have	been	higher	had	one	of	the	three	planned	

rehearsals	 not	 been	 cancelled.	 Completely	 consistent	 with	 the	 first	 rehearsal	

cycle	was	 the	 focus	on	 the	 first	 three	sections	of	 the	piece:	 sections	A,	B	and	C	

received	64%	of	 the	 rehearsal	 time	 though	 in	 performance	 only	 accounted	 for	

40%	of	the	total	duration	of	the	piece.	See	page	267	for	a	graph	of	this	data.	

	

Having	 struggled	 to	 prefigure	 two	 differing	 interpretations	 of	 the	 piece	 before	

the	first	performance,	the	majority	of	my	thoughts	in	the	second	rehearsal	cycle	

focused	on	how	the	ethos	of	multiple	interpretability	could	be	practised	with	this	

piece	 being	 performed	 by	 this	 ensemble.	 The	 first	 rehearsal	 in	 the	 second	

rehearsal	cycle	was	a	pivotal	moment,	after	which	I	reflected:	

	

There	 was	 a	 change	 in	 the	 ensemble	 that	 had	 happened	 since	 the	 first	

performance.	 Something	 had	 incubated	 inside	 the	 players.	 As	 was	 the	

case	 in	 [the	 first	 rehearsal	 of	 the	 second	 rehearsal	 cycle]	 of	 Leonore,	 I	

went	 for	 spirit	 again,	 opening	up	 the	piece	 and	extending	 the	horizon.	 I	

was	 'anchoring'	 by	 using	 improvised	 metaphors	 (play	 it	 like	 a	 jig;	

syncopate	like	a	big	band).		

	

My	 use	 of	 the	 word	 ‘incubation’	 harks	 back	 to	 Graham	 Wallas’	 early	 and	

influential	 1926	 work	 The	 Art	 of	 Thought,32	in	 which	 he	 outlines	 a	 four-stage	

theory33	of	 creativity:	 preparation,	 incubation,	 illumination,	 verification.	 	 The	

time	spent	away	from	Pinkbow	had	allowed	the	musicians	and	myself	to	process	

–	in	whatever	way	such	things	happen	–	the	music	and	visit	it	anew.		Before	the	

first	 performance	 I	 documented	 at	 different	 points	 that	 we	 could	 not	 find	

multiple	 interpretations	 of	 the	 piece	 because	 we	 were	 yet	 to	 see	 a	 single	

interpretation.	 I	 suggested	 to	 myself	 that	 it	 will	 not	 be	 until	 the	 first	

performance,	with	all	the	live	phenomena	that	occur	when	performing	to	a	 live	

audience,	that	we	would	‘crystallize’	the	piece	into	one	of	its	infinite	entities.		

                                                
32	(Wallas	1926)	
33	For	a	review	of	stage	theory	criticism	see	Katz	and	Gardner	(2012,	108).		
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The	 process	 of	 crystallization	 that	 the	 ensemble	 and	 I	 shared	 together	 was	

‘concrete	 experience’,	 the	 stage	 in	 Kolb’s	 learning	 cycle	which	 is	 necessary	 for	

learning	to	continue	to	progress.34	An	important	part	of	that	crystallisation	was	

the	literal	cementing	of	the	first	performance	as	a	live	recording.	For	the	second	

performance	 I	 used	 the	 recording,	 on	 more	 than	 one	 occasion,	 to	 try	 and	

diagnose	 where	 improvements	 could	 be	 made.	 I	 also	 shared	 it	 with	 the	 new	

leader	 of	 the	 second	 performance.	 When	 I	 met	 with	 them	 before	 the	 first	

rehearsal	of	the	second	rehearsal	cycle	I	noted:	

	

They	 had	 prepared	 with	 the	 aid	 of	 the	 recording	 of	 the	 premiere	

performance.	 	What	 was	 remarkable	 was	 how	 they’d	 picked	 up	 on	 the	

particular	projection	of	 the	original	 leader’s	sound	into	the	ensemble:	 in	

the	 first	 performance	 the	 leader	 played	 with	 a	 particularly	 rich	 sound	

which,	before	he	joined	us	in	the	later	rehearsals,	had	not	made	it	into	the	

ensemble.	 This	 approach	 seemed	 to	 go	 against	 the	 preconception	 that	

many	players	seemed	to	have	of	the	music	being	austere.		

	

What	was	also	remarkable	from	the	session	with	the	new	leader	was	how,	

despite	not	thinking	so,	much	of	the	beating	of	the	piece	is	now	in	muscle	

memory.	It	had	been	nearly	four	weeks	since	the	first	performance,	with	

only	 occasional	 looks	 at	 the	 score	 in	 between,	 but	 to	 remind	myself	 of	

sections	my	hand	could	guide	me	quicker	than	re-reading	the	score.		

	

I	 later	 had	 a	 glimmer	 of	 how	 I	 might	 practise	 the	 ethos	 of	 multiple	

interpretability	 with	 Pinkbow,	 though	 it	 was	 not	 consistent	 with	 the	 basic	

experimental	design	of	the	study	as	a	whole:		

	

The	multiple	 interpretability	of	 the	score	 is	 to	simply	do	 it	better.	To	do	

this	I	need	to	have	more	accuracy	from	myself	and	the	players.	I	can	more	

accurately	 capture	 the	 vastly	 different	 textures	 that	 separate	 the	 piece	
                                                
34	(Kolb	1984,	21)	
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into	sections	–	I	may	not	be	able	to	memorise	the	piece	in	terms	of	beating	

and	instrumentation,	but	I	can	have	a	better	understanding	and	intention	

of	shaping	the	energy	of	the	piece.	I	have	intellectually	done	this	work,	but	

it	has	not	yet	connected	to	my	view	of	the	piece	in	performance.	

	

My	desire	to	have	a	‘better	understanding	and	intention	of	shaping	the	energy	of	

the	 piece’	 is	 very	 similar	 to	 the	 way	 in	 which	 I	 reported	 on	 experiencing	

interpretive	 differences	 in	 Leonore.	 Multiple	 interpretations	 of	 the	 score	 lay	

within	the	temporal	unfolding	of	the	music,	the	way	in	which	as	the	conductor	I	

could	‘emphatically	[take]	control	over	time’	as	a	way	of	‘breaching’	the	piece.35	

The	second	performance	was	dramatically	different	from	the	first	performance,	

though	 unlike	 Leonore	 and	 other	 music	 included	 in	 this	 study	 it	 was	 not	 a	

difference	that	was	prefigured,	 it	was	rather	a	 ‘working	out’.	This	 ‘working	out’	

was	both	in	terms	of	what	I	felt	was	a	collaboration	between	the	musicians	and	

myself,	as	well	as	an	anticipation	that	the	eventness	of	the	second	performance	

was	 also	 going	 to	 influence	 the	 direction	 of	 the	 music.	 As	 Kathryn	 Whitney	

observes:	

	

	Once	a	piece	is	known,	one	can	feel	less	like	one	is	driving	the	material	in	

relation	 to	 past	 planned	 action	 and	more	 like	 a	 spontaneous	 creator	 of	

musical	ideas,	acting	physically	and	expressively	to	make	creative	choices	

in	the	moment	of	performance	in	response	to	that	performance’s	unique	

conditions.36	

	

Though	 the	 second	 rehearsal	 cycle	 was	 significantly	 shorter,	 content	 analysis	

revealed	that	the	shift	away	from	gesture	that	was	purely	focused	on	ensemble	

priorities	 was	 pronounced.	 In	 comparison	 to	 the	 first	 rehearsal	 cycle	 it	 is	

interesting	to	note	the	slightly	higher	occurrence	of	my	own	mistakes;	from	this	I	

infer	that	my	intention	simply	to	try	something	new	with	gesture	was	not	always	

successful.	Consistent	between	both	rehearsal	cycles	was	the	high	occurrence	of	

                                                
35	(Hovland	2015)	
36	(Whitney	2015,	113)	
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codes	 for	verbal	priorities	 that	deal	with	counting	and	orientation.	There	were	

more	 verbal	 codes	 in	 the	 second	 cycle	 that	 indicate	my	 attempt	 to	 use	 extra-

musical	ideas	to	move	the	players	in	a	different	direction.	I	noted	after	the	first	

rehearsal	of	the	second	rehearsal	cycle	that:	

	

A	 lot	 of	 'quick	 fire'	 rehearsing	 was	 possible	 because	 my	 diagnosis	 was	

much	 better.	 I	 was	 looking	 for	 a	 lot	 more	 articulation,	 the	 feature	 that	

Simon	 asked	 for	 at	 the	 dress	 rehearsal	 for	 the	 first	 performance	 at	

Queen’s.	I	was	also	seeking	a	lot	of	dolce	for	contrast.	

	

After	 the	 second	 performance	 I	 reflected	 on	 the	 idea	 that	 the	 piece	 had	

‘incubated’	inside	myself	and	the	players.	I	also	questioned	whether	this	second	

performance	was	simply	better	than	the	first	as	I	anticipated	it	may	have	been:	

	

My	 initial	 reaction	 is	 that	 our	 second	 performance	was	 better	 than	 the	

first	in	terms	of	simply	having	more	notes	in	the	right	place	(though	there	

were	 new	wrong	 notes	 in	 the	wrong	 place,	 too).	 I	 felt	 that	 I	 had	much	

more	contact	with	the	ensemble,	and	that	we	were	able	to	make	minute	

adjustments	for	each	other.	 	The	change	was	so	significant	that	it	cannot	

be	explained	by	rehearsal	alone.	

	

In	 comparison	 to	 Leonore,	 I	 see	 much	 less	 of	 myself	 in	 the	 performance	 of	

Pinkbow	 as	 documented	 in	 the	 recording.	 It	 was,	 as	 I	 have	 said,	 a	 collective	

process	 to	 ‘work	 out’	 the	 interpretations,	 much	 like	 one	 would	 experience	 in	

chamber	music.	These	forces	undoubtedly	were	at	work	in	the	performances	of	

Leonore		but	with	Pinkbow	they	became	a	defining	feature.	As	Juniper	Hill	writes,	

‘over	 emphasis	 on	 individuality…	 obfuscates	 the	 collective	 nature	 of	 musical	

creativity.’37	Similarly	 Tomes	 writes,	 ‘your	 interpretations	 are	 an	 intellectual	

property	 shared	 with	 particular	 co-creators.’ 38 	Indeed	 Hill’s	 and	 Tomes’	

comments	here	echo	Keith	Sawyer	and	Stacy	DeZutter’s	concept	of	 ‘distributed	

                                                
37	(Hill	2012,	100)	
38	(Tomes	2014,	113)	
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creativity’,	 that	 is	 ‘situations	 where	 collaborating	 groups	 of	 individuals	

collectively	 generate	 a	 shared	 creative	 product.’ 39	Sawyer	 and	 DeZutter’s	

research	 was	 based	 on	 improvised	 theatre	 for	 which	 the	 endpoint	 was	

unscripted.	Drawing	comparisons	between	unscripted	theatre	performance	and	

the	performance	of	a	notated	score	may	seem	inappropriate,	though	as	Barrett	et	

al.	suggest,	 ‘when	ensembles	are	preparing	a	score	for	a	premiere	performance,	

the	activity	has	an	“unpredictable	outcome”	 in	that	there	are	no	precedents	 for	

the	 performance	 of	 the	 work	 and	 the	 work	 itself	 might	 well	 challenge	

performance	traditions	of	the	genre	for	individuals	and	the	group.’	40	

Analysis	of	Sonic	Visualiser	tempo	graph		
	

In	 both	 performances	 section	 A,	 which	was	 the	most	 rhythmically	 challenging	

section	of	the	piece,	lasted	for	more	or	less	an	identical	duration.	It	is	very	clear	

that	 in	 both	 performances	 the	 first	 two	 sections	more	 or	 less	 follow	 the	 same	

path.	From	section	E	onwards	in	the	second	performance	it	can	be	seen	that	the	

tempo	 has	 greater	 variability:	 presumably	 the	 ensemble’s	 enhanced	 rhythmic	

awareness	 increased	 their	ability	 to	make	sudden	 tempo	changes	and	not	ease	

from	one	gear	to	the	next.		

 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                
39	(Sawyer	and	DeZutter	2009,	82)	
40	(Barrett	et	al.	2014,	19)	
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Beethoven	Symphony	No.5	

Seeking	multiple	interpretations	of	Symphony	
	
Beethoven’s	Fifth	Symphony	is	perhaps	the	archetypal	piece	to	include	in	a	study	

of	 interpretation	 in	orchestral	music.	Taruskin	proposed	that	Beethoven	marks	

‘the	water-shed	 that	produced	 the	modern	musical	world	 in	which	we	all	 now	

live.’41	The	 Symphony	 –	 perhaps	 more	 than	 any	 other	 in	 the	 repertoire	 –	

instigated,	 developed	 and	 helps	 to	 maintain	 the	 interpretive	 practices	 that	

dominate	concert	halls	today.	I	have	written	elsewhere	about	the	historiography	

of	 Symphony;	 how	 hermeneutical	 and	 performative	 interpretations	 interacted	

with	each	other	in	a	creative	ecology.42	Indeed,	despite	everything	that	has	been	

played,	spoken	and	written	about	Symphony	it	still	proves	to	be	fertile	ground	for	

research.43		

	

I	 decided	 that	 the	 inclusion	 of	 Symphony	 in	 this	 study	would	 proceed	without	

content	analysis	of	the	videos.	The	reasons	for	this	are	as	follows:	

	

1) Practically,	there	would	have	been	a	huge	amount	of	data	to	process,	

more	than	all	other	case	studies	combined.	

2) I	wanted	 to	 ‘get	on	with	 the	 job’	 in	 rehearsals	–	 there	was	no	doubt	

that	my	practice	in	Leonore	and	Pinkbow	was	affected	by	the	extensive	

analysis	 of	 video	 footage.	By	not	 recording	 rehearsals	 of	Symphony	 I	

allowed	 myself	 to	 consider	 possible	 answers	 to	 Michael	 Schwab’s	

question	as	to	how	‘how	documentation	may	affect	a	performance.’44	

Schwab	here	is	inadvertently	asking	about	the	observer	or	Hawthorne	

                                                
41	(Taruskin	2005,	648)	
42	(Williams	2014)	
43	For	example	Amy	Blier-Carruthers	has	recently	re-enacted	Arthur	Nikisch’s	
1913	recording	of	the	Symphony	with	the	Berlin	Philharmonic	with	students	
from	the	Royal	College	of	Music	to	understand	how	the	musicians	in	that	
recording	would	have	had	to	change	their	playing	to	effectively	record	the	piece.	
(Kolkowski,	Miller,	and	Blier-Carruthers	2015).	Anders	Hultqvist	has	also	
‘recomposed’	the	symphony	by	changing	major	structural	features	to	ask	‘who	
creates	the	creator?’	(Hultqvist	2011)	
44	(Schwab	2014b,	117)	I	systematically	addressed	this	issue	in	Williams	(2016)	
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effect45		on	music	performance	which	has	been	curiously	neglected	in	

performance	studies.		

3) I	 have	 been	 arguing	 for	 the	 practice	 of	 the	 study	 to	 be	 considered	

Artistic	Research,	though	aspects	of	the	study	could	only	be	addressed	

by	analysing	the	practice	in	the	way	in	which	the	field	of	Performance	

Studies	 would.	 ‘While	 the	 “performance	 studies”	 trend	 established	

itself	 as	 a	 sub-discipline	 of	 Musicology	 (analysing	 already	 existing	

technical	objects,	such	as	scores,	recordings	or	performances),	Artistic	

Research	 [aims]	 at	 the	 generation	 of	 new	 phenomena	 relevant	 to	

knowledge	 development.’46	The	 new	 phenomena	 generated	 are	 my	

experiences	 of	 trying	 to	 prefigure	 two	 interpretations	 of	 Symphony	

and	 transiting	 from	 preparation	 to	 performance:	 large	 sections	 of	

autoethnography	appear	in	the	exegesis	about	this	process.		

	

Developing	 two	 differing	 interpretations	 for	Symphony	was	 like	 throwing	 seed	

onto	 fertile	 soil.	As	 I	 discussed	 in	 the	 introduction	 to	 the	 study,	 it	was	hearing	

two	differing	performances	of	Symphony	conducted	by	Neeme	Järvi	that	 led	me	

to	 investigate	 multiple	 interpretability.	 Very	 early	 on	 in	 the	 study	 I	 had	

prefigured	differing	 interpretations	of	Symphony	after	only	preliminary	reading	

and	 thought,	 though	 as	 a	 result	 of	 what	 was	 learnt	 from	 the	 performances	 of	

Leonore	 and	 Pinkbow	 all	 those	 early	 embryonic	 ideas	 were	 jettisoned.	 	 For	

example,	 some	 early	 interpretive	 ideas	 were	 based	 on	 creating	 different	

narratives,	some	of	which	were	quite	abstract:		

	

1st	Movement	–	Hyper	rational	versus	emotionally	unhinged	

2nd	Movement	–	The	protagonist	in	different	scenes/states	

3rd	Movement	–	Seeking	truth	versus	discovering	secrets	

4th	Movement	–	Victory	versus	‘question	mark’ 
Figure	6:	Ideas	from	early	in	the	study	about	how	Beethoven	Symphony	No.	5	could	be	performed	in	
two	differing	interpretations	that	were	not	pursued.		

                                                
45	(Salkind	2010,	561)	
46	(de	Assis	et	al	2016a)	
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The	issue	with	these	interpretive	plans	is	that	I	doubted	that	I	could	actually	in	

consecutive	performances	change	every	part	of	my	conducting	in	pursuit	of	each	

idea	 exclusively	 and	 without	 suggestion	 of	 the	 other.	 Even	 if	 I	 could	 have	

changed	my	conducting,	it	would	be	at	the	expense	of	reaching	a	state	of	‘trustful	

forgetting’.	 Beyond	 this,	 the	 problem	 is	 that	 the	 plans	 for	 the	 first,	 third	 and	

fourth	movements	 identify	what	 I	 subsequently	 came	 to	 feel	 as	 aporias	within	

the	music	 itself.	 I	came	to	sense	that	the	music	holds	both	 interpretive	 ideas	in	

contradiction	at	the	same	time,	rather	than	offering	potential	narrative	routes.	I	

also	 invested	 considerable	 time	 thinking	 about	 whether	 I	 would	 develop	

interpretive	ideas	without	explicitly	sharing	with	the	orchestra	what	they	were.	

My	 thought	 was	 this	 might	 ‘test’	 the	 capacity	 of	 my	 gestures	 to	 instate	

interpretive	change.	Of	all	the	early	interpretive	ideas	this	was	almost	certainly	

the	 most	 deeply	 flawed.	 I	 came	 to	 realise	 that	 the	 ethos	 of	 multiple	

interpretability	was	about	resisting	bringing	hermetically	sealed	interpretations	

to	 the	 rehearsal.	 Kathryn	 Jourdan	 would	 agree:	 talking	 about	 a	 high-profile	

conductor	 of	 the	 Scottish	 Chamber	 Orchestra,	 Jourdan	 has	 written	 that	 she	 is	

‘struck	 by	 the	 practice	 of	 the	 conductor	 I	work	 alongside,	who	 invites	 players	

into	the	process,	to	find	together	the	shape	of	a	musical	work	during	the	week	of	

rehearsal,	 and	 who	 resists	 expectations	 of	 bringing	 a	 hermetically-sealed	

interpretation	to	be	efficiently	imposed	from	the	podium.’47		

	

Other	 early	 interpretive	 ideas	 were	 all	 based	 on	 binary	 opposites	 such	 as	

conducting	one	‘structural’	performance	and	another	‘rhetorical’	performance.	I	

had	hypothesized	that	there	could	be	different	ways	of	verbally	communicating	

with	the	orchestra	in	each	rehearsal	cycle:	the	language	I	used	for	the	‘structural’	

performance	 would	 have	 been	 literal	 and	 descriptive,	 the	 ‘rhetorical’	

performance	could	have	used	poetics	and	metaphor.	The	basic	problem	with	this	

idea	is	that	in	rehearsal	I	want	to	use	whatever	means	of	communication	are	at	

my	 disposal	 at	 any	 time,	 and	 that	 for	 me,	 the	 spatio-temporal	 dynamics	 of	

performance	 don’t	 allow	 the	 type	 of	 long-term	 thinking	 that	 the	 ideas	 would	

need	to	be	realised.		
                                                
47	(Jourdan	2015,	105)	
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I	 also	 toyed	 with	 the	 idea	 of	 doing	 performances	 based	 on	 the	 ‘instructions’	

Weitgartner48	and	Del	Mar49	wrote	about	how	to	conduct	Symphony,	but	as	has	

been	previously	discussed	we	do	not	arrive	at	artistry	by	applying	the	analysis	of	

someone	 else.	 I	 also	 considered	 doing	 two	 different	 performances	 that	 follow	

Bowen’s	most	 insightful	 study	of	 the	hermeneutic	history	of	Symphony:		before	

Symphony	was	considered	to	be	about	fate	it	was	considered	to	be	about	love.50	

Bowen’s	study	 is	 indispensable,	and	offered	a	scholarly	point	of	departure	 into	

my	own	imaginings	of	Symphony.	However,	to	use	what	Bowen	uncovered	about	

the	history	of	interpreting	Symphony	for	anything	more	than	a	point	of	departure	

would	 be	 to	 bias	 restoration	 over	 exploration	 which	 is	 not	 what	 the	 ethos	 of	

multiple	interpretability	is	about.		

	

What	 each	 of	 my	 early	 interpretive	 ideas	 fails	 to	 recognise	 is	 that,	 as	

demonstrated	by	the	performances	of	Leonore,	in	performance	it	is	unhelpful	to	

restrict	 oneself	 to	what	 has	 been	 planned.	 Such	 an	 idea	 is	 the	 basis	 of	 Tomes’	

‘trustful	 forgetting’	 and	Doğantan-Dack’s	 suggestion	 that	 performance	 is	 about	

seeking	 ‘magical’	 qualitative	 transformations	 of	 the	music.	 It	 was	my	 growing	

understanding	 of	 how	 the	 performance	 event	 is	 an	 essential	 part	 of	 the	

interpretive	process	that	led	me	to	approach	the	performances	of	Symphony	as	I	

did.	In	the	two	performances	of	Symphony	my	only	plan	was	to	proceed	knowing	

that	 I	 was	 going	 to	 be	 doing	 two	 performances:	 I	 could	 reflect	 on	 the	 first	

performance	 and	 use	 any	 insights	 towards	 the	 second	 performance.	 As	 Cone	

explains:	

	

The	more	complex	 the	poem	or	 the	composition,	 the	more	relationships	

its	performance	must	be	prepared	to	explain	–	and	the	less	likelihood	that	

a	single	performance	can	ever	do	the	job.		The	composition	must	proceed	

inexorably	 in	 time,	 we	 cannot	 go	 back	 to	 explain;	 we	 must	 therefore	

                                                
48	(Weingartner	1907)	
49	(Del	Mar	1992)	
50	(Bowen	1999,	446)	
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decide	what	 is	 important	and	make	that	as	clear	as	possible,	even	at	the	

expense	 of	 other	 aspects	 of	 the	 work.	 After	 all,	 there	 will	 be	 other	

performances.’51	

	

I	commenced	the	rehearsals	of	Symphony	in	the	knowledge	that	I	was	to	conduct	

the	 piece	 twice	 in	 performance.	 This	was	 the	 ‘direction’	 I	 had	 in	mind	when	 I	

‘[set]	sail	for	the	open	sea	and	[followed]	the	sea	breeze.’52	

Exegesis	of	the	first	rehearsal	cycle	and	performance	
	
Some	 five	 months	 before	 the	 first	 performance	 of	 Symphony	 I	 wrote	 the	

following	entry	in	the	practice	journal	which	summarises	much	of	what	has	been	

discussed	thus	far:	

	

Though	 I’m	 talking	 frequently	 about	 one	 of	 the	 defining	 aspects	 of	

multiple	interpretability	being	an	ability	to	conceive	of	[i.e.	prefigure]	two	

performances	I	hold	no	bias	over,	I’m	wondering	whether	for	[Symphony]	

going	 down	 the	 route	 that	 I	 did	 in	Leonore	[trying	 to	 give	 some	 type	 of	

form	 to	 those	 interpretations	 in	 advance]	will	 be	 fruitful;	 rather	what	 I	

need	 to	do	 is	use	all	my	skill	 and	 technique	on	 the	podium	 to	engender	

flexible	 and	 spontaneous	 performance.	 The	 fact	 of	 the	 matter	 is	 that	 I	

have	 an	 infinite	 number	 of	 Beethoven	 5’s	 in	 me,	 it	 seems	 reductive	 to	

narrow	them	down	to	two	and	try	and	execute	them	–	that’s	not	how	we	

make	music.		

	

The	whole	of	 the	 first	rehearsal	cycle	 for	Symphony	was	defined	by	a	 feeling	of	

my	seeking	from	the	podium	a	prefigured	view	of	the	piece	that	was	prenoetic,	a	

view	of	the	piece	that	was	somehow	known	before	it	was	consciously	surfaced	in	

my	mind.					

	

                                                
51	(Cone	1968,	33)	Italics	are	my	own.		
52	(Gritten	2014)	
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Given	I	knew	Symphony	well	before	this	study	began,	the	initial	preparation	I	did	

for	 the	 first	 rehearsal	 focused	 on	 physical	 coordination	 as	 opposed	 to	 more	

routine	score	study.	The	journal	entry	from	the	end	of	June	2015	(see	page	234)	

details	how	I	felt	the	music	unfolding	as	an	embodied	entity.	Rink	has	observed	

that	 ‘how	 the	unfolding	of	 the	music	 feels	 to	 the	performer	 –	 that	 is,	 how	 it	 is	

embodied	 –	 is	 a	 key	 element	 of	 both	 performance	 experience	 and	 the	music’s	

ontology.	Understanding	music	in	terms	of	 its	embodiment	and	diachronic	flow	

also	invites	and	potentially	yields	a	new	approach	to	music	analysis.’53	An	extract	

from	this	analysis	is	as	follows:	

	

Despite	the	extreme	weight	of	the	first	movement,	I	do	find	that	there	is	a	

particular	lightness	in	the	contact	(grip)	of	the	stick,	probably	because	of	

the	 closeness	 of	 the	 counterpoint.	With	 a	 light	 flick	 of	 the	wrist	 it	 feels	

although	my	body	wants	 the	sound	of	each	quaver	 that	 is	played	on	the	

second	quaver	beat	of	the	bar	(after	a	quaver	rest)	to	have	a	slight	accent.	

I	have	heard	this	done	before	but	do	not	think	it	is	a	common	approach.		

	

The	sound	of	an	accent	on	 the	second	quaver	beat	did	not	 transfer	 to	either	of	

the	 performances,	 it	 was	 one	 of	 the	 many	 jettisoned	 possibilities,	 though	 the	

closeness	 of	 the	 counterpoint	 became	 a	 recurring	 theme	 of	 discussion	 and	

consideration:	

	

	I	 think	 in	rehearsal	of	 this	piece	 I	really	want	 to	be	 intensively	 focusing	

on	the	score	even	though	the	 ‘fabric’	of	the	piece	is	memorized.	There	is	

so	much	 interplay	 between	 different	 string	 instruments	 and	woodwind	

instruments	that	I	want	to	connect	with.		

	

Maintaining	 focus	 on	 such	 interplay	 was,	 on	 reflection,	 the	 most	 problematic	

aspect	of	Symphony	for	both	the	players	and	myself.	I	frequently	criticised	myself	

in	 the	 practice	 journal	 for	 not	 being	 grammatically	 consistent,	 it	 was	 an	 issue	

                                                
53	(Rink	2015,	137)	
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particularly	 present	 in	 the	 first	movement.	 After	 the	 first	 rehearsal	 I	 reflected	

that	

	

…grammatical	 precision	 needs	 to	 come	 from	 using	 the	 score	 in	 the	

rehearsal	much	more	than	I	was,	it	was	actually	a	case	of	being	too	close	

to	 the	 virtual	 body	 of	 the	music	 and	 not	 close	 enough	 to	 the	musicians	

themselves	 and	 what	 they	 need.	 The	 piece	 must	 be	 performed	 by	 the	

musicians	as	 if	 it	 is	second	nature,	or	rather	the	ensemble	skills	that	the	

musicians	must	have	to	perform	the	piece	must	be	called	upon	as	if	they	

are	second	nature:	they	are	very	advanced	skills,	however,	and	there	will	

be	a	lot	of	teaching	in	the	rehearsal	process.	

	

Much	 of	my	 thought	 throughout	 the	 rehearsal	 cycle	was	 preoccupied	with	 the	

first	movement,	and	of	course	in	particular	the	opening.54	Furtwängler	also	had	

the	 same	 preoccupation:	 John	 Ardoin	 has	 observed	 that	 Furtwängler's	

interpretive	 approaches	 to	 Symphony	 mainly	 have	 contrasts	 in	 the	 first	

movement,	that	‘Furtwängler	perceived	the	opening	allegro	as	more	than	music,	

[that]	he	was	impelled	by	the	implied	theatre’55	of	the	movement.	Peter	Pirie	also	

observes	that	Furtwängler’s	two	recordings	from	1947,	one	made	in	a	studio,	the	

other	 live,	 demonstrate	 Furtwängler’s	 two	 broad	 stylistic	 tendencies.	 The	 live	

recording	 is	 Furtwängler’s	 ‘through-flow’	 style,	 the	 studio	 recording	

                                                
54	I	changed	my	mind	frequently	throughout	the	rehearsal	cycle	as	to	how	we	
would	play	the	opening	and	all	pauses.	Approaching	the	performance	I	became	
deeply	concerned	about	executing	them,	having	accidently	given	an	ictus	in	the	
wrong	place	during	some	rehearsals	that	resulted	in	confusion	within	the	
orchestra.	The	first	five	bars	of	Symphony	are	actually	easy,	it’s	just	the	aura	
around	them,	and	how	important	they	are	to	the	rest	of	the	piece	in	performance.	
Blum	points	out	something	of	a	comparison	when	he	writes	about	illuminated	
manuscripts	of	the	middles	ages,	and	how	‘we	are	constantly	amazed	at	the	
artistic	beauty	of	the	first	letter	of	each	paragraph.	The	great	majority	of	these	
texts	are	of	a	religious	nature;	on	each	page	is	inscribed	a	sacred	revelation.	The	
elaboration	of	the	initial	was	understood	to	be	the	visible	manifestation	of	the	
divine	impulse.	For	this	reason	illuminators	were	engaged	to	embellish	these	
letters	in	red,	gold,	or	sometimes	blue.’	(Blum	1977,	57)		
55	(Ardoin	and	Hunt	1994)	
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Furtwängler’s	 ‘granite’	 like	 style.56	It	 was	 well	 known	 that	 Furtwängler	 often	

changed	 his	 interpretive	 approach,57	though	 we	 can	 speculate	 that	 one	 of	 the	

reasons	he	changed	his	approach	to	the	same	piece	of	music	in	the	same	year	so	

dramatically	 is	 because	 he	 had	multiple	 ideas	 about	 the	music	 that	 competed	

with	 each	 other.	 In	 the	 case	 of	Symphony,	 there	 appears	 to	me	 to	 be	 elements	

within	the	music	competing	with	each	other	–	or	in	contradiction	to	each	other	–	

that	only	surface	when	one	approaches	the	music	with	an	open	mind.		

	

Adorno	 wrote	 that	 the	 ‘subject	 matter’	 of	 Beethoven’s	 music	 is	 ‘genuinely	

dialectical.’58	Indeed,	this	dialectical	nature	–	that	Symphony	comes	out	of	silence	

and	converses	with	itself	–	gave	tremendous	variability	to	the	way	the	piece	was	

approached	 from	 rehearsal	 to	 rehearsal.	 Such	 variability	 became	 problematic	

and	eventually	 resulted	 in	 the	 jettisoning	and	narrowing	of	possibilities	before	

the	 performance.	 The	 issue	 seemed	 to	 be	 that	 prefiguratively,	 as	 already	

mentioned,	 so	many	different	 interpretations	 of	Symphony	 could	 be	 conceived.	

The	reasons	for	this	are	two-fold:	one	is	because	of	the	dialectical	construction	of	

the	piece,	 in	which	one	change	at	any	given	point	of	 the	diachronic	 flow	of	 the	

music	has	implications	further	down	the	track;	the	other	is	because	it	simply	is	

Beethoven’s	Fifth,	 that	Symphony	 that	everybody	knows	and	 that	has	universal	

Western	resonance.			

	

Returning	to	the	preparation	I	undertook	that	focused	on	the	embodiment	of	the	

score,	 there	 were	 numerous	 examples	 of	 decisions	 made	 that	 were	 not	

jettisoned.	For	example:	

	 	

- Clearing	 the	 sound	 after	 each	 ff	 fermata	 which	 is	 followed	 by	 a	 piano	

entry	

- Seating	of	the	orchestra	

- Settling	on	a	brisk	central	tempo	for	the	second	movement	
                                                
56	(Pirie	1980,	43)	
57	‘His	readings	of	any	given	work	were	diverse,	and	also	showed	continuous	
development	throughout	his	career.’	(Pirie	1980,	17)	
58	(Adorno	1998,	4)	
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- Taut	feeling	of	the	arm	in	the	‘A’	section	of	the	third	movement	

- Two	 bar	 crescendo	 at	 beginning	 of	 each	 entry	 in	 the	 barn	 dance	 (the	

second	section	of	the	third	movement),	and	other	Amsterdam	hairpins59	

- Accelerando	into	the	fourth	movement	

- Amsterdam	hairpins	at	various	points	of	fourth	movement	

- Full	attention	to	the	silence	in	between	the	chords	at	letter	H	

	

Interpretation	 arose	when	 I	 began	 to	 think	 deeply	 about	 gesture.	 Though	 it	 is	

possible	 to	 link	 between	 the	 initial	 preparation	 and	 final	 performance,	 there	

were	more	differences	 than	 similarities	 –	 as	was	 the	 case	 in	 any	preconceived	

interpretive	intent	 in	 the	 previous	 case	 studies.	 Conducting	 is	 not	 just	making	

physically	 manifest	 what	 is	 inside	 us,	 it	 is	 a	 mediation	 between	 that	 and	 the	

sound	received	from	the	orchestra.		

	

The	next	major	preparation	 I	did	 for	Symphony	before	 the	orchestra	reinforces	

the	last	point	and	several	points	following:	

‘Listening	in	Silence’	Performance	
1st	movement	6:50	
2nd	movement	8:38	
3rd	movement	5:11	
4th	movement	10:30	

First		Performance	
7:21	
9:04	
5:07	
10:56	

Difference	
+31	
+26	
-4	
+26	

Figure	7:	Beethoven	Symphony	No.	5	chronometry	exercise	

In	all	movements	apart	from	the	third	I	had	prefigured	a	fast	base	line	tempo.	By	

the	time	of	the	sixth	rehearsal	I	had	to	set	myself	a	metronome	mark	of	crotchet	

=	92	for	the	first	movement:	

	

The	issue	I	have	identified	is	that	the	music	in	itself,	and	the	performance	

practice	 of	 it,	 has	 such	 wide	 variability	 that	 almost	 any	 tempo	 can	 be	

convincingly	 sustained	 –	 that	 doesn’t	 mean	 that	 when	 working	 with	

players	 towards	 a	 specific	 performance	 that	 I	 can	 embrace	 all	 those	

possibilities.	 I	 obviously	 have	 a	 highly	 volatile	 sense	 of	 tempo	 in	 this	
                                                
59	‘Amsterdam	hairpins’	is	the	coinage	of	a	French	critic	who	criticised	William	
Christie’s	use	of	crescendo	and	diminuendo	to	shape	the	phrase.		
(Service	2013)	
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movement,	changes	 in	my	own	approach	creeps	 into	the	upbeat	and	the	

orchestra,	 though	 it	 could	 be	 the	 orchestra	 suffers	 from	 a	 similar	

challenge	to	me	also.		

	

Of	the	second	movement	I	thought	that	it	would	

	

…work	 well	 without	 a	 stick	 (chamber	 music).	 The	 five	 climaxes	 don’t	

really	have	any	relation	to	each	other	here	I	feel,	though	consistent	is	the	

sense	that	after	each	climax	the	energy	returns	to	the	same	point	that	the	

movement	begun	at.	

	

Though	I	did	conduct	this	movement	without	a	stick,	in	the	practice	journal	I	had	

a	 realisation	 that	 contradicts	 my	 original	 idea	 about	 the	 climaxes	 having	 no	

relation	 to	 one	 another.	 The	 route	 to	 this	 change	was	 through	 recognising	 the	

improvisatory	quality	of	the	music	that	I	established	after	the	first	rehearsal:	

	

The	second	movement	is	all	about	the	improvisatory	quality	in	the	music;	

somehow	 the	 performance	 needs	 to	 make	 sense	 of	 all	 the	 changes	 of	

direction	 between	 each	 variation.	 This	 is	 the	 neediest	 movement	 in	

rehearsal,	 not	 least	 because	 it	 is	 has	 very	 little	 direct	 repetition	 of	

material.	 It	 certainly	 has	 the	 most	 variety	 of	 characters,	 the	 orchestra	

must	come	to	know	and	believe	in	these	characters.		

	

By	the	fifth	rehearsal	I	came	to	recognise	that	this	movement	actually	had	a	very	

clear	 sense	 of	 linear	 progression	 –	 after	 each	 ‘pruning’	 within	 the	 woodwind	

‘oasis’	 (I	use	 that	 term	 to	 identify	bars	11-15	and	each	 time	 they	subsequently	

appear,	 a	 moment	 in	 the	 ‘Eroica’	 symphony	 is	 similarly	 identified)	 there	 is	

renewed	growth,	always	directed	towards	the	end	of	the	movement.	Such	small	

realisations	were	 only	made	 through	 the	musicians.	 The	 idea	 of	 the	 orchestra	

being	a	conduit	of	the	interpretive	strategy	is	articulated	by	the	following	entry	

made	towards	the	beginning	of	the	rehearsal	cycle:	
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So	 much	 of	 this	 piece	 is	 knowing	 where	 to	 generate	 the	 energy	 from,	

knowing	where	to	look,	from	where	to	demand	incisive	attack.	I	feel	like	

now	 I	 know	 the	 ‘tool’	which	 I	 have	 at	my	disposal	 for	 this	performance	

that	I	can	start	to	think	about	what	the	interpretive	shape	might	be	–	so	

much	 of	 the	 blockage	 before	 now	was	 based	 on	 not	 knowing	what	 the	

orchestra	would	be	and	how	it	would	function	as	a	collective.	Now	I	know	

the	orchestra	 there	 is	a	clarity	 in	my	mind	that	 is	based	on	the	 intuitive	

grasp	of	the	performance	date	and	what	work	needs	to	be	done,	though	it	

is	 still	 like	 Ticciati	 says:	 it	 is	 a	 process	 but	 somehow	 everyone	 knows	

where	 it	 is	 leading	 to.	 It’s	 planned	 unplannedness:	 the	 piece	 and	 the	

variables	 of	working	 as	 a	 conductor	 are	 too	 big	 to	 have	 an	 interpretive	

plan,	or	at	least	it	is	not	possible	for	me	to	hold	that	plan	in	my	head	all	at	

once.	Having	 said	 this	 there	 is	 certainly	 something	which	occurs	 in	 real	

time	which	makes	me	 feel	 certain	 in	what	 is	 right,	 I	must	 add	 to	 this	 a	

consistency	 for	 the	 musicians	 (which	 in	 itself	 implies	 something	 of	 a	

plan).		

The	 relationship	 between	 preparation	 and	 real-time	 podium	 decisions	 was	

articulated	when	I	asked:		

	

How	[does]	all	the	background	preparation	get	into	the	performance	(or	

not)?	 What	 is	 the	 function	 of	 all	 the	 direct	 and	 peripheral	 knowledge	

about	the	piece?	How	does	that	knowledge	interact	with	a	tacit	rehearsal	

plan?	 That	 foundation	 of	 knowledge	 has	 to	 be	 how	 those	 real-time	

decisions	are	made:	even	though	I	stood	on	the	podium	convinced	I	didn’t	

know	what	was	going	to	come	out,	there	was	still	evidence	of	something	

carefully	 defined	 in	 my	 mind	 as	 to	 what	 it	 was	 I	 was	 looking	 for	 (the	

feeling	 of	 knowing	 when	 it	 is	 right).	 There	 is	 also	 a	 tension	 between	

holding	 off	 on	 committing	 to	 things	 in	 the	 interests	 of	 interpretive	

exploration,	and	the	need	to	make	a	performance	plan	(which	is	different	

to	a	rehearsal	plan)	that	will	ensure	an	acceptable	execution	of	the	piece	

in	performance	–	I	expect	this	is	exacerbated	by	the	research	aims	of	the	
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project.		

As	the	performance	approached,	the	need	to	work	with	the	musicians	in	front	of	

me	 became	 even	more	 pronounced,	 as	 did	 further	ways	 in	which	 preparation	

and	performance	interact:	

I	 feel	 like	 I	 almost	 need	 to	 purge	my	 system	of	much	 of	what	 has	 been	

discussed	and	thought	about	in	relation	to	the	piece.	I	can	only	approach	

each	bar,	phrase	and	movement	as	 it	 comes	 in	 the	 flow	of	performance.	

Everything	 feels	 deeply	 tied	 up	 with	 the	 rehearsal	 process	 and	 this	

orchestra…	When	 I	 focus	on	 the	piece	 in	my	 inner	 ear,	 it	 is	 inextricably	

bound	up	with	the	orchestra	–	I	hear	them	playing	and	how	they	can	play	

it	best.	Indeed,	this	points	us	to	ask	how	much	of	what	the	performance	is	

comes	 from	 the	 instatement	 of	 top	 down	 interpretive	 concepts,	 or,	

collaborative	music	making.	 It	 seems	 too	 easy	 to	 suggest	 that	what	 has	

happened	 is	a	 simple	 collaborative	process,	 as	 there	has	been	 too	much	

‘auditioning’	of	approaches	in	which	I	feel	[like]	I	have	been	searching	in	

the	dark	for	something	which	I	would	recognise	when	it	was	found.		

	

At	this	moment,	I	distinctly	feel	myself	going	into	pre-performance	mode:	

a	combination	of	anxiety	and	excitement,	in	which	everything	feels	like	it	

is	 balancing	 on	 a	 very	 fine	 point.	 I	 feel	 my	 concentration	 being	 drawn	

towards	 doing	 and	 being	 rather	 than	 thinking	 and	 planning,	 it	 is	 not	 a	

straightforward	 transition	 as	 moving	 away	 from	 thinking	 and	 planning	

requires	trust	that	the	body	‘knows’.		

	

What	 I	 describe	 above	 is	 again	 a	 state	 of	 ‘trustful	 forgetting’.	 The	 passage	

describes	 a	 moment	 of	 ‘conversion’,	 a	 leap	 into	 the	 unknown	 fuelled	 by	

Kierkegaardian	 ‘passion’,	 ‘the	decisive	move	 [was]	not	purely	 intellectual	but	a	

matter	of	will	and	 feeling	as	well.’	Flynn	writes	 that	 ‘for	 the	existentialist,	after	
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getting	clear	on	the	options	and	the	likely	outcomes,	one	makes	it	the	right	choice	

by	one’s	follow-through.’60	Such	was	the	first	performance	of	Symphony.	

	

After	the	performance	I	wrote:	

	

The	performance,	more	than	any	other	in	the	study	(and	in	particular	the	

new	pieces)	was	an	example	of	having	to	jettison	possibilities.	More	than	

any	 other	 performance	 the	 path	 ahead	 seemed	 to	 be	 prescribed,	

potentially	 due	 to	 this	 process	 of	 jettisoning,	 but	 this	 did	 not	 seem	 to	

reduce	 any	 sense	 of	 eventness,	 the	 performance	 had	 a	 number	 of	

unpredicted	 moments	 –	 or	 rather	 it	 felt	 all	 unpredicted.	 The	

contradictions	are	unavoidable.		

	

The	orchestra	were	watching	me	closely	throughout	the	performance,	and	

I	felt	relying	on	me.	I	have	spoken	about	conducting	the	'virtual	body'	of	

the	music,	 I	have	also	spoken	about	seeking	to	do	 less	 to	situate	oneself	

close	to	that	virtual	body.	In	some	ways,	when	we	find	that	place,	it	is	like	

we	are	on	the	surface	of	the	music,	on	its	exterior	presentation,	though	in	

the	performance	 I	 felt	 like	any	 tiny	ripple	on	 the	surface	 from	me	had	a	

cataclysmic	 impact	 on	 the	 greatest	 depths	 of	 the	 musical	 fabric.	 The	

surface	of	the	music,	the	body,	is	the	way	in	to	the	inner	part	of	the	music:	

as	a	result,	I	felt	very	necessary,	very	vital	to	the	performance.	

	

The	total	time	spent	rehearsing	Symphony	for	the	first	performance	was	9:52:41.	

The	performance	lasted	for	32:56,	so	each	minute	of	music	received	just	over	18	

minutes	of	rehearsal.		

Exegesis	of	the	second	rehearsal	cycle	and	performance	
	
	
The	 total	 time	 spent	 rehearsing	 Symphony	 for	 the	 second	 performance	 was	

3:14:39.	The	performance	lasted	for	32:37,	so	each	minute	of	music	received	just	

                                                
60	(Flynn	2006,	10)	



Chapter	three:	case	studies	
Beethoven	Symphony	No.5	

Exegesis	of	the	second	rehearsal	cycle	and	performance	
	

	

127	

less	 that	 6	 minutes	 of	 rehearsal	 time.	 The	 only	 interpretive	 plan	 for	 both	

performances	was	 to	 proceed	 knowing	 that	 I	 was	 going	 to	 conduct	 Symphony	

twice.	Reflecting	immediately	after	the	first	performance	I	refined	this	approach:	

	
[F]or	the	second	performance	I	can't	just	stand	up	on	the	podium	and	try	

to	 repeat	 the	 excitement	 of	 the	 first	 performance	 all	 over	 again,	 it	

wouldn't	 work.	 I'm	 not	 going	 to	 deliberately	 prevent	 such	 excitement	

from	happening,	but	there	has	to	be	another	insight.	This	thought	is	being	

led	 from	 the	 performer	 within	 me,	 the	 performer	 who	 wants	 to	 make	

good	performances.	In	hindsight,	all	the	decisions	that	were	made	in	the	

first	 rehearsal	 cycle	were	made	 by	 the	 performer	 in	me	 that	wanted	 to	

make	 good	 performances.	 So	 I'm	 now	 placed	 with	 an	 orchestra	 and	 a	

context	in	which	we	will	again	play	Symphony,	and	my	decisions	–	it's	not	

a	matter	 of	 them	being	 pragmatic	 –	 rather	 they	 are	 based	 on	what	will	

again	 make	 another	 good	 performance.	 Because	 the	 first	 performance	

'fizzed	 and	 popped'	 so	 much,	 I	 can't	 stand	 on	 the	 podium	 and	 do	 that	

again.	 I	 didn't	 have	 a	 clearly	 articulated	 strategy	 for	 these	 two	

performances.		

	

If	I	again	seek	that	visceral	and	raw	energy	in	the	performance,	there	is	a	

danger	 it	will	 come	 across	 laboured	 and	 over-inflated.61	I	 can't	 stand	 in	

front	of	the	second	performance	and	wilfully	seek	again	the	same	sense	of	

cumulative	energy,	 there	has	 to	be	 something	else	which	 I	 look	 for	 as	 a	

means	to	that.	I	could	for	the	second	rehearsal	cycle	stand	on	the	podium,	

dust	 off	 the	 piece	 and	 say	 well	 done	 everyone,	 but	 this	 study	 is	 about	

fighting	against	that.	The	reason	why	I'm	driven	to	not	just	dust	the	piece	

off	and	say	'here	we	go	again',	the	reason	why	I'm	not	willing	to	do	that	is	

deeply	embedded	in	this	study.	
                                                
61	Seeking	more	energy	in	repeat	performances	can	be	addictive.	For	example,	
Dudamel’s	2009	performance	of	the	first	movement	of	Beethoven	5	with	the	
Gothenburg	Symphony	has	from	bar	423	an	extraordinary	feeling	of	grip	and	
weight.	His	2015	performance	with	Orquesta	Sinfónica	Simón	Bolívar	de	
Venezuela	at	the	same	point	goes	for	the	same	effect	but	even	more	so:	the	
outcome	is	laboured	and	muddy.		
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The	above	entry	reveals	a	key	existentialist	concept	submerged	in	the	practice:	

my	caution	of	not	‘dusting	off’	the	piece	is	in	existentialist	terms	my	not	wanting	

to	 perform	 in	 Sartrean	 bad	 faith.	As	 an	 individual	 exploring	 artistic	 research,	 I	

found	 Sartre’s	 concept	 of	 bad	 faith	 –	 refusing	 to	 recognise	 that	 we	 have	 the	

freedom	to	choose	–	 	particularly	useful.	62	To	say	it	another	way,	 in	the	second	

performance	 I	 didn’t	 want	 to	 evade	 my	 responsibility	 of	 choice.	 I	 needed	 to	

approach	 the	 orchestra	 in	 a	 way	 that	 would	 ensure	 that	 they	 would	 again	 go	

beyond	 themselves,	 I	 needed	 to	 prepare	myself	 and	 rehearse	 the	 orchestra	 in	

such	 a	 way	 that	 ensured	 that	 the	 second	 performance	 was	 not	 routine.	 In	

Heideggerian	terms	bad	faith	is	fallenness:	Heidegger	argued	‘that	we	are	for	the	

most	part	immersed	in	the	average	everyday	where	the	inclination	is	to	neglect	

our	 openness	 to	 Being	 and	 to	 simply	 “go	 with	 the	 flow”,	 that	 is,	 to	 live	

inauthentically	 as	 “they”	 do.’63	We	 can	 read	 that	 the	 ‘they’	 as	 being	 the	

unconscious	imitation	of	other	orchestras	or	conductors,	and	that	in	this	context	

‘going	with	the	flow’	is	to	renounce	one’s	will	to	shape	sound.	Here	is	where	the	

domains	of	Kivy’s	personal	authenticity,	Adrian	Bornet’s	‘thrill	of	the	chase’	and	

Iván	 Fischer’s	 management	 of	 the	 Budapest	 Festival	 Orchestra	 overlap,	 it	 is	

about	 the	 vitality	we	 have	when	we	 perform.	 As	 Erlend	 Hovland	 suggests,	 ‘all	

practices,	in	order	to	stay	vital,	need	to	challenge	their	own	making.	In	fact,	could	

we	not	say	that	practices	turn	into	conventions	or	habits	when	they	are	ossified	

by	pure	routine	and	fixedness?’64		

	
Keeping	 in	mind	 that	 the	only	 interpretive	plan	 that	united	both	performances	

was	 to	 simply	 take	 advantage	 of	 being	 able	 to	 perform	 the	 piece	 twice,	 it	was	

only	in	the	moments	before	the	first	rehearsal	for	the	second	performance	that	I	

recall	 in	 the	 practice	 journal	 any	 sense	 of	 how	 avoiding	 routine	may	 result	 in	

interpretive	differences:	

	
Five	minutes	 before	 the	 rehearsal	 began	 it	 felt	 necessary	 to	 formulate	 in	

                                                
62	‘Bad	faith	rests	on	a	vacillation	between	transcendence	and	facticity	which	
refuses	to	recognise	one	for	what	it	really	is	or	to	synthesize	them.’	(Sartre	2012)		
63	(Flynn	2006,	70)		
64	(Hovland	2015)	
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words	something	of	what	it	is	that	we	were	working	towards	in	playing	the	

piece	again:	I	announced	that	we	have	already	from	the	first	performance	a	

basic	 performance	 plan	 that	 we	 may	 need	 to	 remind	 ourselves	 of,	 but	

within	 that	 plan	 (which	 is	 essentially	 just	 nuts	 and	 bolts,	 not	 an	

interpretation)	 we	 must	 work	 towards	 something	 new,	 rather	 than	

recreate	what	we	did	before.		

	

In	this	way,	the	point	on	the	horizon	that	the	second	performance	aimed	towards	

was	enabled	by	the	first	performance:	we	started	work	from	where	we	left	off.	I	

described	the	work	in	the	first	rehearsal	as	follows:	

	

I	 picked	moments	where	 I	 could	 draw	 attention	 to	 rhythmic	 aspects,	 but	

also	 I	 found	myself	 improvising	with	 different	 sections	 towards	 different	

sound	 qualities,	 a	 particularly	 effective	 request	was	 asking	 the	 violins	 to	

play	like	big	cellos.	I	had	in	no	way	planned	to	do	this.	Working	in	this	way	

was	an	intuitive	response	to	the	desire	for	the	orchestra	to	not	stop	seeing	

different	horizons	of	the	piece,	I	was	not	particularly	concerned	with	them	

realizing	accurately	 in	performance	different	qualities	of	 sound	 that	were	

found,	 rather	 I	was	 searching	with	 them	 for	what	we	 had	 not	 previously	

found	 in	the	score	with	the	view	of	keeping	their	 interest	 for	being	at	 the	

edge	alive.	By	using	the	word	‘edge’	as	a	metaphor	I	refer	both	to	the	way	in	

which	 the	 orchestra	 must	 push	 themselves	 technically	 and	 physically	 in	

performance,	but	also	by	the	way	in	which	they	must	listen	and	respond	to	

the	 trajectory	 of	 the	 performance.	 It	 is	 a	 fine	 line	 however,	 as	 increased	

excitement	in	a	performance	cannot	always	equate	to	what	is	on	the	edge	of	

physical	limitations.	

	

After	the	second	rehearsal	I	wrote:	

	

Without	 doubt	 this	 was	 the	 most	 flexible	 the	 orchestra	 had	 been	 with	

Symphony.	There	was	much	more	scope	for	allowing	the	music	to	breathe,	

as	 well	 as	 pushing	 further	 to	 the	 edge	 without	 falling	 off.	 As	 indicated	



Chapter	three:	case	studies	
Beethoven	Symphony	No.5	

Exegesis	of	the	second	rehearsal	cycle	and	performance	
	

	

130	

previously,	 I	was	 freed	 to	pay	 greater	 attention	 to	 longer	 term	 thinking	

and	to	simply	‘receive’	the	orchestral	sound.	

	

The	third	rehearsal	was	the	final	rehearsal	on	the	day	of	the	concert.	The	concert	

was	in	a	very	resonant	cathedral.		

	
The	dress	 rehearsal	was	very	unsettling.	The	orchestra	was	set	unusually	

due	to	the	space,	and	the	acoustic	made	listening	across	the	orchestra	very	

challenging.	I	was	almost	convinced	that	all	I	could	do	in	the	performance	

was	focus	all	my	energy	on	assisting	the	orchestra	to	merely	just	play	in	the	

correct	place	at	the	right	time,	in	my	mind	I	thought	I	would	have	to	strip	

everything	 back	 in	 my	 gesture	 and	 focus	 on	 pure	 functionality.	 Nothing	

could	 have	 prepared	 me:	 the	 reality	 of	 being	 on	 the	 ground	 with	 the	

musicians	 about	 to	 perform	was	 so	 far	 away	 from	 everything	 that	 I	 had	

thought	 about	 in	 preparation	 for	 the	 performance.	 I	 knew	 the	 acoustic	

would	be	challenging	but	there	was	something	unexpectedly	disorientating	

about	it	all	–	I’m	sure	it	was	connected	to	the	performance	being	included	

in	this	study.		

	

The	situation	improved.	I	reflected	that	the	approach	to	the	performance	was	as	

follows:	

	

I	 distinctly	 recall	 that	 I	 would	 start	 calmly	 and	 methodically	 and	 take	 it	

from	 there.	 The	 orchestra	 were	 extremely	 attentive	 and	 about	 halfway	

through	the	first	movement	I	felt	the	‘sound	on	the	stick’65,	as	in	I	felt	how	I	

could	manoeuvre	the	ensemble.	At	that	point	I	became	less	concerned	with	

the	logistics	of	cohesion	and	entered	into	the	real-time	temporal	flow	of	the	

performance.	So	much	of	what	was	happening	in	the	orchestral	sound	was	

based	on	just	my	release	or	initiation	of	sound,	tempi	and	dynamics	were	a	

collaboration	between	myself	and	the	orchestra.	This	was	perhaps	a	result	
                                                
65	The	idea	of	feeling	the	‘sound	on	the	stick’	obviously	needs	considerable	
unpacking.	The	phrase	is	commonly	used	to	describe	aspects	of	conducting	
technique,	and	I	use	it	here	self-consciously	as	a	heuristic	device.		
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of	 the	 orchestra’s	 familiarity	 and	 obvious	 enjoyment	 of	 the	 music	 and	

performance,	 but	 I	 think	 also	 connected	 to	 how	 I	 had	 conducted	 the	

rehearsal	 and	 the	 opening	 of	 the	 performance.	 The	 performance	 had	 an	

enormous	 long	 term	growth,	 the	 trajectory	 towards	 the	 fourth	movement	

was	certainly	not	my	own	conscious	management.	

	

Some	thoughts	for	consideration:	why	within	the	aims	of	the	study	didn’t	I	

decide	 to	 conduct	 the	opening	 entirely	differently?	Why	didn’t	 I	 do	 it	 the	

old	fashioned	way	for	example,	like	Barenboim	at	the	2014	Proms	–	he	has	

the	 orchestra	 start	 after	 a	 shake	 and	 slowly	 lead	 themselves.	 Basically,	 I	

think	I	really	don't	have	the	music	in	me	like	that,	and	it	seems	artificial	to	

ask	of	 the	orchestra	 to	 change	all	 that	we	had	worked	on.	 It	 also	 seemed	

more	 interesting	 to	 understand	 subtle	 rather	 than	 obvious	 differences	 in	

interpretation.	The	 jettisoning	process	can	perhaps	only	happen	once;	the	

interpretation	 is	 defined	 as	much	 by	what	 is	 set	 up	within	 the	 rehearsal	

process	 as	 much	 as	 what	 is	 not	 set	 up.	 	 The	 advantage	 of	 not	 making	

arbitrary	changes	which	would	have	easily	summoned	a	distinctly	different	

Beethoven	5	was	that	the	orchestra	was	settled	into	a	performance	plan	in	

which	 eventness	 could	 do	 its	 work.	 I	 was	 concerned	 about	 the	 second	

performance	having	its	own	renewed	energy,	indeed	my	rehearsal	plan	was	

to	try	and	engineer	the	performance	to	take	its	own	path	and	pleasingly	it	

did.		

Analysis	of	Sonic	Visualiser	tempo	graphs	
	

Consistent	with	 all	 that	 has	been	 said	 above,	 the	 tempo	graphs	 reveal	 that	 the	

first	movement	unfolded	very	similarly	between	the	two	performances.	It	can	be	

seen	that	the	second	performance	was	at	times	slightly	faster,	though	this	did	not	

result	 in	the	movement	being	faster	overall	as	there	were	also	moments	where	

the	movement	was	more	relaxed	–	that	is	to	say	that	the	second	performance	has	

slightly	more	variability	 of	 tempo.	A	 similar	 sense	of	 flexibility	 emerged	 in	 the	

second	 performance	 of	 the	 second	 movement.	 In	 comparison	 to	 the	 first	

performance	 it	 can	 be	 seen	 that	more	 time	was	 taken	 in	 the	woodwind	 oases,	
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though	this	time	was	made	up	throughout	the	variations.	 	In	comparison	to	the	

first	 performance,	 the	 second	 performance	 of	 the	 third	movement	was	 slower	

throughout	–	a	much	steadier	tempo	was	taken	in	the	second	performance	and	I	

remember	 that	 I	 was	 consciously	 trying	 to	 broaden	 the	 whole	 sweep	 of	 the	

movement	both	in	terms	of	tone	and	tempo.	In	contrast,	the	performance	of	the	

fourth	movement	in	the	second	performance	was	significantly	faster.	
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Stravinsky	Concerto	in	Eb	‘Dumbarton	Oaks’	

	

	‘Name	 given	 to	 Stravinsky's	 Conc.	 in	 E 	for	 chamber	 orch.	 (15	 instr.)	

because	 it	 received	 its	 f.p.	 in	 May	 1938	 (cond.	 by	 N.	 Boulanger	 )	 at	

‘Dumbarton	Oaks’,	the	estate	in	Washington	D.C.	of	Mr	&	Mrs	R.	W.	Bliss	

who	 commissioned	 this	 ‘little	 concerto	 in	 the	 style	 of	 the	 Brandenburg	

Concertos.’66	

	
In	 comparison	 to	 Le	 Sacre,	 Octet,	 The	 Rake’s	 Progress	 or	 any	 number	 of	

Stravinsky’s	works,	it	is	perhaps	odd	to	put	‘Dumbarton	Oaks’	under	the	scrutiny	

of	this	study.	Though	the	piece	does	not	feature	prominently	in	the	musicological	

enquiries	that	surround	Stravinsky’s	music,	it	is	often	used	in	conductor	training	

due	to	the	way	that	the	music	requires	the	conductor	to	be	fluent	in	executing	a	

wide	variety	of	compound	time	signatures.	The	tempo	of	each	movement	hardly	

changes	 (a	 feature	 of	 the	 baroque	 influence,	 perhaps),	 and	 there	 are	 very	 few	

polyrhythms,	so	the	connection	the	conductor	feels	between	their	beat	and	what	

is	heard	 is	clear.	Within	this	clarity	there	 is	no	room	to	depart	 from	the	 lowest	

common	metric	unit	of	a	semiquaver.67	I	have	conducted	the	piece	several	times	

                                                
66	(Kennedy	2015)	
67	Adorno	has	commented	about	the	quality	I	identify	here:	he	writes	that	
‘rhythmic	structure’	in	Stravinsky	is	‘blatantly	prominent,	but	this	is	achieved	at	
the	expense	of	all	other	aspects	of	rhythmic	organization.	Not	only	is	any	
subjectively	expressive	flexibility	of	the	beat	absent	–	which	is	always	rigidly	
carried	out	in	Stravinsky	from	Sacre	on	–	but	furthermore	all	rhythmic	relations	
associated	with	the	construction,	and	the	internal	compositional	organization,	
the	“rhythm	of	the	whole”	are	absent	as	well.	Rhythm	is	underscored,	but	split	off	
from	musical	content.	This	results	not	in	more,	but	rather	in	less	rhythm	than	in	
compositions	in	which	there	is	no	fetish	made	of	rhythm;	in	other	words,	there	
are	only	fluctuations	of	something	always	constant	and	totally	static	–	a	stepping	
aside	–	in	which	the	irregularity	of	recurrence	replaces	the	new.		Such	rhythmic	
patterns	alternate	in	the	smallest	possible	units	of	beat	for	the	sole	purpose	of	
impressing	upon	the	ballerina	and	the	listeners	the	immutable	rigidity	of	
convulsive	blows	and	shocks	for	which	they	are	not	prepared	through	any	
anticipation	of	anxiety.	The	concept	of	shock	is	one	aspect	of	the	unifying	
principle	of	the	epoch.’(Adorno	1973,	154)	If	we	put	Adorno’s	well	known	
distaste	for	Stravinsky’s	music	aside,	he	does	here	identify	Stravinsky’s	rhythmic	
fingerprint	which	does	not	tolerate	traditional	tempo	fluctuation.	Tempo	
fluctuation	is	only	one	level	on	which	interpretation	can	work	–	the	problem	is	
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before	and	have	always	been	fascinated	by	the	‘neoclassicism’	of	it,	as	well	as	the	

style	of	the	piece	being	based	on	the	Brandenburg	Concertos.	I	have	always	asked	

myself	how	this	might	change	the	way	the	piece	can	be	approached.			

	

Stravinsky’s	own	writing,	lectures	and	recordings	layer	over	his	scores	in	a	way	

that	 exemplifies	 how	a	 score	 can	be	 conceptualised	 as	 a	 dynamic	 artefact.	Our	

continual	 reappraisal	 of	 the	 vast	 array	 of	 primary	 sources	 that	 Stravinsky	 left	

behind	will	always	be	a	steady	 influence	on	 the	way	we	 interpret	his	scores	 in	

the	 future.	68		 We	 now	 widely	 accept	 that	 his	 numerous	 comments	 about	

interpretation	 such	 as	 ‘my	music	 should	 be	 transmitted	 and	 not	 interpreted’69	

were	 polemical	 remarks	 aimed	 at	 performers	 approaching	 his	 music	 with	

nineteenth	 century	 interpretive	 practices.	70	Indeed,	 many	 of	 the	 positions	

Stravinsky	held	about	how	his	music	should	be	performed	changed	throughout	

his	 life.	 If	 it	were	possible	 to	know	of	all	 the	Stravinskian	primary	sources	and	

filter	 through	 the	contradictions,	 it	 seems	 that	one	could	 in	 theory	perform	his	

music	 the	 way	 he	 intended.71	Stravinsky’s	 projection	 of	 a	 singularist	 aesthetic	

presents	 what	 I	 feel	 to	 be	 an	 ethical	 pressure	 that	 challenges	 the	 ethos	 of	

multiple	interpretability.	

                                                                                                                                       
that	as	a	conductor,	it	is	a	primary	parameter	in	which	gesture	can	have	an	
incisive	contact	with	sound.	In	the	case	of	‘Dumbarton	Oaks’	it	was	necessary	to	
theorise	alternatives.	
68	Gritten	observed	over	a	decade	ago	that		‘the	days	when	the	composer’s	
autobiography	and	Poetics	of	Music	were	the	unquestionable	primary	sources	
[are]	long	gone.’	(Gritten	2002,	66)	
69	(Stravinsky	1936,	75)	
70	Taruskin	has	commented:	‘the	premise,	central	to	performance-practice	
orthodoxy,	that	composers	inherently	suspect	and	wish	to	control	their	natural	
enemies	presupposes	as	a	historical	constant	the	hard	and	fast	distinction	
between	the	creative	and	re-creative	roles	that	has	only	existed	since	the	
nineteenth	century.	The	mistrust	that	is	at	the	heart	of	performance	practice	as	a	
discipline	can	scarcely	be	documented	for	any	creative	figure	earlier	than	the	
“neoclassical”	Stravinsky.	Counterexamples,	both	earlier	and	later	are	
notoriously	thick	on	the	ground.’	Italics	are	my	own.	(Taruskin	1995,	11)	
71	Simon	Rattle	has	said	about	the	conducting	profession	as	a	whole	that	‘you	
have	to	do	your	best	and	accept	that	that	is	the	best	that	you	can	do.’	(King-
Dabbs	2015).	I	take	Rattle	to	be	implying	here	that	there	will	always	be	an	
imagined	utopia	when	it	comes	to	the	practice	of	a	conductor.		
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Compositional	genesis	of	‘Dumbarton	Oaks’	
	
The	 neoclassical,	 or	 rather	 neobaroque	 elements	 of	 ‘Dumbarton	 Oaks’	 are	

reflected	most	 strongly	 in	 the	 concerto	 grosso	 structure	 of	 the	work.	 There	 is	

also	a	very	close	resemblance	of	the	first	bar	of	the	viola	part	to	the	opening	bar	

of	Bach’s	third	Brandenburg	Concerto.	Stravinsky	wrote:	

	

The	Concerto	was	begun	almost	 immediately	upon	my	return	 to	Europe	

after	 Jeu	de	cartes;	 in	the	spring	of	1937,	 I	had	moved	from	Paris	 for	the	

summer	to	Annemasse	in	the	Haute	Savoie	[in	Switzerland],	to	be	near	my	

daughter	 Mika	 who,	 mortally	 ill	 with	 tuberculosis,	 was	 confined	 to	 a	

sanatorium	 there.	 Annemasse	 is	 near	 Geneva,	 and	 [conductor]	 Ernest	

Ansermet	was	therefore	a	neighbour	and	also	a	close	and	helpful	friend	at	

this,	 perhaps	 the	 most	 difficult	 time	 of	 my	 life.	 I	 played	 Bach	 very	

regularly	 during	 the	 composition	 of	 the	 Concerto,	 and	 was	 greatly	

attracted	to	the	Brandenburg	Concerti.	Whether	or	not	the	first	theme	of	

my	 movement	 is	 a	 conscious	 borrowing	 from	 the	 third	 of	 the	

Brandenburg	set,	however,	I	do	not	know.72	

	

Ingolf	Dahl,	one	of	Stravinsky’s	contemporaries	whom	Stravinsky	himself	trusted	

to	write	programme	notes,	places	the	influences	on	‘Dumbarton	Oaks’	in	a	wider	

contemporary	aesthetic	that	extends	to	jazz.	The	following	is	from	the	liner	notes	

to	 the	 first	 recording	 of	 the	 piece,	 which	 with	 its	 programme	 note	 that	 was	

approved	by	Stravinsky	makes	it	a	primary	source	of	particular	distinction:		

	

The	affinity	of	contemporary	music	to	the	aesthetics	and	techniques	of	the	

baroque	 period	 in	 music	 has	 often	 been	 noted.	 The	 baroque	 orchestra	

(concerto	grosso)	 in	particular,	with	 its	 flexibility	of	 instrumentation,	 its	

chamber	music	texture,	its	clean	divisions	into	passages	for	tutti	and	solo,	

its	 objectivity	 of	 expression	 and	 unified	 dynamic	 levels	 are	 reflected	 by	

our	 jazz	bands	and	our	radio	concert	works.	 ‘Dumbarton	Oaks’,	differing	

                                                
72	Doolin,	2010	
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in	 several	ways	 from	 the	 18th	 century	 prototype,	 could	 best	 be	 called	 a	

portrait	of	the	concerto	grosso,	painted	by	a	modern	artist.	73	

	

If	 much	 of	 the	 conductor’s	 responsibility	 in	 interpretation	 is	 in	 assessing	 the	

defining	characteristics	of	a	piece,	then	understanding	the	neoclassical-ness	(or	

shall	we	say	neobaroque-ness)	of	 ‘Dumbarton	Oaks’	so	that	a	performance	does	

not	 defy	 those	 characteristics	 presents	 as	 a	 priority.	 Neoclassicism	 was	 a	

movement	 that	 owed	 much	 to	 Stravinsky’s	 middle	 period,74	even	 though	

Stravinsky	 implied	 that	 he	 was	 not	 ever	 part	 of	 any	 such	 movement.75	As	 a	

conductor,	 I	 find	 thinking	 ‘neoclassically’	about	 ‘Dumbarton	Oaks’	 in	general	 to	

be	a	cul-de-sac,	apart	from	one	aspect	of	the	piece.	The	linear	construction	of	the	

music	does	create,	to	me,	a	very	baroque	articulation	of	time.	Stravinsky	said	that	

‘all	 music,	 whether	 it	 submits	 to	 the	 normal	 flow	 of	 time,	 or	 whether	 it	

disassociates	 itself	 therefrom,	 establishes	 a	 particular	 relationship,	 a	 sort	 of	

counterpoint	 between	 the	 passing	 of	 time,	 the	 music’s	 own	 duration,	 and	 the	

material	and	technical	means	through	which	the	music	is	made	manifest.‘76	The	

way	‘Dumbarton	Oaks’	articulates	time	is,	to	me,	the	most	distinctive	neoclassical	

element	of	it.	

		

Dowdakin	has	written	that	the	chronological	following	of	‘Dumbarton	Oaks’	from	

the	Jeu	de	cartes	is	potentially	more	striking	in	its	influence	than	anything	to	do	

with	Bach:	‘the	ballet,	in	particular,	was	the	parent	of	the	delicate	Air	de	danse	of	

the	Concerto’s	 second	movement.’ He	also	writes	 that	 ‘Dumbarton	Oaks’	 shows	

signs	 of	 influence	 on	 the	 Symphony	 in	 C	 that	 followed:	 ‘The	 symphony…	 is	

anticipated,	 thematically	 as	 well	 as	 structurally,	 in	 the	 concerto’s	 more	 richly	
                                                
73	Notes	to	the	original	sound	recording	by	Dahl.	
74	A	composer’s	output	will	always	have	ambiguities	around	any	imposed	
boundaries.	Louis	Andriessen	and	Elmer	Schönberger	were	the	first	to	suggest	
that	‘there	is	no	essential	difference	between	early	and	late	Stravinsky;	that	the	
familiar	divison	of	his	works	into	“Russian”,	“neoclassical”,	and	“serial”	periods	
more	often	obscures	rather	than	clarifies	the	music.’	(Andriessen	and	
Schönberger	2006,	viii).	See	also	‘When	did	Stravinsky	become	a	neoclassical	
composer?’	(Benjamin	2015).	
75	(Stravinsky	and	Craft	1969,	25)	
76	(Stravinsky	and	Craft	1959,	30)	
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textured	outer	movements.’77	As	for	the	opening	material	of	the	first	movement,	

Dowdakin	identifies	the	three	note	motif,	b-flat,	d,	e-flat	as	being	found	in	every	

section	 of	 the	movement.	 The	way	 that	 the	motif	 is	 used	 can	 be	 described	 as	

‘additive	 construction’,	 a	 term	 that	 Dahl	 coined	 in	 his	 description	 of	 the	

Symphony	in	C.	Dahl	defined	additive	construction	as	a	 ‘formal	principle	which	

conceives	of	music	as	the	succession	of	clearly	outlined	blocks,	or	planes,	which	

are	unified	and	related	through	the	continuity	of	a	steadily	and	logically	evolving	

organic	 force.’	78	The	 three-note	 motif	 is	 also	 present	 in	 the	 second	 and	 third	

movements.	Such	analysis	does	little	to	aid	performative	interpretation:	as	we’ve	

already	 discussed,	 it	 is	 problematic	 to	 reveal	 a	 motif	 that	 the	 composer	 has	

concealed	within	the	musical	fabric.79		

Stravinsky’s	performances	
	
The	pivotal	difference	between	seeking	multiple	 interpretations	of	 ‘Dumbarton	

Oaks’	in	comparison	to	other	pieces	in	this	study	was	that	for	‘Dumbarton	Oaks’	

there	 existed	 a	 number	 of	 recorded	 performances	 which	 Stravinsky	 himself	

conducted.	Much	like	his	polemical	comments,	Stravinsky’s	own	recordings	have	

to	be	evaluated	with	some	understanding	of	the	performance	practices	prevalent	

at	the	time	at	which	the	recordings	were	made.	Even	though	Stravinsky	lived	in	

the	 modern	 era,	 peeling	 back	 and	 analysing	 the	 layers	 of	 history	 is	 no	 less	

necessary.	Indeed,	we	continue	to	cite	Stravinsky’s	music	as	being	an	apex	of	the	

post-romantic	era	and	somehow	still	of	our	time,	 though	we	are	now	in	an	age	
                                                
77	(Dowdakin	1953,	4)	
78	This	comment	appears	in	a	programme	note	by	Dahl	for	the	Boston	Symphony	
Orchestra	for	their	1961-1962	season.	(Dahl	1961-62)	
79	Jonathan	Cross	explains	further,	and	in	a	way	that	the	scope	of	this	study	
cannot	fully	take	into	account.	Cross	is	referencing	Adorno’s	1966	Negative	
Dialectics,	as	well	as	articles	by	Alan	Street	and	Joseph	Kerman,	when	he	writes:	
‘coming	to	an	understanding	of	these	issues	is	a	necessary	aspect	of	the	
contemporary	(re)interpretation	of	Stravinsky’s	music	–	especially	in	the	
neoclassical	works	where	“connected”	surfaces	disguise	a	deeper	fragmentation,	
a	deeper	discontinuity.	Yet	these	works,	too,	despite	their	titular	and	formal	
allusions	to	the	connected	and	developmental	genres	of	the	eighteenth	and	
nineteenth	centuries,	eschew	traditional	unities	and	instead	hold	together	in	
“new	and	telling	ways”.	So	we	return	to	the	modernity	event	of	Stravinsky’s	
“antimodernism”	(Taruskin),	and	to	the	on-going	need	for	appropriate	kinds	of	
“modernist	analysis”	(Whittall).’	(Cross	1998,	9)			
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which	is	after	modernity;	the	2013	centenary	performance	of	Le	Sacre	at	the	BBC	

Proms	done	on	historical	instruments	was	an	act	which	put	Stravinsky’s	music	at	

a	 distance	 to	 us,	 as	 if	 it	 were	 in	 parenthesis,	 so	 we	 may	 observe	 it	 as	 being	

separate	to	our	own	time.	Writing	in	1999	Robert	Fink	observed	this	issue	when	

he	asked	if	we	were	‘ready	to	treat	the	Rite,	still	the	great	masterpiece	of	modern	

music,	as	if	it	were	early	music?’	The	2013	Proms	performance	perhaps	aimed	to	

right	the	‘blindspot’	that	Fink	identifies	in	the	1987	‘authentic’	staging	by	Hodson	

and	Archer.	Fink	asserts	that	because	the	production	did	not	ask	any	questions	

about	 possible	 tempi	 in	 the	 original	 performance	 that	 the	 musical	

accompaniment	 to	 the	 stage	 took	 ‘a	 path	 of	 least	 resistance	 through	 late	

twentieth-century	 orchestral	 routine.’	 He	 writes	 ‘the	 music	 busily	 and	

athletically	 cancelled	 out	 any	 significance	 that	 the	 enactment	 of	 ritual	 human	

sacrifice	on	stage	might	still	have	had.’80		

	
Stravinsky,	like	Bach,	Beethoven	and	Wagner	was	deeply	concerned	about	tempi.	

He	declared	‘a	piece	of	mine	can	survive	almost	anything	bar	wrong	or	uncertain	

tempo.’81	In	September	1965	the	Suddeutsche	Zeitung	published	‘Three	Types	of	

Spring	 Fever:	 a	 comparison	 of	 three	 recent	 recordings	 of	 Le	 Sacre	 du	

Printemps.’82	Stravinsky	 comments	 on	 three	 recordings	 of	 Le	 Sacre,	 critiquing	

each	 of	 the	 14	 sections	 as	 conducted	 by	 Karajan,	 Boulez	 and	Kapot.	 Of	 the	 42	

possible	 fields	 for	 comment,	 30	 of	 them	 discuss	 tempo.	 Some	 comments	 are	

more	objective	 –	 ‘this	 is	 too	 slow!’	 or	 ‘the	 tempo	 is	 perfect’	 or	 'this	 is	 the	best	

tempo	 of	 the	 three	 performances’;	 though	 other	 comments	 couple	 tempo	with	

execution	(particularly	in	regards	to	the	quality	of	articulation),	seemingly	giving	

value	to	the	variety	of	characters	that	can	be	drawn	from	within	one	tempo:	‘the	

fast	 tempo	 is	 good	 except	when	 it	 sounds	rushed’,	 or	 ‘whether	metronomically	

correct	 or	 not,	 this	 tempo	di	hootchy-kootchy	is	 too	 slow,	 and	 at	 (bar	 138)	 the	

music	is	duller	than	Disney’s	dying	dinosaurs’,	or	 ‘the	tempo	is	fast	but	good	at	

the	 beginning.	 Then	 at	 (bar	 157	 and	 159)	 it	 seems	 unsuitably	 fast,	 and	 the	

tension	is	dissipated	by	it	as	much	as	it	is	by	Karajan’s	slow	tempo.’		
                                                
80	(Fink	1999,	305,	301,	303)	
81	Stravinsky	and	Craft	(1959,	135)	
82	As	reprinted	in	Stravinsky	and	Craft	(1969,	123-130)	
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Other	 comments	 from	 the	 review	 throw	 into	 question	 the	 authority	 of	 the	

original	 manuscript	 of	 Le	 Sacre:	 ‘I	 do	 not	 like	 this	 passage	 played	 legato,	

incidentally,	even	though	it	is	printed	that	way.’	Stravinsky	makes	his	preference	

unmistakable	 when	 he	 says,	 ‘whereas	 the	music	 sounds	 French	 in	 the	 French	

recording,	 and	 German	 in	 the	 German,	 the	 Russians	 make	 it	 sound	 Russian,	

which	 is	 just	 right.’	 He	 adds	 in	 parenthesis	 ‘I	 have	 no	 space	 to	 explain	what	 I	

mean	 by	 these	 nationalisations	 in	 musical	 terms.’	 His	 explanation	 of	 what	

contributes	 to	 that	Russian-ness	goes	beyond	 the	purely	musical:	 ‘If	The	Rite	is	

new	 to	 the	 Russian	 orchestra,	 it	 must	 have	 sounded	 like	 the	 battle	 cry	 of	 the	

Sans-culottes	 to	 the	 conservative	 Socialist	 audience.	 This,	 at	 any	 rate,	 helps	 to	

charge	the	atmosphere,	more	at	least	than	the	smog-charged	atmospheres	of	our	

own	big	cities,	where	The	Rite	has	become	a	conductor’s	showpiece	and	where,	

with	 luck,	 it	 receives	 one	 rehearsal.’	 Of	 Karajan’s	 performance	 overall	 he	 says,	

‘there	 are	 simply	 no	 regions	 for	 soul-searching	 in	 The	 Rite	 of	 Spring.’	 He	

concludes:	‘none	of	the	three	performances	are	good	enough	to	be	preserved.’	As	

of	February	2015,	all	three	performances	are	available	to	buy	on	Amazon.		

	

In	 ‘Stravinsky,	 Tempo,	 and	 Le	 Sacre’	 Erica	 Buxbaum	 offers	 an	 analysis	 of	

Stravinsky’s	own	recordings	against	his	criticism	of	others	 (including	 the	 three	

discussed	 above).	 The	 conclusion	 is	 that	 Stravinsky’s	 preferred	 tempi	

‘encompassed	a	range	more	flexible	than	the	markings	in	the	score	would	imply,	

but	less	so	than	his	own	performance	tempi	might	suggest.’83	This	is	to	say	that	

Stravinsky	 departs	 from	 the	 printed	 score	 less	 than	 others,	 or	 that	 he	 is	 less	

tolerant	of	his	own	departures	 than	he	 is	of	others.	Buxbaum’s	conclusions	are	

based	 on	 recordings	 made	 by	 contemporaries	 of	 Stravinsky	 rather	 than	

recordings	 made	 by	 subsequent	 generations.	 With	 Beethoven	 we	 want	 to	

understand	what	each	generation	did	with	his	music	after	his	death;	in	the	case	

of	 Stravinsky	 we	 have	 the	 possibility	 of	 comparing	 interpretations	 within	

Stravinsky’s	 own	 lifetime:	 the	 ontological	 mutations	 of	 the	 piece	 are	

                                                
83	(Buxbaum	2011,	70)	
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accelerated.84	The	following	table	compares	the	printed	metronome	marks	with	

my	 own	 measurements	 of	 two	 of	 Stravinsky’s	 own	 recordings	 of	 ‘Dumbarton	

Oaks’,	as	well	as	three	others.	

	

		

Metzmacher,	
Dutch	Radio	
Chamber	
Orchestra	1993	

Stravinsky,	
Dumbarton	Oaks	
Festival	Orchestra	
1947	

Stravinsky,	
Columbia	1964	

Barshai,	Moscow	
Chamber	
Orchestra	1974	

Robert	Craft,	St	Lukes	
2009	

Movement	1	Tempo	giusto	e=	152	 e=	176 e=	186 e=	190 e=	152 e=	190 

Movement	1	rehearsal	13	(fugue)	 e=	168 e=	182 e=	180 e=	144 e=	180 

Movement	1	rehearsal	28	L’istesso	
tempo	 e=	156 e=	170 e=	154 e=	128 e=	168 

Movement	2	Allegretto	e=	108	 e=	108 e=	120 e=	108 e=	90 e=	120 

Movement	2	rehearsal	39	 e=	116 e=	126 e=	116 e=	96 e=	116 

Movement	3	Con	moto	q	=	160		 q	=	182 q	=	200 q	=	184 q	=	158 q	=	194 

Movement	3	Poco	meno	q	=	100	 q	=	108 q	=	124 q	=	120 q	=	110 q	=	126 

	
Figure	8:	Tempi	of	five	recordings	of	Stravinsky's	‘Dumbarton	Oaks’	

Why	 did	 Stravinsky	 have	 one	 tempo	 marking	 in	 the	 score,	 and	 record	 at	 a	

completely	different	tempo?	Stravinsky	answered	the	exact	question	to	Craft	 in	

the	1960s:	

	

If	 the	 speeds	of	 everything	 in	 the	world	and	 in	ourselves	have	 changed,	

our	tempo	feelings	cannot	remain	unaffected.	The	metronome	marks	one	

wrote	 forty	 years	 ago	 were	 contemporary	 forty	 years	 ago.	 Time	 is	 not	
                                                
84	Taruskin	has	commented:	‘anyone	who	has	worked	with	Stravinsky’s	many	
recordings	will	know	that	the	advent	of	recordings	has	only	exacerbated	the	
difficulty	of	determining	the	ontological	status	of	musical	works.’	(Taruskin	
1995,	11).	
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alone	in	affecting	tempo	–	circumstances	do	too,	and	every	performance	is	

a	different	equation	of	them.	I	would	be	surprised	if	any	of	my	own	recent	

recordings	follow	the	metronome	markings.85			

	

Notwithstanding	 Stravinsky’s	 concession	 here	 about	 the	 subjective	 nature	 of	

performance,	 I	 think	 there	 are	 other	 reasons	 worth	 considering	 as	 to	 why	

Stravinsky’s	tempo	markings	do	not	match	his	performances	–	to	explain	we	can	

again	turn	again	to	Le	Sacre.	In	his	recording	of	Le	Sacre,	Benjamin	Zander	heeds	

the	 research	 of	 musicologist	 William	 Malloch	 who	 investigated	 a	 piano	 roll.	

Zander	 claims	 his	 recording	 of	 the	Danse	Sacrale	 is	 the	 only	 recording	 which	

reaches	 the	 true	 speed	 that	 Stravinsky	 intended.	 In	 Zander’s	 words,	 Malloch	

‘argues	 that	 the	 reason	Stravinsky	 reduced	 the	 tempo	 for	 this	 section	was	 that	

the	music	was	 so	difficult	 for	 the	players	 of	 the	day	 and	 indeed	 for	 Stravinsky	

himself	to	conduct,	that	the	composer	simply	wrote	in	the	score	and	used	in	his	

own	 performances	 a	 tempo	 that	 he	 and	 his	 musicians	 could	 manage.	 All	

conductors	since	then	have	followed	suit.’86	It	appears	that	this	instance	may	not	

have	been	an	isolated	occurrence.	Fink	writes	that	 ‘early	conductors	like	Pierre	

Monteux	 routinely	 disregarded	 Stravinsky’s	 tempo	 indications	 and	metronome	

marks,	 going	 so	 far	 as	 to	 cross	 them	out	 and	write	 new	ones	directly	 onto	his	

autograph.’87	

	

Evidence	of	such	practices	is	strong	enough	to	encourage	us	to	ask	whether	the	

metronome	 marks	 on	 the	 score	 for	 ‘Dumbarton	 Oaks’	 were	 practical	

considerations	 to	 make	 the	 music	 work	 with	 Boulanger	 conducting	 at	 the	

premiere.	 If	 we	 speculated	 that	 the	 metronome	 marks	 used	 in	 the	 first	 live	

performance	 were	 what	 ended	 up	 being	 published	 as	 definitive,	 we	 might	

account	 for	why	when	given	the	opportunity	to	record	 in	controlled	conditions	

                                                
85	(Stravinsky	and	Craft	1963,	133).	Stravinsky’s	talk	of	the	speed	of	the	world	
here	echoes	Georg	Simmel’s	‘tempo	of	everything.’	(Simmel	and	Frisby	1990,	
485-503)	
86	(Zander	1992)	
87	(Fink	1999,	304)	
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Stravinsky	performed	‘Dumbarton	Oaks’	faster.88	A	composer	concerned	with	the	

future	 reception	 of	 their	 music	 might	 have	 been	 more	 anxious	 to	 correct	 the	

published	metronome	mark,	 though	 Stravinsky,	when	 asked	 if	 he	 thinks	 about	

the	future	of	his	works,	replied	‘No	I	have	already	seen	some	of	their	“posterity”	

–	as	soon	as	a	work	is	performed	that	is	what	it	becomes,	after	all	–	and	the	more	

I	see	of	that	the	less	I	care	about	it.’	I	wish	it	were	possible	to	ask	Stravinsky	what	

he	 thought	 about	 the	 ethos	 of	 multiple	 interpretability:	 perhaps	 he	 might	 be	

surprised	at	the	interpretive	afterlife	his	music	has	had	since	his	death.	Later	in	

his	life	Stravinsky	opened	up	to	the	idea	that	his	recordings	may	not	be	as	helpful	

to	performers	as	he	initially	thought.	He	reflected	that	he	had	changed	his	mind	

‘about	 the	advantages	of	embalming	a	performance	 in	 tape.	The	disadvantages,	

which	are	 that	one	performance	 represents	only	one	 set	of	 circumstances,	 and	

that	 mistakes	 and	 misunderstandings	 are	 cemented	 into	 traditions	 as	 quickly	

and	canonically	as	truths,	now	seem	to	me	a	greater	price	to	pay.’89	

	

Returning	to	what	I	have	identified	as	a	baroque	‘articulation	of	time’,	a	question	

remains	 as	 to	 the	 unit	 of	 pulsation	 that	 Stravinsky	 writes	 for	 the	 tempo	

markings.		In	all	cases,	he	opts	for	quavers	as	opposed	to	crotchets,	or	crotchets	

as	opposed	to	minims.	Taking	the	first	movement	alone	as	a	point	of	discussion,	

Stravinsky	writes	that	the	quaver	=	152,	 though	the	time	signature	 is	4/4.	This	

issue	is	discussed	extensively	in	the	literature	of	Stravinsky’s	music	as	well	as	in	

various	 sources	 by	 Stravinsky	 himself.	90	Underrepresented	 in	 the	 literature	 is	

how	Stravinsky’s	own	manual-conducting	technique	informed	his	notation.	By	all	

accounts	 from	 the	 videos	 of	 his	 conducting	 Stravinsky	 had	 an	 idiosyncratic	

technique.	André	Schaeffner	once	said	‘it	remains	an	accepted	fact,	that	Igor	is	a	

                                                
88	Roxburgh	observes	how	tempi	selection	for	the	recording	studio	is	often	
different	to	live	performance.	He	writes:	‘metronome	marks	are	only	a	guide	to	a	
composer’s	intentions	and	not	an	absolute.	Some	composers	will	ask	for	an	
explicit	metronome	mark	in	a	live	performance	only	to	find	that	a	recording	
studio	will	suggest	a	modification.	It	is	only	a	conductor’s	sensitivity	to	the	
character	and	spirit	of	a	work	which	will	make	a	convincing	performance.’	
(Roxburgh	2014,	121)	
89	(Stravinsky	and	Craft	1969,	82)	
90	For	example	see	van	den	Toorn	(1988).	
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bad	 conductor;	 but	 perhaps	 there	 is	 a	 kind	 of	 bad	 conducting	which	 is	 better	

than	the	good.’91		

	

In	 the	 training	 I	 have	 received	 as	 a	 conductor	 I	 have	 been	 encouraged,	where	

possible,	 to	 conduct	 alla	 breve,	 that	 is	 to	 conduct	 the	 largest	 metric	 unit	 and	

avoid	 subdivisions.	 When	 I	 conducted	 ‘Dumbarton	 Oaks’	 with	 the	 Scottish	

Chamber	 Orchestra	 in	 2010	 I	 conducted	 the	 first	 movement	 in	 quavers,	 as	

Stravinsky	 asks.	 It	 worked	 particularly	 well	 I	 thought	 (an	 assessment	 I	 made	

based	on	the	criteria	of	aiming	for	a	rigid	execution),	though	feedback	from	the	

players	was	that	there	were	too	many	beats	and	it	was	disorientating.		I	suggest	

that	the	reason	that	Stravinsky	often	opted	for	more	subdivisions	in	his	beating	

was	 because	 he	 desired	 a	 level	 of	 precision	 that	 he	 could	 not	 achieve	with	his	

technique	in	any	other	way	with	musicians	who	were	often	performing	his	music	

for	the	first	time.92	Logically	it	seems	to	me	that	a	conductor’s	manual	gesture	is	

highly	personal:	some	conductors	may	achieve	the	same	musical	result	by	doing	

radically	 different	 things,	 or	 appear	 to	 be	 doing	 the	 same	 thing	 and	 achieve	 a	

radically	different	result.		

Seeking	multiple	interpretations	of	‘Dumbarton	Oaks’	
	

In	the	week	beginning	15	June	2015	I	settled	on	the	interpretive	plan	for	the	two	

performances:	

	

Do	one	performance	 in	 the	 ‘Stravinsky	style’	and	 the	other	 in	a	baroque	

pseudo	early	music	style.	Shorter	rehearsal	will	dictate	something	of	the	

                                                
91	(Walsh	1999,	463)	
92	We	know	that	his	music,	much	like	Beethoven’s,	posed	new	technical	
challenges	to	the	players	of	his	day.	Arthur	Weisberg	observes	‘Stravinsky	was	
one	of	the	first	composers	to	make	irregular	meters	an	integral	part	of	his	music.’		
(Weisberg	1993,	4)	However,	I	depart	from	Weisberg’s	suggestion	that	
Stravinsky’s	‘music	continues	to	create	severe	problems	for	most	musicians	
because	they	have	had	practically	no	training	in	dealing	with	the	irregular	
meters.’	Anyone	who	heard	the	2013	performance	of	Le	Sacre	by	the	Edinburgh	
Youth	Orchestra	would	know	that	rhythmic	complexity	is	not	an	insurmountable	
issue	for	young	performers	to	deal	with;	perhaps	this	has	changed	in	the	twenty	
years	since	Weisberg’s	assertion.			



Chapter	three:	case	studies	
Stravinsky	Concerto	in	Eb	‘Dumbarton	Oaks’	

Seeking	multiple	interpretations	of	‘Dumbarton	Oaks’	
	

	

144	

approach;	 change	 has	 to	 come	 from	 within	 players	 as	 much	 as	 me	

(perhaps	 this	 is	 always	 the	 case,	 but	 it	 seems	 more	 pronounced	 with	

Stravinsky	–	I	had	the	sense	with	Beethoven	I	could	do	it	from	the	podium	

alone;	Mawhinney	was	different	altogether).	The	multiple	interpretability	

of	Stravinsky	requires	a	concise	explanation	of	a	deep	but	simple	concept	

–	 has	 to	 appeal	 to	 innate	 sensitivity	 of	 players,	 can't	 change	 it	 from	

gesture	 alone.	 So	much	 of	 the	 20th	 century	 performance	 aesthetic	 came	

from	Stravinsky,	so	in	a	way	I’m	investigating	that	as	well.		

	

Planning	to	approach	‘Dumbarton	Oaks’	in	two	different	readings	–	giving	‘voice’	

to	the	different	musical	qualities	latent	in	the	score	–	is	loosely	based	on	Mikhail	

Bakhtin’s	 concept	 of	 double-voicing; 93 		 Nicholas	 McKay	 observes	 that	

Stravinsky’s	neoclassicism	can	be	heard	as	a	Bakhtinian	double-voicing	and	that	

it	 is	 ‘a	hallmark	of	 the	 composer’s	musical	 style.’94	Performance	of	 Stravinsky’s	

music	 is	 often	 understood	 in	 such	 dualisms:	 Taruskin	 in	 his	 application	 of	

Hulme’s	categories	identifies	vitalist	and	geometric	performances;95similarly	Hill	

identifies	 ‘romantic’	 and	 ‘mechanical’	 performances. 96 	Rosen	 placed	 such	

dualisms	in	the	widest	angle	when	he	wrote:	‘in	interpreting	a	work	of	twentieth-

century	music,	we	can	emphasize	its	radical	nature,	or	we	can	try	to	indicate	its	

nineteenth-century	origins.’97	

	

The	 commonly	 upheld	 ‘Stravinsky	 style’	 is	 to	 ‘execute’	 his	 music	 with	 ‘purity,	

sobriety,	 objectivity,	 grace	 [and]	 impersonal	 precision.’98	Taruskin	 identifies	

these	 qualities	 as	 being	 distinctly	 French,	 and	 opposed	 to	 the	 ‘psychological’	

values	 placed	on	music	 by	Germans	 in	 the	 beginning	 of	 the	 twentieth	 century.	

Allowing	the	influence	of	HIP	scholarship	to	enter	into	the	sound	of	Stravinsky	is	

                                                
93	Bakhtin	first	outlined	this	concept	in	Problems	of	Dostoevsky’s	Art	(Bakhtin	
1929).		Bakhtin	also	had	a	theory	of	the	event,	as	discussed	in	Gritten	(2006)		
94	(McKay	2013,	7)	 	
95	‘[W]hat	Hulme	calls	vital	Stravinsky	condemns	as	interpretation;	what	Hulme	
calls	geometrical	Stravinsky	upholds	as	execution.’	(Taruskin	1995,	130)	
96	(Hill	2000,	120,131)	
97	(Rosen	1998,	72)	
98	(Taruskin	1993,	290)	
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not	an	unheard	of	approach	in	performance:	recent	performances	of	Stravinsky’s	

Oedipus	 Rex	 and	 Apollon	Musagète	 by	 the	 Berlin	 Philharmonic	 and	 John	 Eliot	

Gardiner	were	reviewed	as	proving	how	‘with	a	conductor	whose	roots	lie	in	the	

interpretation	of	early	music,	Stravinsky’s	neoclassicism	is	in	very	good	hands.’99	

As	 will	 become	 clear	 in	 the	 exegesis	 that	 follows,	 even	 with	 such	 easily	

identifiable	 dualisms	 the	 practical	 realisation	 of	 two	 differing	 interpretations	

was	a	messy	process.	

Exegesis	of	the	rehearsal	cycle	and	performances	
	

As	 I	 have	 already	 mentioned,	 I	 had	 conducted	 ‘Dumbarton	 Oaks’	 on	 several	

occasions	 prior	 to	 the	 study.	 Once	 I	 arrived	 at	 the	 idea	 of	 aiming	 for	 the	 first	

performance	 to	 be	 typically	 Stravinskian	 and	 the	 second	 ‘through	 the	 lens	 of	

Bach’,	I	started	to	think	about	how	I	would	actually	realise	these	two	interpretive	

concepts	 with	 the	 musicians.	 The	 chronometry	 exercises	 revealed	 that	 the	

second	performance	was	to	be	faster	than	the	first:	this	did	not	end	up	being	the	

case	 and	 was	 the	 first	 of	 several	 contradictions	 in	 the	 application	 of	 the	

interpretive	 plan.	 A	 significant	 part	 of	 the	 Stravinskian	 interpretation	 was	

beating	out	the	music	with	a	pronounced	ictus	and	appropriate	subdivisions,	the	

hope	 was	 that	 this	 would	 also	 allow	 the	 ensemble	 to	 ‘bed-down’	 before	 the	

second	 performance.	 I	 had	 planned	 in	 the	 rehearsal	 prior	 to	 the	 second	

performance	 to	 discreetly	 smooth	 out	 the	 beat	 and	 invite	 the	 players	 to	 see	 a	

more	horizontal	approach	to	the	music.		

	

The	 content	 analysis	 of	 the	 gestural	 priorities	 does	 reflect	 something	 of	 this	

change:	through	the	four	rehearsals	the	occurrences	of	gesture	focused	purely	on	

matters	of	ensemble	did	decrease.	In	the	fourth	rehearsal	(the	rehearsal	prior	to	

the	second	performance)	there	 is	a	sharp	 increase	of	gesture	which	focused	on	

shape	and	character;	however	this	could	be	a	result	of	the	ensemble	and	myself	

becoming	more	familiar	with	the	music.	The	way	in	which	I	was	going	to	talk	to	

the	 orchestra	was	 the	 first	major	 problem	 I	 identified	 ahead	of	 the	 rehearsals.	

                                                
99	(Kohl	2016)	
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The	 practice	 journal	 entries	 below	 outline	 this	 issue,	 as	 well	 as	 another	

perspective	on	the	shift	in	gestural	priorities	just	discussed:		

	

Several	 of	 the	 professionals	 onboard	 are	 top	 rank	 players,	 some	whom	

are	 personal	 friends	 and	 professional	 acquaintances.	 The	 enthusiasm	

from	 these	 players	 for	 the	 project	 has	 been	 pronounced.	 Though	 they	

know	 I’m	 recording	 the	 rehearsals	 and	 performances	 for	 my	 own	

research,	I	have	not	articulated	the	research	aims	to	them.	In	all	honesty	I	

must	 admit	 that	 I	 am	concerned	about	my	professional	 reputation	 from	

undertaking	the	Stravinsky	[and	Simone]	performances;	it	would	be	easy	

for	the	professionals	not	to	understand	the	aims	due	to	my	not	explaining	

them	 clearly,	 or	 more	 specifically,	 the	 value	 of	 reaching	 for	 multiple	

interpretability.	 The	 music	 is	 hard,	 they	 have	 their	 professional	

reputations	 to	be	 concerned	with,	 and	 I’m	asking	 them	 to	 step	over	 the	

threshold	 into	 the	 unknown	 in	 several	 ways:	 repertoire,	 ensemble	

cohesion,	 balance	 between	 professionals	 and	 students	 et	 al.	 What	 is	

playing	 on	 my	 mind	 most,	 more	 than	 aspirations	 of	 finding	 multiple	

interpretations	of	the	scores,	is	how	I	will	communicate	verbally	with	the	

players.	 The	 aims	 of	 the	 project	 require,	 or	 at	 this	 point	 feel	 to	 me	 to	

require,	much	emphasis	on	verbal	communication	to	set	 the	parameters	

wide	 enough	 to	 allow	 eventness	 to	 occur,	 which	 will	 in	 turn	 engender	

multiple	interpretability.		My	sense	at	this	stage	is	that	this	pressure	to	be	

very	 clear	 verbally	 is	 because	 within	 the	 professional	 mentality	 of	

performance	is	a	will	to	play	as	is	asked	and	expected.	

	

A	week	later	I	had	been	able	to	reflect	on	the	problem:	

	

A	way	out	 from	all	 the	pressure	that	 is	placed	on	verbal	communication	

with	professional	players	 is	 to	 lean	on	 the	power	of	 the	gesture.	 I	 think	

the	problem	with	being	too	verbally	descriptive	with	professional	players	

(which	 will	 inevitably	 happen	 with	 the	 aims	 of	 the	 project)	 is	 that	 the	

professional's	own	individual	contribution	can	become	diminished,	which	
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of	 course	 negatively	 impacts	 on	 the	 eventness	 of	 the	 performance.	

Furthermore,	 professionals	 will	 'seek	 to	 understand'	 and	 if	 they	 detect	

contradiction	in	what	I	verbally	request	of	them	between	rehearsals	they	

will	seek	clarification.	My	sense	(based	on	prior	experience)	 is	 that	 they	

would	not	seek	clarification	from	potential	contradictions	within	gestural	

communication.	Because	of	the	ambiguity	in	the	hands,	you	can	crystallize	

matters	of	interpretation	by	using	just	a	few	words.	A	few	words	can	also	

confirm	a	converging	sense	of	agreement	in	the	room,	but	it	is	a	fine	line	

between	 that	 being	 confirmed	 and	 killed.100	In	 the	 profession	 it	 is	

expected	 that	 improvements	 can	 be	 made	 for	 a	 second	 performance,	

though	 to	what	extent	 these	 can	be	 changes	 for	 changes	 sake	 is	what	 is	

potentially	tiring	for	the	professional	musician.	

	

The	 binary	 nature	 of	 the	 interpretive	plan	 continued	 to	 be	 problematic	 as	 the	

reality	of	working	with	the	musicians	approached.		Recurring	over	and	over	was	

the	way	in	which	I	was	going	to	beat	out	possible	subdivisions:	

	

Maybe	 a	 better	 way	 is	 to	 completely	 compress	 the	 beat,	 allowing	 for	

expansion	when	we	do	it	the	second	time.	It	is	annoying	for	the	players	to	

have	the	beating	change	in	front	of	them	between	performances	as	well,	

just	not	good	practice…	I	[shouldn’t]	disagree	with	any	sense	of	’baroque’	

phrasing	 from	 the	ensemble,	but	 see	what	happens	when	we	don't	 look	

for	 that.	 It	would	 be	 contrived	 and	 ecologically	 invalid	 to	 do	 otherwise.	

Furthermore,	 it	 is	 simply	 difficult	 to	 play	 music	 'deadpan'.	 What	 will	

become	 interesting	 is	what	happens	when	 I	 invite	 the	players	 to	phrase	

more	in	the	second	performance.		

	

The	 creation	 of	 energy	 graphs	 was	 done	 very	 close	 to	 the	 beginning	 of	 the	

rehearsals	 commencing:	 it	 was	 a	 particularly	 fruitful	 method	 of	 studying	 the	
                                                
100	By	this	I	mean	that	using	language	to	confirm	what	everyone	appears	to	be	
thinking	in	rehearsal	can	sometimes	result	in	misunderstanding.	In	my	
experience,	it	is	more	helpful	to	use	the	hands	to	reinforce	any	emergent	sense	of	
agreement.		
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piece	which	 revealed	more	 concrete	ways	 that	 the	 interpretive	plans	 could	 be	

implemented.	I	summarised	as	follows:	

	

In	the	first	performance	I	will	manage	each	chorale	transition	in	more	or	

less	 exact	 tempo	 which	 keeps	 in	 with	 the	 performance	 plan	 already	

decided	upon.	 In	 the	 first	performance	of	 the	second	movement	 there	 is	

the	 possibility	 of	 limiting	 the	 extent	 to	 which	 the	 melodic	 fragments	

connect	 together,	 again	 this	 will	 work	 with	 the	 performance	 plan	 as	 it	

stands.	 The	 third	movement	 does	 not	 reveal	 any	 new	multiplicity	 from	

this	 method	 of	 study	 that	 has	 not	 already	 been	 considered;	 study	 only	

reinforces	 the	 fact	 that	 in	 the	 second	 performance	 I	 can	 only	 help	 the	

players	 to	 see	 slightly	 longer	 term	 phrase	 lengths	 and	 matching	

articulation.	

	

After	the	first	rehearsal	I	reported	that	everything	the	orchestra	and	I	discussed	

was	about	

	

…	clarifying	ambiguity,	our	very	act	of	talking	and	agreeing	evidences	how	

and	where	multiple	 interpretability	exists	 [within	the	score].	With	those	

players	 in	 that	 rehearsal	 there	 was	 a	 lot	 of	 fixing	 towards	 a	 singular	

agreement,	the	jettisoning	process	was	quite	rapid.	Sometimes	we	agreed	

based	on	the	feeling	in	the	room,	sometimes	it	was	for	practical	reasons,	

sometimes	it	was	because	I	had	something	which	I	felt	was	necessary	to	

add	 into	 the	 performance	 ‘mix’.	 There	 is	 no	 problem	with	 the	 range	 of	

musical	choices	you	have	available,	but	 it	 is	 indeed	hard	to	change	 from	

one	[choice]	to	another	at	the	drop	of	the	hat,	whether	the	impetus	from	

change	 comes	 from	my	gestural	 lead	or	 from	other	aspects	of	 collective	

music	making	doesn’t	make	any	difference.	

	

Having	spent	so	long	thinking	about	matters	of	tempo	and	how	they	would	affect	

the	interpretive	plan,	it	emerged	that	we	simply	
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	…	 ‘found’	 a	 tempo,	 we	 auditioned	 many	 different	 speeds	 somewhat	

unsystematically	and	eventually	converged.		

	

The	 hermetic	 seal	 between	 the	 interpretive	 plans	 ruptured	 when	 in	 first	

rehearsal	I	asked	the	players	to	‘be	as	baroque	as	[they]	dare’:	that	of	course	was	

meant	to	be	an	idea	which	I	was	saving.	I	reflect	as	follows:		

	

[t]he	thing	with	how	much	is	it	Bach,	how	much	is	it	Stravinsky	–	it	is	both	

at	 the	 [same]	 time.	 You	 could	 not	 enact	 the	 singular	 voice	 of	 one	 for	 a	

whole	 performance.	 For	 this	 reason	 there	 is	 a	 flaw	 in	 the	 interpretive	

plan.	 Within	 the	 temporal	 flow	 of	 a	 breathing,	 moving	 performance,	

staying	 true	 to	one	voice	 at	 the	 expense	of	 suppressing	 another	doesn’t	

work	with	the	unique	terms	and	conditions	of	performance	per	se.	What	

is	 left	 of	 the	 plan?	 Still	 quite	 a	 lot,	 but	 only	 due	 to	 the	 plan	 having	 the	

sequence	 that	 it	 did:	 the	 plan	 for	 the	 second	 performance	 was	 about	

having	more	flow,	I	can	always	encourage	that	and	go	further.		

	

The	first	performance	of	‘Dumbarton	Oaks’	was	in	the	Byre	Theatre,	St	Andrews.	

Installed	 in	 the	 Theatre	 is	 an	 artificial	 acoustic	 system	 which	 caused	

considerable	 disturbance	 in	 the	 dress	 rehearsal:	 we	 eventually	 resolved	 to	

switch	the	system	off.	Much	of	the	rehearsal	was	spent	in	problem	solving	mode;	

it	was	 by	 no	means	 the	 type	 of	 dress	 rehearsal	which	 allows	 everyone	 to	 feel	

comfortable	and	confident.	I	reported	that	there	was	

	

...	an	instance	where	I	simply	made	a	mistake	in	not	beating	out	as	we	had	

agreed,	 the	 result	 was	 the	 ensemble	 fell	 apart:	 the	 performance	 was	

completely	reliant	on	the	nuts	and	bolts	agreed	in	rehearsal	–	spontaneity	

was	 not	 going	 to	 come	 from	 me	 by	 gestural	 means	 during	 the	

performance.	

	

It	can	be	seen	and	heard	from	the	video	of	the	performance	that	I	am	conducting	

very	demonstratively.	 	There	were	 instances	of	 individual	player	errors,	which	



Chapter	three:	case	studies	
Stravinsky	Concerto	in	Eb	‘Dumbarton	Oaks’	

Exegesis	of	the	rehearsal	cycle	and	performances	
	

	

150	

should	not	seem	surprising,	but	were	surprising	to	me	in	the	context	of	the	study	

as	 I	 had	 completely	 neglected	 the	 influence	 of	 such	 errors	 on	 the	 overall	

trajectory	 of	 the	 performance.	 The	 performance	 felt	 rushed	 and	 on	 edge,	

sometimes	 in	 an	 exciting	 and	 risky	 way.	 Uncannily,	 the	 result	 is	 that	 the	

performance	 does	 have	 an	 angular	 feel	 which	 is	 not	 far	 removed	 from	 the	

original	 interpretive	 plan,	 indeed	 it	 is	 difficult	 to	 imagine	 the	 gesture	 I	 use	

throughout	 the	 performance	 being	 any	 more	 encouraging	 of	 Stravinskian	

performance	 practice:	 eventness	 had	 done	 its	work.	 The	 obvious	 approach	 for	

the	 second	 performance	 was	 to	 aim	 for	 something	 more	 flowing	 and	 more	

relaxed.	In	the	rehearsal	for	the	second	performance	it	

	

…	 was	 much	 easier	 to	 hear	 and	 as	 a	 result	 so	 many	 aspects	 were	

immediately	 solved.	 Notable	 from	 the	 rehearsal	 was	 that	 we	 rehearsed	

very	calmly	–	so	much	so	that	it	was	completely	on	the	other-side,	it	was	

routine	and	boring	–	there	was	no	risk.	Though	safe	it	was	a	compromise	

in	the	wrong	direction.	I	did	manage	to	ask	for	more	Bach	than	Stravinsky,	

then	sang	the	first	two	bars	and	said	that	we	could	carry	on	like	that,	the	

orchestra	understood	clearly.	

	

I	reported	after	the	second	performance	that	I	was	very	aware	

	

…	of	not	having	to	demonstratively	conduct	as	much	as	the	day	before.	I	

was	 able	 to	 sit	 on	 top	 of	 the	 sound	much	more,	 the	 orchestra	 played	 a	

completely	 different	 sound	 as	 a	 result.	 The	 performance	 didn’t	 seem	 to	

suffer	 from	 the	 same	 overly-cautious	 approach	 that	 was	 evident	 in	 the	

rehearsal.	 The	 second	 performance	 was	 more	 ‘baroque’	 as	 a	 result	 of	

change	in	my	gesture.	I	do	remember	recalling	in	performance	moments	

where	I	had	made	particular	arrangements	for	phrasing	and	articulation	

with	particular	 players,	 though	 these	players	didn’t	 always	deliver	 such	

subtlety	as	we	agreed.	 I	am	not	at	all	concerned	about	this,	as	what	was	

played	 was	more	 than	 adequate:	 the	 point	 worth	 noting	 is	 that	 simple	

cosmetic	 detail	 is	 difficult	 for	 players	 to	 consistently	 deliver.	 The	
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orchestra	 responded	 much	 more	 effectively	 to	 fundamental	 changes	 in	

my	gesture.		

	
The	 total	 time	 spent	 rehearsing	 ‘Dumbarton	 Oaks’	 for	 both	 performances	was	

3:20:20.	 The	 performances	 lasted	 for	 an	 average	 of	 15:32,	 so	 each	 minute	 of	

music	received	about	13	minutes	of	rehearsal	time.	The	first	movement	received	

44%	of	rehearsal	time	though	was	only	31%	of	the	total	performance	time;	given	

the	 technical	 challenges	 of	 the	 movement	 this	 is	 not	 surprising.	 The	 second	

movement	received	22%	of	 the	rehearsal	 time,	 though	took	32%	of	 the	overall	

performance	 time	 –	 it	 is	 clear	 that	 time	 was	 ‘borrowed’	 from	 the	 second	

movement	in	rehearsal	and	allocated	to	the	first.	The	third	movement	took	34	%	

of	rehearsal	time	and	took	37%	of	the	performance	time.	For	a	graph	of	this	data	

see	page	282.	

Analysis	of	Sonic	Visualiser	tempo	graph		
	
Analysis	 of	 the	 tempo	 graph	 on	 page	 285	 shows	 that	 both	 performances	 had	

essentially	 two	 different	 regions	 of	 tempo:	 a	 faster	 tempo	 of	 circa	 160	 and	 a	

slower	 tempo	 of	 circa	 90.	 The	 faster	 tempo	 was	 used	 in	 the	 first	 and	 third	

movements,	 the	slower	 in	 the	second	movement	and	violin	duet	episode	of	 the	

third	movement.	 The	 first	 performance	was	 about	 forty	 seconds	 faster	 overall	

than	 the	 second.	 Though	 both	 performances	 shared	 similar	 tempo	 regions	 the	

second	performance	was	slightly	steadier	within	both	regions;	the	chorales	were	

also	 performed	 more	 spaciously	 in	 the	 second	 performance.	 Differences	 in	

overall	performance	time	can	also	be	attributed	to	the	first	performance	having	

an	accelerando	throughout	the	second	half	of	the	third	movement.				
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John	de	Simone	Poetics	
 
In	 case	 study	 two	we	 saw	 how	Pinkbow	was	 afforded	multiple	 interpretations	

through	 a	 process	 of	 ‘distributed	 creativity’:	 differences	 between	 the	

performances	 were	 influenced	 by	 the	 way	 the	 music	 ‘incubated’	 inside	 the	

musicians	 and	 myself	 between	 performances.	 The	 score	 for	 Pinkbow	 arrived	

after	only	the	briefest	of	discussions	between	the	composer	and	me	to	establish	

basic	parameters.	In	this	case	study	of	Poetics	by	John	De	Simone	I	was	able	to	be	

more	 active	 throughout	 the	 commission	 process.	 Clarke	 et	 al.	 point	 out	 that	

‘collaborations	between	composers	and	performers	are	inevitably	as	much	about	

the	socially	constructed	roles	that	individuals	inhabit	more	or	less	willingly	and	

comfortably	as	they	are	about	creative	imagination	and	“free	play.”’101	This	case	

study	 demonstrates	 how	 the	 socially	 constructed	 roles	 of	 composer	 and	

performer	 can	 be	 creatively	 porous,	 and	 how	and	where	 the	 ethos	 of	multiple	

interpretability	 can	 exist	 with	 composer-performer	 collaboration,	 	 a	

collaboration	 in	 which	 the	 ‘presence	 of	 the	 composer	 anxious	 to	 hear	 his	

intentions	realised	[can]	often	put	a	limit	on	the	performers’	caprice.’102		

John	 De	 Simone	 is	 a	 lecturer	 and	 researcher	 at	 the	 Royal	 Conservatoire	 of	

Scotland.	 John	believes	 ‘music	should	connect	directly	with	the	community	and	

reflect	the	human	condition.’	This	is	summed	up	by	the	raison	d'être	of	Ensemble	
Thing	of	which	he	is	director:	‘we	play	the	music	of	the	people	we	love,	with	the	

people	we	 love,	 in	 the	places	we	 love.’103	I	 came	 to	know	 John’s	music	 through	

conducting	 the	 premiere	 of	 his	 Symphony	 in	 2008:	 being	 charged	with	 such	 a	

task	as	a	student	conductor	was	a	significant	opportunity.	I	learnt	the	50-minute	

                                                
101	(Clarke,	Doffman,	and	Timmers	2016,	119)	Similarly	Barrett	et	al	have	
observed	that	‘…even	in	contexts	where	creative	practices	seemingly	arise	from	
the	efforts	of	one	individual,	for	example,	the	composer	working	alone	in	his	
studio,	consideration	of	such	factors	as	the	constraints	provided	by	the	
commission	body,	the	traditions	of	the	genre	within	which	the	composer	works,	
knowledge	of	the	individual	characteristics	of	the	performers	who	will	premiere	
the	work,	and,	the	nature	and	location	of	the	premiere	performance	illustrate	the	
ways	in	which	individual	creative	thought	and	practice	are	shaped	by	social	and	
cultural	factors	beyond	the	individual.’	(Barrett	et	al.	2014,	18)	
102	(Rosen	1998)	
103	(NMS	2016)	
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symphony	entirely	from	the	score	without	reference	to	midi	files	and	recall	that	I	

had	 a	 strong	 grasp	 of	 the	 piece	 from	 that	 process.	 Indeed,	 studying	 for	 John’s	

Symphony	was	the	first	time	I	felt	I	had	truly	prefigured	the	shape	and	energy	of	

a	 piece	 of	 long-form	music.	 It	was	 through	 conducting	 John’s	 Symphony	 that	 I	

became	innately	attracted	to	the	Stravinsky/Andriessen/Post-minimal104	school	

of	 composition	 in	 which	 John	 was	 immersed	 as	 a	 student	 composer	 in	 The	

Hague.		

	

The	 commission	 from	 John	 for	 this	 study	was	 officially	made	 on	 9	April	 2015,	

some	six	months	after	we	initially	met	to	exchange	ideas	about	what	was	to	be	

called	Poetics.	The	title	nods	to	Stravinsky’s	Poetics	in	the	form	of	six	lessons	that	

were	given	at	Harvard	University	 in	1939-40	as	well	as	reflecting	what	was	for	

John	an	opportunity	 to	write	an	abstract	piece.	Throughout	 the	commissioning	

process	 John	 and	 I	met	 on	 several	 occasions.	 Two	of	 our	meetings	were	 semi-

structured	interviews;	other	discussions	were	less	formal	but	no	less	relevant	to	

shaping	the	wider	performance	context	of	Poetics.	The	concerts	in	which	Poetics	

was	 performed	 also	 included	 ‘Dumbarton	 Oaks’.	 I	 had	wanted	 John	 to	write	 a	

piece	with	 the	 same	 instrumentation	 as	 ‘Dumbarton	 Oaks’	that	 drew	 upon	 his	

Hague	school	lineage.	About	the	prospect	of	this	John	commented	that	it	is	‘great	

to	respond	to	Stravinsky.	I	mean,	that’s	an	exciting	thing	for	me.	He’s	such	a	big	

figure	 for	all	us	 composers.	Especially	Hague	School	 types,	who	 studied	 in	The	

Hague,	 [which	 was]	 very	 post-Stravinsky.’ 105 	John	 clearly	 indicated	 that	

considering	the	concert	as	a	whole	was	an	important	consideration	for	him:	‘I’m	

very	pragmatic	 [that]	my	music	will	exist	 in	 that	concert,	 so	 that	concert	 is	 the	

event,	 the	 concert	 is	 the	 work	 of	 art	 in	 a	 way.	 So	 I’m	 not	 going	 to	 ignore	 it,	

essentially.’	 Though	 it	 seems	 common	 sense	 to	me	 to	 consider	 that	 the	music	

presented	 in	 the	 same	 programme	 as	 any	 new	 commission	 would	 be	 an	
                                                
104	For	a	summary	of	the	connections	between	Andriessen	and	Stravinsky	see	
Andriessen	and	Trochimczyk	(2002,	285).	‘The	school	rooted	in	Stravinsky	has	
been	called	motoric.	The	concentration	of	music	upon	accents	and	time	
relationships	produces	an	illusion	of	bodily	movement.’	(Adorno	1973,	178)	
105	As	Taruskin	has	boldy	suggested,	‘all	truly	modern	musical	
performance…treats	the	music	performed	as	if	it	were	composed–or	at	least	
performed–by	Stravinsky.’	(Taruskin	1995,	114)	
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important	 consideration	 for	a	 commissioned	composer,	 I	 can	also	 imagine	 that	

some	composers	would	not	consider	this	at	all.	About	this	John	commented	more	

broadly	that	

	

…there	 is	 a	 strand	 of	 composers	 throughout	 history	 that	 are	 self-

contained	 and	generally	 [they]	 are	 the	ones	 that	 come	up	with	 the	new	

stuff,	actually.	I’m	not	one	of	those	composers…	I’m	very	needy,	in	a	way.	

And	 I	 guess	 that’s	 why	 I	 communicate	 in	 such	 a	 way,	 as	 well.	 I	 want	

people	 to	 understand.	 I	 don’t	want	 to	make	 things	 opaque	 and	magical.	

What	appeals	to	me	in	my	art…	is	humanity.	

	

In	addition	to	specifying	the	instrumentation	and	situating	Poetics	in	response	to	

Stravinsky,	I	also	negotiated	the	length	of	the	piece	to	be	fifteen	minutes.	Given	

that	I	was	going	to	have	to	‘unfold’	those	fifteen	minutes	in	performance	I	wanted	

to	understand	how	working	to	a	specified	duration	influences	the	compositional	

process.	John	described	that	it	‘instantly	put[s]	a	frame	on	it.	As	soon	as	you	say	

“fifteen	minutes”,	 a	 structure	 emerges	 in	 your	 head	 that	 you’re	writing	 to.’	 He	

elaborated	by	asking	

	

	…what	form	makes	sense	in	fifteen	minutes?	What	can	you	do	in	fifteen	

minutes?’	Generally,	 it’s	 only	 one	 idea	 or	 two	 contrasting	 ideas,	 so	 then	

you	 think	 in	 those	ways.	Or	 is	 it	 just	 an	open-ended,	 through-composed	

piece	[that]	would	suit	that	duration	of	time?	Because	you	have	a	chance	

to	 say	 so	much	 in	 fifteen	minutes,	 but	 not	 too	much.	Whereas	 if	 you’re	

thinking	 of	 a	 seven-minute	 piece	 and	 you’ve	 got	 to	 frame	 it,	 again	 very	

differently.	

According	to	Elliott	Gyger’s	composer-performer	collaborative	map,106	John	and	I	

collaborated	most	intensively	and	nearly	exclusively	on	the	instigation	of	Poetics.		

After	 the	performances	 I	asked	 John	whether	 the	piece	would	be	 the	same	had	

have	we	not	 spent	 so	much	 time	 together	 in	 this	 stage,	he	answered	by	saying	

                                                
106	(Gyger	2014,	35)	
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that	 the	 piece	 simply	 ‘wouldn’t	 exist’.	 It	 appears	 that	within	 the	 constraints	 of	

instrumentation,	duration	and	concert-programming	 that	 John	and	 I	 agreed	on	

there	was	 also	 particular	 freedom	 that	 John	 experienced	 in	 composing	Poetics	

which	he	describes	below.	

Thinking	back	to	Stravinsky	and	the	freedom	to	actually	not	have	it	about	

anything	 in	 particular,	 [was]	 a	 freedom	 by	 itself…	 I	 like	 to	 have	 these	

pieces	that	I	call	shows	now	[in	which	I	explore	just	one	idea].	That’s	my	

way	 of	 doing…community	 music…	 by	 actually	 making	 a	 subject	 that	 is	

tangible	 for	 people.	 But	what	 [was]	 great	 about	 [Poetics],	 is	 that	 I	 gave	

[myself]	a	chance	just	to	explore	what	happens	if	I	put	down	some	notes,	

and	follow	a	narrative	from	that,	and	it’s	interesting	what	came	out.	

	

When	 I	 received	 the	completed	score	 from	John	by	email	he	described	 that	 ‘by	

focusing	on	the	internal	potential	narrative	of	the	opening	motif,	I	ended	up	with	

an	 odd	 mix	 of	 Stravinsky,	 Shostakovich,	 Louis	 Andriessen,	 Mahler	 and	

Beethoven!’107	Several	 weeks	 after	 these	 comments	 John	 revealed	 in	 the	

introduction	to	the	second	performance	of	the	piece	that	when	he	wrote	Poetics	

he	was	experiencing	limited	mobility:	the	fast	pace	of	the	music	was	in	some	part	

influenced	by	his	own	frustration	of	not	being	able	to	move.	John	said	that	‘it	was	

impossible	to	not	have	some	sort	of	autobiography	come	into	what	was	going	to	

be	otherwise	an	abstract	piece.’	I	later	asked	John	about	this,	suggesting	that	had	

he	lived	200	years	ago	the	restorative	movement	would	have	uncovered	this	idea	

and	held	it	as	the	key	to	a	successful	performance.	John	commented:	

	

I	can	never	extricate	my	music	from	my	preoccupations	at	the	time…	It’s	a	

difficult	 thing	 to	 describe	 really,	 but	 maybe	 it’s	 like	 a	 teabag…	 that	 I’m	

slowly	letting	infuse	the	water,	that’s	the	core	idea	that	infuses	the	piece…	

With	 this	 piece,	 I	wasn’t	 trying	 to	make	 it	 about	 anything,	 but	 it	 couldn’t	

help	be	formed	by	my	physicality	and	what	I	was...	‘Cause	when	I’m	feeling	

pent	up,	then	I	want	an	explosion	of	energy,	you	know,	I	want	to	make	that	

                                                
107	Email	correspondence	with	author,	26	January	2016.	
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happen	somehow,	and	when	I’m	stuck	in	a	chair,	 I	wasn’t	going	to	write	a	

piece	about	being	stuck	in	a	chair,	I	wanted	to	reflect	the	opposite	of	that,	to	

run	free…	But	I	couldn’t	tell	you	what	the	idea	of	the	piece	is	beyond	itself,	

which	is	nice,	 it’s	not	a	piece	about	anything,	 it	 is	 itself,	and	from	that,	 it’s	

about	 stuff	 within	 it.	 It	 emerges,	 and	 that’s	 actually	 really	 nice,	 ‘cause	 I	

haven’t	had	that	for	a	 long	time,	I’ve	got	to	say,	 listen	to	the	piece	and	tell	

me	what	it’s	about.	

The	 rich	 ambiguity	 in	 these	 comments,	 and	 John’s	 concession	 that	 he	 would	

welcome	 someone	 to	 listen	 to	 the	 piece	 and	 tell	 him	 what	 it	 is	 about,	 is	

interesting	to	consider	 in	the	 light	of	 this	study.	The	comments	are	made	more	

interesting	when	 they	 are	 layered	with	 comments	made	 later	 in	 an	 interview:	

John	said	‘actually,	I	wanted	the	energy	of	The	Hague	in	this	piece,	I	wanted	that	

kind	 of	 aggressive	 energy,	 but	 also,	 I	 wanted	 to	 incorporate	 those	 aspects	 of	

Stravinsky	we’d	discussed.’108	The	conductor	can	of	course	be	highly	 influential	

in	the	way	that	the	energy	of	a	performance	unfolds.	The	energy	of	Poetics	can	be	

attributed	 to	 a	 number	 of	 multi-layered	 influences	 that	 are	 both	 musical	 and	

extramusical,	 the	 complexity	 of	 which	 I	 realised	 only	 after	 the	 performances.	

Stravinsky	 said	 in	his	own	Poetics	lectures	 that	 ‘musically	extraneous	elements	

that	 are	 strewn	 throughout	 [the	 works	 of	 the	 romantic	 composers]	 invite	

betrayal,	 whereas	 a	 page	 in	 which	 music	 seeks	 to	 express	 nothing	 outside	 of	

itself	better	resists	attempts	at	literary	deformation.’109	A	conductor	approaching	

Poetics	as	 if	 it	were	 a	 piece	 of	 literature	might	 see	 an	 opportunity	 to	mine	 the	

multi-layered	 influences	 that	 are	 present	 and	 cite	 them	 as	 evidence	 of	

interpretive		plurality,	though,	as	discussed	in	the	first	chapter	and	evidenced	in	

the	 first	 case	 study,	 the	application	of	 such	 literary	approaches	does	not	easily	

translate	into	the	arena	of	music	performance.		

In	my	conversations	with	 John	 I	did	outline	 the	aims	of	 the	 study	 in	which	his	

piece	was	to	be	included.	For	a	time	he	was	considering	responding	by	writing	a	
                                                
108	John	also	commented	that	if	we	were	to	revisit	parts	of	the	piece	that	he	
might	‘telegraph’	them	differently,	that	is	he	would	change	the	intensity	and	
duration	of	certain	sections,	namely	the	coda.		
109	(Stravinsky,	Knodel,	and	Dahl	1942/1977,	125)	
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piece	 in	 which	 the	 movements	 could	 be	 performed	 in	 any	 order;	 he	 also	 had	

ideas	 to	 include	 long	 extended	 cadenzas	 for	 solo	 instrumentalists.	 In	 the	 end	

these	did	not	 transpire,	but	 John	did	write	Poetics	in	 the	knowledge	 that	 I	was	

investigating	 how	 the	 same	 score	 could	 be	 performed	 in	 differing	

interpretations.	 	 I	 was	 conscientious	 explaining	 to	 John	 that	 by	 seeking	 to	

perform	 Poetics	 in	 differing	 interpretations	 I	 wasn’t	 going	 to	 be	 distorting	 his	

role	as	composer	in	any	way,	I	explained	rather	that	I	see	myself	as	a	conductor	

that	works	as	a	collaborator.	I	suggested	that	the	conductor	is	part	of	the	musical	

community	 like	any	other	musician.	 	 In	response	John	described	his	preference	

for	a	small	c	conductor:		

I	 worked	 with	 [removed	 for	 anonymity]	 last	 year	 and	 he’s	 a	 fantastic	

conductor	but	it’s	like	having	a	god	descend	upon	you	–	you	have	to	treat	

him	with	that	respect.	[He	says]	‘I’d	like	this,’	and	‘I’d	like	that,’	and	it	gets	

delivered	 for	 them.	 It’s	 like…how	 can	 someone	 live	 a	 life	 of	 pure	

aristocratic	music,	in	a	way?	I	don’t	like	that.	I	find	that	very	hard	to	deal	

with,	 to	be	honest.	 [Conductors]	can	be	very	divisive	because	 they	want	

total	control	over	the	repertoire,	which	is	great	when	they	favour	you	and	

commission	 you	 to	 do	 something	 but…that	 kind	 of	 meta-role	 of	 the	

conductor,	I	find	difficult.	But	the	actual	role	of	the	conductor	is	essential.	

And	 I	know	conducting	myself,	 it’s	a	bloody	hard	 job,	 conducting,	and	 it	

takes	a	lot	of	skill,	a	lot	of	knowledge.	So	I	have	a	lot	of	respect	for	a…it’s	

the	same	way	as	being	a	conductor	with	a	small	c	and	a	big	C.	I	think	you	

can	be	a	conductor	with	a	big	C	or	a	small	c.	

	

A	number	of	recent	studies	already	discussed	have	sought	to	redefine	the	role	of	

a	 conductor,	 to	 restore	 balance	 after	 decades	 in	 which	 the	 ‘romance	 of	

leadership’	 over-attributed	 the	 authorship	 and	 creativity	 of	 orchestral	

performance	 to	 the	 conductor.110	John’s	 distinction	 of	 a	 small	 c	 conductor	 as	

opposed	to	a	big	C	conductor	resonates	with	this	widespread	reappraisal	of	the	

                                                
110	See	for	example	Bartleet	(2009b)	and	Ponchione-Bailey	(2015).	For	a	study	of	
authorship	more	broadly	see	Bennett	(2005).	
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conductor,	 though	 it	 also	 leaves	 space	 for	 the	 creative	 input	 of	 a	 conductor,	

creative	space	in	which	the	conductor	can	approach	their	work	with	the	ethos	of	

multiple	interpretability.			

Seeking	multiple	interpretations	of	Poetics	
	

Seeking	 multiple	 interpretations	 of	 Poetics	was	 different	 to	 any	 other	 piece	

included	in	the	study.	Leonore,	Symphony	and	Pinkbow	had	time	in	between	each	

of	 the	 performances	 that	 enabled	me	 to	 establish	 in	what	way	 I	 was	 going	 to	

work	towards	 interpretive	plurality:	reflecting	on	the	 first	performance	of	each	

of	 those	 pieces	 was	 crucial	 to	 shaping	 the	 second.	 ‘Dumbarton	 Oaks’	 was	

performed	 twice	 on	 consecutive	 days,	 though	 as	 a	 piece	 of	 existing	 repertoire	

that	 I	 had	 conducted	 on	 several	 previous	 occasions	 I	 was	 able	 to	 prefigure	

multiple	interpretations	of	the	score	prior	to	rehearsals	commencing.	The	score	

for	Poetics	arrived	four	weeks	prior	to	the	first	rehearsal;	I	noted	in	the	practice	

journal	the	following:			

	
A	 quick	 glance	 through	 the	 score	 and	 it	 has	 some	 Stravinskian	 metric	

modulations,	 with	 some	 thunderous	 lowly	 scored	 rhythmically	

augmented	melodic	material	 –	 very	 similar	 to	 the	 symphony	 of	 his	 and	

Independence.	 John	 sent	 through	 a	 Sibelius	 file,	 which	 for	 now,	 I’m	 not	

going	to	listen	to	–	cutting	straight	to	the	aural	presentation	of	the	piece	I	

feel	will	rob	me	of	coming	to	know	the	piece	from	within.		Most	important	

to	me	at	 this	 stage	 is	 to	develop	 a	 synoptic	 view	of	 the	piece,	 to	have	 a	

sense	of	how	the	tempi	change	over	time,	and	the	temporal	proportions	

between	 any	 segmentation	 of	 the	 music	 explicit	 in	 the	 compositional	

organization.	

	

After	having	the	score	 for	a	week	I	did	a	performer’s	analysis:111	several	 issues	

that	 I	 identified	and	 ideas	 that	 I	 had	were	 to	become	 relevant	 in	 the	 rehearsal	

process.	 Significant	 points	were	 the	way	 in	which	 the	 opening	 sextuplet	motif	

related	 to	 later	rhythmic	 ideas:	 this	 is	discussed	 in	 the	 following	section.	 I	also	

                                                
111	See	page	250	for	details	
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observed	in	the	analysis	that	the	‘melody	seems	to	spiral	and	evolve	organically,	

it	 all	 welcomes	 expressive	 tonal	 shaping	 though	 the	 players	 will	 need	 to	 be	

welcomed	to	do	so.’	Indeed,	the	melodic	shaping	became	an	area	in	which	I	and	

the	players	became	significantly	invested	in	rehearsal.	Solutions	that	were	made	

to	approach	the	difficult	metric	modulation	at	section	D	(see	page	314)	carried	

forward	 into	 rehearsal	 effectively.	 The	 solution	 was	 to	 rely	 on	 my	 arm	

maintaining	one	tempo	whilst	my	ear	listened	for	the	irrational	subdivision	of	8	

over	3:	 I	had	 to	use	a	calculator	 to	check	my	work,	and	was	 interested	 to	hear	

that	 John	 had	 used	 a	 calculator	 in	 the	 creation	 of	 the	 modulation.	 The	

performer’s	 analysis	 also	 revealed	 the	 three-part	 structure	 of	 the	 work,	 the	

influence	 of	 Stravinsky’s	 Symphonies	of	Wind	Instruments,	and	 the	 trajectory	 of	

the	music	 ‘flying	over	 the	edge’	 in	 the	coda.	The	only	aspect	of	 the	performer’s	

analysis	 that	 didn’t	 stay	 true	 to	my	 understanding	 of	 the	 piece	 post-rehearsal	

was	my	sense	in	analysis	of	the	music	often	negating	long	term	goal	directness.	

The	creation	of	the	energy	graph	after	the	first	rehearsal	revealed	that	the	piece	

is	actually	a	perfect	golden-section.	John	commented	that	this	was	a	result	of	his	

wanting	to	write	a	‘classical’	piece:	he	said	that	he	‘didn’t	consciously	do	it	in	art	

form,	but	there’s	elements	of	art	form	in	it.’		

	

Prior	to	the	first	tutti	rehearsal	there	was	a	preliminary	reading	with	the	student	

musicians.	 I	 prepared	 for	 this	 by	 visiting	 the	 score	 on	 numerous	 occasions	 to	

simply	‘beat	it	out’.	I	noted	that	‘much	of	the	work	involves	taking	myself	through	

what	the	players	have	to	think…	if	I	am	not	aware	of	what	they	are	going	through	

in	their	own	parts	then	I	cannot	be	useful.’	I	later	noted	that	‘the	work	that	I	had	

done	 in	 my	 own	 preparation	 expedited	 [the	 players’]	 problem	 solving	 and	

understanding	 of	 challenging	 aspects	 of	 the	 piece.’	 Indeed,	my	 own	method	 of	

allowing	 the	 body	 to	 mechanistically	 carry	 complex	 subdivisions	 was	 also	

relevant	 and	 useful	 to	 the	 strings.	 Crucially	 for	 the	 project,	 I	 also	 noted	 that	

‘much	like	Mawhinney,	there	is	a	sense	that	I	need	to	get	the	first	performance,	

or	at	least	the	first	rehearsal	past	before	I	can	view	the	piece	with	any	sense	of	

multiple	 interpretability.	 The	 obvious	 “breach”	 is	 again	 into	 the	 temporal	

unfolding	 of	 the	 piece.’	 I	 was	 in	 many	 ways	 disappointed	 that	 the	 multiple	
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interpretability	of	Poetics	was	going	to	be	realised	this	way.	What	I	didn’t	expect	

was	 the	 extent	 to	 which	 the	 collaborative	 nature	 I	 wished	 to	 establish	 in	

rehearsal	with	both	the	players	and	John	would	transform	the	piece	during	the	

rehearsal	process	 and	performances.	The	professionalism	of	 the	ensemble	was	

particularly	 influential,	 manifesting	 itself	 as	 what	 Stravinsky	 might	 have	

identified	as	‘loving	care’	of	the	music:	

	

Between	 the	executant	pure	and	simple	and	 the	 interpreter	 in	 the	strict	

sense	of	the	word,	there	exists	a	difference	in	make	up	that	is	of	an	ethical	

rather	 than	 an	 aesthetic	 order,	 a	 difference	 that	 presents	 a	 point	 of	

conscience:	 theoretically,	 one	 can	 only	 require	 of	 the	 executant	 the	

translation	 into	sound	of	his	musical	part,	which	he	may	do	willingly	or	

grudgingly,	 whereas	 one	 has	 the	 right	 to	 seek	 from	 the	 interpreter,	 in	

addition	 to	 the	 perfection	 of	 this	 translation	 into	 sound,	 a	 loving	 care	 –	

which	 does	 not	 mean,	 be	 it	 surreptitious	 or	 openly	 affirmed,	 a	

recomposition.112	

We	 have	 previously	 discussed	 that	 any	 comments	 made	 by	 Stravinsky	 about	

interpretation	 have	 to	 be	 contextualised	 within	 the	 prevailing	 interpretive	

aesthetic	of	his	 time;	we	must	 also	 recall	 the	variability	with	which	Stravinsky	

himself	performed	his	own	music.	 In	the	above	statement	we	need	explanation	

as	 to	 exactly	what	 ‘loving	 care’	means:	 I	 suggest	 that	 it	means	 that	 Stravinsky	

wishes	for	some	sort	of	investment	on	part	of	the	performer	so	that	what	she	is	

playing	 is	not	 simply	 (as	Gritten	described	earlier)	 ‘“some-thing”	 she	 respects’,	

but	 rather	 ‘as	being	 implicated	within	her	very	 identity	and	subjectivity,	 in	 the	

manner	 of	 the	 everyday	musical	 practices	 in	which	we	 usually	 refer	 simply	 to	

“my	music.”’113	

Exegesis	of	the	rehearsals	and	performances	
	
The	total	time	spent	rehearsing	Poetics	for	both	performances	was	3:31:20.	The	

performances	 lasted	 for	an	average	of	15:48,	so	each	minute	of	music	received	
                                                
112	(Stravinsky,	Knodel,	and	Dahl	1942/1977,	123-124)	
113	(Gritten	2006,	9)	



Chapter	three:	case	studies	
John	de	Simone	Poetics	

Exegesis	of	the	rehearsals	and	performances	
	

	

161	

just	 over	 13	 minutes	 of	 rehearsal	 time.	 Rehearsal	 time	 was	 again	 used	

instinctively.	 The	 beginning	 of	 the	 piece	 up	 until	 what	 in	 my	 own	 sectional	

divisions	of	the	piece	I	labelled	as	section	‘G’	received	67%	of	the	rehearsal	time	

though	in	performance	was	46%	of	the	overall	duration	of	the	piece.	Section	‘G’	

as	I	designated	it	started	partially	into	the	slower	middle	section	of	the	piece,	it	

received	 17%	 of	 the	 rehearsal	 time	 though	 in	 performance	 was	 27%	 of	 the	

overall	 duration	of	 the	piece.	The	 recapitulation	and	 coda	 received	16%	of	 the	

rehearsal	 time	though	in	performance	was	27%	of	the	overall	duration.	Clearly	

what	happened	was	that	the	technical	complexity	of	the	music	in	the	first	third	of	

the	piece	was	given	rehearsal	 time	 that	was	borrowed	 from	the	slower	central	

section.	Where	music	repeated	material	from	the	beginning	exactly	or	closely	in	

the	final	third	of	the	piece	it	was	logically	not	given	the	same	rehearsal	time.	See	

page	278	for	a	graph	of	this	data.		

	

In	the	first	full	tutti	rehearsal	John	was	not	present.	The	content	analysis	shows	

that	 in	 this	 rehearsal	 I	 was	 not	 conducting	 for	more	 than	 a	 third	 of	 the	 time;	

indeed	 this	 proportion	 of	 not	 conducting	 during	 rehearsals	 is	 consistent	 in	 all	

four	 rehearsals	 of	 the	 piece.	 Principal	 players	 were	 all	 particularly	 active	 in	

finding	 solutions	 to	 a	 range	 of	 issues	 that	 I	 had	 raised	 or	 they	 had	 diagnosed	

themselves.	The	placement	of	the	camera	behind	the	winds	allowed	me	to	hear	

many	conversations	that	the	wind	were	having	that	I	was	unaware	of	at	the	time’	

often	 they	 were	 discussing	 how	 they	 could	 more	 accurately	 perform	 the	

rhythmical	aspects	of	 the	piece.	Early	 in	 the	rehearsals	an	exchange	 took	place	

between	myself	and	the	clarinettist:		

	

Clarinet:	 ‘We’re	looking	at	your	beat	in	two	different	ways	at	the	moment,	

mine	 is	absolutely	with	you.	The	[violin]	 interpretation	 is	a	 little	bit	more	

stringy	and	relaxed.’	

Me:	‘but	there	are	three	of	them,	they	have	a	committee.’	

Clarinet:	‘Ok,	I’m	going	to	go	with	the	slower	kind	of	operatic	version.’	

	 [Laughing]	

Clarinet:	 ‘It’s	 just	 that	 it	 is	 a	 smaller	 ensemble	 and	 I	 think	 it	 is	 actually	
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probably	better	if	we	stick	with	you.’	

	

The	 exchange	 exposes	 ‘the	 influence	 of	 microsocial	 forces	 (immediate	

interactions	between	co-present	individuals)	and	macrosocial	forces	(larger	and	

more	long-term	social	factors	that	relate	to	roles,	institutions	and	traditions)	on	

the	direct	materiality	of	music-making	and	creative	decisions.’114	The	exchange	

took	place	during	what	 I	describe	as	 the	 ‘bedding	down’	process	 the	ensemble	

went	 through	 (this	 was	 also	 discussed	 as	 a	 concern	 in	 the	 performances	 of	

‘Dumbarton	Oaks’).	All	the	professional	players	had	played	with	each	other	in	the	

past,	 but	 their	 coming	 together	 with	 students	 for	 the	 concerts	 of	 ‘Dumbarton	

Oaks’	 and	 Poetics	with	 myself	 as	 conductor	 required	 a	 group	 dynamic	 to	 be	

established.	I	felt	that	my	job	of	rehearsing	the	music	with	the	ensemble	was	just	

as	important	as	bringing	the	ensemble	together	as	a	functional	collective.	It	was	

not	 until	 after	 the	 second	 performance	 that	 the	 cellist	 of	 the	 ensemble	

commented	to	me	that	he	 felt	 the	ensemble	was	starting	to	gel,	 the	 implication	

being	 that	 up	 until	 that	 point	 the	 coordination	 of	 the	 ensemble	 had	 been	 a	

cognitive	burden.			

	

Anecdotally	all	experienced	musicians	(and	listeners)	know	that	well-established	

ensembles	have	 advantages	over	 ad	hoc	 ensembles:	 established	ensembles	 are	

likely	to	experience	greater	cohesion	as	a	result	of	knowing	each	other’s	playing.	

A	 conductor	 can	 dramatically	 aid	 the	 cohesion	 of	 an	 ad	 hoc	 group,	 but	 they	

cannot	 short-circuit	what	otherwise	needs	 time	 to	mature.	At	 several	points	 in	

the	 first	 rehearsal	 of	 Poetics	 I	 was	 aware	 of	 the	 players	 connecting	 with	 each	

other’s	 playing,	 I	 didn’t	want	 to	be	directive	or	 ‘get	 in	 the	way’	 of	what	would	

correct	itself	naturally.	In	the	exchange	between	myself	and	the	clarinet	above	I	

defend	the	violins:	I	gave	a	‘sympathetic’	response.115		The	issue	was	that	though	

in	 that	 exact	moment	 the	 clarinet	was	making	 a	 pragmatic	 suggestion,	 playing	

exactly	with	my	beat	in	other	parts	of	the	piece	was	going	to	be	inhibiting	for	the	

                                                
114	(Clarke,	Doffman,	and	Timmers	2016,	120)	
115	For	more	on	‘sympathetic’	and	‘directive-charismatic’	leadership	in	
conducting	see	Boerner,	Krause,	and	Gebert	(2004)	



Chapter	three:	case	studies	
John	de	Simone	Poetics	

Exegesis	of	the	rehearsals	and	performances	
	

	

163	

musicians:	I	was	very	reluctant	so	early	on	in	the	rehearsal	process	to	reduce	the	

players’	response	to	my	beat	to	binary	opposites.		

	

The	 transition	 into	 letter	 E	 (see	 page	 314)	was	 also	 a	 particularly	 challenging	

corner	of	the	piece	from	a	rhythmic	point	of	view:	again	I	didn’t	want	to	dwell	on	

it	early	in	the	rehearsal	process	too	much,	I	expected	that	it	would	fix	itself	by	the	

time	of	the	concert.	I	made	the	mistake	of	suggesting	to	the	ensemble	that	it	was	

a	moment	in	which	we	might	invest	significant	amounts	of	rehearsal	only	to	find	

that	 in	 performance	 all	 that	we	 rehearsed	 is	 somehow	 ineffective.	Given	 that	 I	

was	showing	myself	to	be	a	sympathetic	leader	who	welcomed	cooperation	and	

collaboration,	 the	 leader	 and	 principal	 cellist	 very	 helpfully	 began	 to	 diagnose	

where	 they	 thought	 the	 solution	 to	 the	 corner	 lay:	 I	was	 very	 happy	 to	 follow	

them	though	the	result	in	my	opinion	still	had	what	I	described	at	the	time	as	a	

‘melding’	quality	to	the	rhythm.		

	

John	was	with	us	for	the	second	rehearsal	(which	was	held	later	on	the	same	day	

as	 the	 first	 rehearsal).	 Gyger	 notes	 that	 ‘interaction	 [between	 composer	 and	

performer]	 at	 the	 final	 rehearsals	 can	 result	 in	 no	 more	 than	 a	 few	 cosmetic	

alterations.’116		 John	 himself	 said	 that	 in	 his	 past	 experience	 of	 working	 with	

conductors	often	‘it’s	just	a	short	rehearsal	period	[and]	your	input	is	not	needed.	

You	 could	 say,	 “Oh,	 maybe	 that	 could	 be	 a	 bit	 louder,”	 or	 “That	 could…”	 you	

know?	But	beyond	that,	there’s	no	time	to	do	anything	else.’	I	was	determined	to	

not	 allow	 this	 alarmingly	 common	 occurrence	 to	 happen	 within	 this	 study.	

Copland	wrote	that		

	

the	 finest	 interpreters	 [are]	 most	 ready	 to	 accept	 a	 composer’s	

suggestions.	 And	 similarly,	 it	 is	 from	 the	 finest	 interpreters	 that	 the	

composer	can	learn	most	about	the	character	of	[their]	work;	aspects	of	it	

that	he	did	not	realise	were	there,	tempi	that	are	slower	or	faster	than	he	

had	himself	imagined	were	the	correct	ones,	phrasings	that	better	express	

                                                
116	(Gyger	2014,	34-36)	
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the	natural	curve	of	a	melody.	Here	is	where	the	interaction	of	composer	

and	interpreter	can	be	most	fruitful.117		

	

The	first	major	input	that	John	had	was	suggesting	an	accelerando	from	bar	16.	

Up	until	that	point	the	articulation	in	the	sextuplet	motif	could	only	have	clarity	

at	a	slower	tempo.	When	we	did	the	accelerando	the	trajectory	of	the	music	was	

changed	 for	 the	 following	 40	 bars.	 John	 had	 several	 such	 slight	 tempo	

modifications	that	I	later	discussed	with	him:		

	

There	 was	 a	 complete	 transformation	 in	 the	 piece	 when	 we	 started	 to	

make	 the	 tempo	 adjustments	 that	 you	 suggested	 in	 the	 rehearsal:	 you	

were	only	saying	 just	a	 few	words	here	and	there,	and	often,	 I	could	see	

you	gesturing	to	me.	It	was	like	a	five	second	conversation	that	we	[had],	

but	when	 you	put	 these	 all	 together,	 all	 these	 little	micro-conversations	

that	we	had,	they	revealed	that	you’d	written	the	piece,	as	a	composer,	but	

you’d	also	conceived	of	a	performance,	because	the	type	of	things	that	we	

were	discussing,	they	were	things	beyond	notation.	Would	you	say	that…	

you	wrote	a	piece	and	you	heard	a	performance?	They’re	quite	different	

things	to	me,	I	think.	

John	answered:	

Yeah,	I	was	imagining	a	performance,	I	mean,	I’ve	been	very	lucky	there;	

everything	 I’ve	 written	 has	 been	 performed,	 so	 for	 me,	 the	 process	 is	

inseparable…	 I	do	want	 the	players	 to	 find	 their	way	 into	 the	piece,	 but	

beyond	 that,	 I	 do	have	 certain	 things,	 like	 the	pace	 and	 the	 gelling	of	 it,	

that’s	important	to	me,	and	how	it	forms.	So	I	guess,	my	advice	is	generally	

                                                
117	(Copland	1967/1988,	153)	Commenting	in	a	similar	tone	about	the	premiere	
of	Asyla	by	the	Berlin	Philharmonic	and	Simon	Rattle,	Thomas	Adès	said,	‘I	
probably	allowed	myself	to	push	the	boat	out	a	bit	further	in	terms	of	a	structure	
because	I	knew	that	something	in	the	way	that	he	controls	the	line	of	the	piece	
would	probably	bring	out	aspects	of	the	piece	that	I	wasn’t	consciously	aware	of	
when	I	was	writing	it.’	(King-Dabbs	2015)	
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along	those	sorts	of	things,	so	energy	and	tempo.	I’m	concerned	with	the	

acting	elements	really,	and	how	[it]	is	supposed	to	feel...	

John’s	concern	with	‘pacing’,	‘energy’	and	‘tempo’	are	the	veins	in	which	multiple	

interpretability	 flows,	whether	 performers	wilfully	 seek	 it	 or	 not:	 they	 are	 the	

parameters	 of	 performance	 which	 most	 heavily	 come	 under	 the	 influence	 of	

eventness.	 They	 are	 also	 the	 parameters	 of	 performance	 which	 can	 reveal	 or	

obscure	different	parts	of	a	piece,	and	if	we	recall	Edward	Cone	we	are	reminded	

that	no	single	performance	can	ever	explain	all	the	possible	relationships	within	

a	piece.		I	have	previously	used	the	metaphor	of	moving	towards	the	horizon	to	

explain	the	process	of	rehearsing	a	piece	towards	performance:	the	horizon	can	

broaden	or	disappear,	and	we	can	arrive	where	we	expect	or	where	we	do	not	

expect.	 	 I	 spoke	 to	 John	 how	 in	 the	 case	 of	Poetics	there	was	 a	 sense	 of	 unity	

within	 the	piece,	 saying	 that	 it	 is	 ‘completely	obvious	and	very	 satisfying.	 [The	

players	 and	 I	 could]	 see	 the	 horizon,	 and	 because	 of	 that,	 everyone’s	 role	was	

very	 clear.’	 I	 went	 on	 to	 say	 that	 ‘the	 players	 were	 really,	 really…	 on-board,	

there’s	so	many	times	[in	rehearsal	when]	I’m	solving	one	problem	and	[whilst	

I’m	doing	that]	the	woodwinds	are	talking	about	breathing,	phrasing	and	singing	

to	 each	 other…	 but	 every	 time	 the	 orchestra	 stopped,	 they’re	 right	 on	 task.	 I	

think	that’s	something	to	do	with	the	unity	and	the	clarity,	and	everyone	[seeing]	

how	[it]	is	all	contained.’	John	responded	by	saying:	

I	was	looking	at	physics	videos	[about	emergent	properties]	…	hopefully	

the	emergent	property	of	all	that	stuff	is	musicality...	and	that’s	the	thing,	

you	can’t	define	musicality	as	I	think	it	is	an	emergent	property.	If	you	get	

all	the	things	in	order,	and	the	piece	works	on	a	technical	level,	then	that	

allows	that	to	come	out	on	top,	the	intangible…	emergent	property,	which	

is	the	musicality…	I	remember	when	we	were	talking	[you	could	hear	the	

leader]	 and	 the	 violins	 going	 through	 stuff.	 I	 thought,	 ‘Yes,	 they’re	

feeling...they’re	excited,	as	musicians,	to	play	this.’	

Between	 the	 rehearsals	 and	 the	 concert	 I	 did	 chronometry	 exercises:	 I	 was	

‘hearing’	the	piece	after	having	had	John	with	us	in	rehearsal.		
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‘Listening	in	silence’	Performance	
	
Beginning	to	B		 	 1		
B	to	D	 	 	 	 1:58	
D	to	E	 	 	 	 3:24	
E	to	G	 	 	 	 5:32	
G	to	H	 	 	 	 5:56	
H	to	I	 	 	 	 6:52	
I	to	K	 	 	 	 8:22	
K	to	M		 	 	 11:34		
M	to	O		 	 	 12:37	
O	to	P	 	 	 	 13:37	
P	to	R	 	 	 	 14:20	
R	to	end	 	 	 15:57	

Final	performance		
	
1:07	
2:12	
3:30	
5:31	
5:55	
7:03	
8:11	
11:21	
12:36	
13:36	
14:23	
16:08	

Difference	
	
+7	
+14	
+6	
-1	
-1	
+9	
-11	
-13	
-1	
-1	
+3	
+11	

Figure	9:	John	De	Simone	Poetics	chronometry	exercise	

For	 the	 point	 of	 comparison	 I	 have	 taken	 the	 timings	 of	 each	 section	 as	

performed	 in	 the	 second	 concert.	 It	 is	 clear	 that	 there	 is	 a	 mixture	 of	 some	

sections	being	performed	more	or	 less	 identically	 in	 terms	of	 overall	 duration,	

with	some	sections	much	slower	and	others	much	faster.	Indeed,	all	that	can	be	

taken	 from	 such	 chronometry	 data	 is	 that	 the	 stability	 of	 tempo	 from	

prefigurement	to	performance	is	as	consistent	as	it	is	inconsistent.		

	

What	 was	 notable	 about	 the	 rehearsal	 process	 with	 Poetics	 was	 the	 high	

retention	rate	of	the	details	that	were	rehearsed.	If	I	were	to	speculate	as	to	why	

this	was	 the	 case	 I	would	 say	 that	 because	 the	 piece	was	 unknown,	 the	music	

came	to	rest	in	our	collective	memory	the	way	we	heard	it	first:	none	of	us	had	

any	 preconceptions	 as	 to	 how	 the	 piece	 sounded.	 Poetics	 also	 sometimes	 had	

several	 different	 subdivisions	 occurring	 within	 the	 beat	 at	 any	 one	 time:	 the	

constant	‘phasing’	effect	within	the	ensemble	necessitated	the	musicians	keeping	

constantly	connected	to	my	gesture.	At	one	moment	discussed	previously,	when	

the	 accompanying	 texture	 divides	 8	 over	 3	 and	 the	 melodic	 material	 plays	

intricate	syncopations,	 I	said	to	the	ensemble	that	 if	 I	am	demonstrative	 in	any	

way	 that	 it	 will	 upset	 the	 group	 pulse.	 Such	 instrumental	 writing	 limits	 the	

traditional	use	of	 timing	 for	expressive	performance.	Poetics	was	an	expressive	

piece	 though,	 and	 having	 expert	 musicians	 in	 the	 ensemble	 allowed	 me	 to	

quickly	move	beyond	gesture	which	prioritised	ensemble	co-ordination	alone:	in	

comparison	to	the	Pinkbow	rehearsals	there	are	dramatically	fewer	occurrences	
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of	gesture	which	prioritise	only	ensemble.	Notable	is	that	at	the	beginning	of	the	

rehearsal	 cycle	 only	 2%	 of	 gesture	was	 of	 the	 sort	 that	 combines	 priorities	 of	

ensemble	and	shape/character	(with	a	greater	emphasis	on	shape/character).	By	

the	 fourth	 rehearsal	 the	 occurrence	 of	 this	 gesture	 had	 increased	 to	 21%.	

Although	 low,	 notable	 too	 is	 that	 there	 are	 occurrences	 of	 gesture	 which	

prioritise	 purely	 musical	 considerations:	 by	 this	 I	 mean	 that	 at	 times	 I	 used	

gesture	which	placed	 temporal	 coordination	 solely	within	 the	 collective	will	 of	

the	ensemble.	Comparing	all	gestural	priorities	 to	Pinkbow,	also	a	piece	of	new	

music,	 does	warrant	 speculation	 as	 to	whether	 the	way	 gesture	 is	 deployed	 is	

more	 influenced	 by	 the	 ensemble	 playing	 rather	 than	 the	 repertoire	 being	

played.		

	

The	same	too	can	be	said	when	making	comparisons	of	verbal	priorities	between	

Pinkbow	 and	 Poetics.	 In	 Poetics	 there	 are	 many	 fewer	 occurrences	 of	 verbal	

priorities	to	do	with	ensemble	and	orientation,	though	there	were	many	more	to	

do	 with	 pushing	 boundaries.	 Throughout	 the	 rehearsal	 cycle	 of	 Poetics	 I	

generally	 speak	 to	 the	 ensemble	 by	 way	 of	 making	 invitation	 rather	 than	

requests.	 This	 is	 a	 leadership	 style	 which	 aims	 to	 empower	 the	 musicians	 to	

contribute	with	 their	 imagination:	 if	 a	 conductor	 is	 too	direct	 the	effect	 can	be	

that	the	musicians	only	do	what	is	literally	asked	of	them.	Fewer	verbal	priorities	

were	 given	 whilst	 the	 ensemble	 were	 playing	 in	 Poetics,	 and	 there	 are	 fewer	

occurrences	of	singing	to	the	ensemble.	Interesting	to	note	is	that	the	amount	I	

affirm	or	encourage	the	ensemble	stays	very	similar,	though	the	amount	of	times	

that	 I	give	rehearsal	priorities	 in	Poetics	 is	3%	higher	 than	Pinkbow.	This	small	

shift	 in	 the	 content	 analysis	 is	 consistent	 with	 my	 sense	 that	 it	 was	 easier	 to	

diagnose	exactly	what	would	be	most	effective	 to	 say	when	rehearsing	Poetics.	

When	rehearsing	Pinkbow	I	often	had	to	allow	the	ensemble	to	repeat	passages	

so	 that	 on	 an	 individual	 level	 the	musicians	 could	 improve	 through	 their	 own	

sensibilities.	This	analysis	again	warrants	speculation	as	to	whether	the	greatest	

variable	is	the	ensemble	that	is	playing	any	given	piece	of	repertoire,	rather	than	

what	 genre	 the	 repertoire	 is,	 or	 whether	 it	 is	 known	 or	 unknown	 to	 the	

ensemble.		
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The	first	performance	of	Poetics	went	as	smoothly	–	and	more	so	than	any	other	

piece	in	the	study	–	as	we	had	rehearsed.	This	is	not	to	say	that	the	performance	

did	not	feel	any	less	eventful,	rather	that	the	ensemble	had	a	high	retention	rate	

of	work	done	in	rehearsal	and	performed	consistently	under	pressure.	As	I	have	

previously	noted,	 I	was	unable	to	find	a	 ‘window’	or	a	 ‘breach’	through	which	I	

could	prefigure	two	interpretations	of	Poetics	ahead	of	the	first	performance,	but	

unlike	Pinkbow,	I	did	not	have	time	to	reflect	on	where	multiple	interpretability	

lay	 between	 the	 performances.	 I	 was	 only	 able	 to	 fall	 upon	 my	 thesis	 of	

embracing	the	score	and	eventness	of	performance	as	being	of	equal	importance	

in	the	presentation	of	music	to	the	public.		

	

In	the	dress	rehearsal	before	the	second	performance	work	commenced	with	no	

sense	 of	 complacency.	 As	 was	 the	 case	 with	 ‘Dumbarton	 Oaks’	 there	 was	 a	

noticeably	 different	 presence	 to	 the	 ensemble	 sound	 and	 greater	 ease	 in	

ensemble	cohesion.	It	is	difficult	to	be	sure	from	the	recordings,	but	there	can	be	

heard	 a	 greater	 sense	 of	 purpose	 from	 the	 ensemble,	 for	 example	 the	 opening	

chords	of	F,	F	sharp	and	G	have	more	drilled	pungency	to	them.	At	several	points	

in	the	rehearsal	members	of	the	ensemble	and	I	identified	issues	or	contributed	

ideas	which	 I	 suggest	 reveal	what	 Stravinsky	 defined	 as	 a	 ‘loving	 care’	 for	 the	

music.	 The	 double	 bass	 player	 requested	 greater	 accuracy	 of	 rhythm	 from	 the	

whole	ensemble,	and	the	leader	asked	at	one	point	for	greater	clarity	in	my	beat.	

In	 one	 passage	with	 angular	melodic	material	 I	 asked	 the	 ensemble	 ‘is	 [there]	

something	 more	 singing	 within	 such	 awkwardness?	 Can	 we	 sing?’,	 and	 at	

another	 I	 suggested	 that	 ‘when	we’re	out	of	 the	 tension	of	 the	 sixes	 and	we’re	

just	playing	semiquavers	I	think	if	we	can	we	should	want	to	release	the	tempo	a	

little	bit.’	Both	requests	are	examples	of	inviting	the	players	to	a	different	point	

on	the	horizon,	rather	than	directing	them	to	 it.	One	comment	from	the	flautist	

also	 revealed	 a	 concern	 as	 to	 how	 her	 accurate	 playing	 of	 the	 notation	might	

actually	sound	wrong,	she	said	‘can	I	request	that	we	all	hold	the	crotchet	in	bar	

43	for	its	full	length,	because	it’s	a	bit	embarrassing	if	some	of	us	are	doing	a	big	

crescendo	and	others	are	[cutting	off	too	soon].’		
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I	reported	in	the	practice	journal	that	in	the	second	performance	

	
I	 felt	more	connected	to	the	slow	music,	 in	that	I	was	able…	to	enjoy	[it]	

more.	 The	 leader	 and	 cellist	 were	 working	 on	 extended	 solo	 sections	

together	 right	up	until	 the	 final	moment.	 I	 do	 recall	 having	 a	 very	 close	

connection	with	 all	 the	players	 through	my	eyes,	 eye	 contact	was	made	

like	 clockwork	 always	 a	 few	 beats	 before	 each	 player’s	 entry.	 John	was	

particularly	enthusiastic	about	how	the…	performance	had	a	togetherness	

and	 energy,	 such	 vague	 commentary	 is	 all	 that	 can	 be	 articulated	

independent	 of	 actually	 listening	 to	 both	 performances…	 John’s	

introduction	 did	 galvanize	 something	 of	 how	 the	 orchestra	 understood	

the	piece.		

	
In	the	second	performance	of	Poetics	the	players	and	I	led	from	within	our	own	

practice	 a	 desire	 to	 do	 better	 on	 all	 occasions.	 We	 were	 always	 aiming	 at	 a	

disappearing	 point	 on	 the	 horizon,	 indeed	 the	 players	 extended	 the	 rehearsal	

beyond	the	point	 I	allowed	for	a	break	to	rest	ahead	of	 the	concert.	Part	of	 the	

way	in	which	‘loving	care’	manifested	itself	could	also	be	said	to	be	a	result	of	the	

performers’	concern	for	their	reputation.	As	Gritten	has	written,	 ‘the	performer	

must	“love”	 the	work	she	 is	performing,	and	must	not	only	be	prepared	to	sign	

the	 performing	 as	 hers	 but	 do	 so	 publically	 and	 explicitly.’118		 The	 ‘loving	 care’	

which	 went	 into	 the	 performance	 of	 Poetics	 could	 equally	 be	 about	 the	

performers’	 own	 practice	 as	 it	 could	 be	 about	 Poetics	 itself.	 I	 have	 discussed	

previously	how	practice	can	become	routined,	and	how	a	defining	feature	of	the	

ethos	of	multiple	 interpretability	 is	 the	avoidance	of	 routine.	 In	 this	case	study	

multiple	interpretability	emerged	even	though	I	had	not	prefigured	it.	In	addition	

to	 the	 influence	 of	 eventness,	 it	 is	 possible	 to	 attribute	 differences	 in	 the	

performances	of	Poetics		 to	the	 ‘loving	care’	that	the	performers	invested	in	the	

music	and	their	own	practice.	The	ethos	of	multiple	interpretability	was	also	not	

deterred	 by	 being	 placed	 within	 the	 ecology	 of	 a	 composer-performer	

collaboration.	As	Small	has	written:	
                                                
118	(Gritten	2005,	150)	
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Simply	because	the	artist	sets	his	own	goals	and	works	with	his	whole	self	

–	 reason,	 intuition,	 the	 most	 ruthless	 self-criticism	 and	 realistic	

assessment	 of	 a	 situation,	 freely,	without	 external	 compulsion	 and	with	

love	–	art	 is	a	model	 for	what	work	could	be	were	 it	 freely	and	 lovingly	

undertaken	 rather	 than,	 as	 it	 is	 for	most	 today,	 forced,	monotonous	and	

boring.119	

Analysis	of	Sonic	Visualiser	tempo	graph		
	
It	was	a	considerable	challenge	to	verify	the	accuracy	of	the	graph	to	draw	any	

sense	of	how	in	concrete	terms	the	temporal	flow	of	each	performance	differed	

from	 the	 other.	 The	 challenge	 was	 that	 the	 results	 were	 somewhat	 counter-

intuitive.	The	first	performance	was	considerably	faster	than	the	second,	though	

appears	 to	 track	 slower	 on	 the	 graph	 than	 the	 second	 performance.	 The	

explanation	 is	 that	 on	 close	 inspection,	 the	 tempo	 regions	 of	 the	 first	

performance	were	more	compressed	than	the	second	performance.	The	second	

performance	is	slightly	faster	in	the	fast	music,	and	somewhat	slower	in	the	slow	

music.	 Because	 the	 tempi	 of	 the	 first	 performance	 are	 more	 consistently	

maintained	 it	 clocks	 in	 on	 the	whole	 faster	 than	 the	 second	performance.	 This	

trend	 of	 second	 performances	 having	 greater	 flexibility	 of	 tempo	 has	 been	

consistently	demonstrated	across	all	of	the	case	studies.	

                                                
119	(Small	1996,	5)	
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This	 study	 took	 place	 at	 a	 time	 in	 which	 the	 role	 of	 the	 conductor	 is	 being	

questioned	 and	 redefined.1	Studies	 that	 investigate	 group	 music	 making	 have	

exposed	the	many	ways	in	which	creativity	 is	distributed	among	those	present,	

and	how	the	very	nature	of	that	creativity	is	individually	and	collectively	shaped	

by	 social	 and	 cultural	 factors.	 Many	 studies	 have	 also	 shown	 how	 musicians	

manage	to	play	together	and	keep	time	with	each	other.	Within	such	studies	the	

conductor’s	role	within	the	complex	ecology	of	ensemble	performance	has	been	

under-represented.		I	have	suggested,	like	many	others,	that	what	we	value	most	

about	musical	works	specified	by	scores	is	that	their	content	is	incomplete,	and	

never	 fully	 realised	 by	 a	 single	 instantiation	 in	 performance.	 Music,	 in	 Cook’s	

words		

	

	…brings	people	to	work	in	close	collaboration,	and	[we	value]	the	way	in	

which	musical	 scores	 choreograph	 this	 collaboration.	 The	way	 in	which	

scores	 do	 this	 is	 by	 leaving	 so	 much	 out…	 one	 of	 the	 reasons	 we	

[repeatedly	listen	to	notated	music]	even	when	we	know	it	backwards	is	

because	we’re	hearing	the	real	time	negotiation	of	human	relationships.’2		

	

The	 conductor	 is	 as	 much	 a	 part	 of	 that	 real	 time	 negotiation	 of	 human	

relationships	 as	 any	 other	 musician	 in	 an	 ensemble.	 I	 have	 argued	 that	 a	

conductor	should	embrace	the	possible	diverse	readings	of	any	given	score,	and	

that	 they	 can	 do	 so	 at	 any	 stage	 of	 the	 interpretive	 cycle	 of	 preparation,	

rehearsal,	 performance	 and	 reflection.	 The	 practice	 of	 this	 study	 has	 moved	

towards	 understanding	 what	 is	 happening	 within	 the	 interpretive	 cycle	 of	

                                                
1	See	page	42	and	157	and	Cottrell	(2017)	
2	(Cook	2013b)	
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conducted	 ensemble	 performance,	 and	 what	 factors	 the	 conductor	 can	

deliberately	or	inadvertently	influence	in	the	pursuit	of	diverse	readings.		

	
Following	 Davies’	 article	 ‘The	 Multiple	 Interpretability	 of	 Musical	 Works’,	3	in	

which	Davies	suggests	 that	 it	 is	customary	to	assume	there	 is	no	single	correct	

‘interpretation	in	performance…	of	musical	works	specified	by	scores’,	I	have	in	

this	 study	 worked	 towards	 understanding	 the	 multiple	 interpretability	 of	 the	

score	 as	 an	 ethos.	 	By	 this	 I	 suggest	 that	 multiple	 interpretability	 can	 be	 the	

‘animating	 principle,	 motivating	 force,	 disposition,	 rationale,	 code,	 morality,	

attitude	and	belief’4	of	the	practice	of	a	conductor.	When	practising	interpretive	

multiplism	 a	 conductor	 seeks	 to	 locate	 the	 music	 inside	 themselves	 or	 put	

themselves	 into	 the	 music;	 they	 embrace	 the	 score	 and	 the	 eventness	 of	

performance	 as	 being	 of	 equal	 importance;	 they	 try	 to	 prefigure	 differing	

interpretations	 when	 they	 can;	 and	 most	 importantly,	 they	 work	 with	 the	

musicians	that	are	in	front	of	them.		

	

At	all	points	in	the	study	there	has	been	an	oscillation	between	the	two	principal	

engines	of	the	research	methodology,	those	being	artistic	practice	and	text-based	

research.	But	the	study	has	been	led	by	the	artistic	practice	–	to	understand	the	

ethos	 of	 multiple	 interpretability,	 it	 had	 first	 and	 foremost	 to	 be	 something	

which	 I	 could	 incorporate	 into	my	 practice	 as	 a	 conductor.	 The	 following	 is	 a	

summary	 of	 how	 my	 understanding	 of	 the	 ethos	 of	 multiple	 interpretability	

evolved	through	the	five	case	studies	and	how	I	practised	towards	answers:	

	

1. In	preparing	for	the	performances	of	Leonore	I	launched	into	the	research	

enquiries	 with	 the	 assumption	 that	 I	 could	 conduct	 differing	

interpretations	 if	 I	 translated	 extramusical	 narratives	 into	 aspects	 of	

orchestral	 sound	 that	 I	 knew	 I	 could	 shape	with	 gesture.	 I	was	 seeking	

multiple	interpretability	of	the	score	as	something	which	was	more	than	

changes	 in	 cosmetic	 detail,	 more	 than	 variations	 in	 combinatorial	

                                                
3	(Davies	2003)	
4	These	are	synonyms	listed	in	Waite	(2009,	292)	
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emergence	 and	 more	 than	 biological	 variability.	 	 I	 became	 sure	 that	 I	

would	 need	 to	 have	 Leonore	 memorised	 to	 sense	 the	 shape	 of	 two	

differing	interpretations;	I	called	the	way	in	which	the	music	came	to	rest	

in	 my	 memory	 as	 having	 a	 ‘synoptic	 view’	 of	 the	 music.	 I	 later	

reconsidered	 this	 requirement	 for	 memorisation,	 though	 the	 idea	 of	

having	 a	 synoptic	 view	 of	 the	music	 stayed	with	me	 throughout	 all	 the	

case	 studies.	 Throughout	 both	 rehearsal	 cycles	 of	 Leonore	 I	 earnestly	

worked	towards	realising	performances	based	on	the	‘voices’	of	Leonore	

and	 Florestan,	 though	 the	 prefigured	 shape	 of	 these	 two	 performances	

were	 not	 stable	 nor	 hermetically	 sealed:	 interpretive	 plans	 that	 were	

meant	 to	 be	 realised	 in	 one	 particular	 performance	 emerged	

unexpectedly	 in	 the	 other	 performance	 and	 vice	 versa.	 	 This	 said,	 there	

were	 clear	 differences	 between	 the	 two	 performances	 and	 the	 content	

analysis	 pointed	 towards	 these	 differences	 being	 in	 part	 motivated	 by	

changes	in	my	gesture	rather	than	anything	I	said	to	the	orchestra.		

	

The	critical	outcome	of	the	Leonore	performances	which	I	carried	forward	

to	the	next	case	study	was	an	embryonic	idea	of	aiming	to	enter	a	state	of	

‘trustful	 forgetting’	 in	 performance,	 making	 performance	 not	 the	

enactment	 of	 a	 script	 but	 rather	 a	 series	 of	 naturally	 occurring	 organic	

actions.	 In	 arriving	 at	 this	 point	 I	 recognised	 that	 something	 in	 the	

process	 of	 turning	 my	 practice	 into	 research	 was	 ‘short-circuiting’	 the	

artist	in	me:	I	had	before	starting	any	practice	for	the	study	settled	on	the	

importance	 of	 eventness	 in	 performance,	 but	 turning	 my	 practice	 into	

research	 had	 nonetheless	 resulted	 in	 adopting	 performance	 plans	 that	

were	 inhibiting	 spontaneous	 and	 flexible	 performance.	 These	 ideas	

formed	the	basis	from	which	I	proceeded	with	the	second	case	study.	

	

2. In	 the	 performances	 of	Pinkbow	I	 had	 to	 grapple	with	 how	 the	 ethos	 of	

multiple	 interpretability,	 as	 I	understood	 it	 at	 that	point,	worked	with	a	

piece	of	unknown	and	new	repertoire.	I	was	unable	to	prefigure	differing	

interpretations	of	the	piece	prior	to	the	rehearsal	process	commencing,	so	
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the	ensemble	sound	was	very	influential	in	the	way	the	piece	came	to	rest	

in	my	inner	ear	and	memory.	The	first	performance	of	Pinkbow	might	be	

described	by	Davies	as	a	‘thin’5	interpretation.	Given	time	to	reflect	on	the	

first	performance	I	came	to	recognise	that	the	multiple	interpretability	of	

the	 score	 lay	 in	 the	 ‘temporal	 unfolding’	 and	 the	 way	 that	 I	 could	

‘emphatically	take	control	of	time’6	in	the	piece:	at	the	time	I	was	unaware	

that	 I	 would	 later	 describe	 this	 aspect	 of	 performance	 as	 the	 ‘veins’	 in	

which	 multiple	 interpretability	 runs.	 The	 evidence	 of	 my	 conservatoire	

education	and	its	associated	dogma	came	to	the	fore	when	I	rationalised	

my	playing	with	the	temporal	unfolding	of	Pinkbow	as	being	‘permissible’	

because	the	composer	had	given	extramusical	ideas	which	allowed	it.	The	

second	performance	of	Pinkbow	was	dramatically	different	from	the	first,	

with	 the	 differences	most	 apparent	 in	 the	 first	 rehearsal	 of	 the	 second	

rehearsal	cycle	–	 I	reflected	that	 the	music	had	 ‘incubated’	 inside	myself	

and	 the	 players.	 The	 second	 performance	 was	 much	 ‘thicker’	 than	 the	

first,	which	prompted	me	to	consider	to	what	extent	my	investigation	of	

the	multiple	 interpretability	 of	 the	 score	was	 simply	 an	 investigation	 of	

how	interpretation	develops	through	repeated	performance.		

	

In	 Pinkbow	 I	 recognised	 that	 the	 process	 of	 learning	 a	 new	 piece	 is	

nonsequential:	one	does	not	move	in	a	straight	line	from	not	knowing	the	

piece	to	knowing	the	piece.	Critical	moments	within	the	project	 lifecycle	

of	 premiering	 a	 new	 piece	 –	 such	 as	 actually	 performing	 the	 piece,	 or	

hearing	the	composer	introduce	the	piece	in	the	concert,	or	reflecting	on	

the	work	in	rehearsals	–	seem	to	constantly	renew	the	process	of	moving	

                                                
5	‘A	performance	is	replete	with	sound.	Some	of	this	sonic	filigree	is	distinctive	to	
the	particular	performance;	other	detail	belongs	(predictively)	to	the	work	and	
will	be	common	to	accurate	performances	of	it.	I	call	musical	works	“thick”	or	
“thin”	depending	on	how	much	of	the	performance’s	detail	is	constitutive	of	the	
piece.	The	less	the	minutiae	of	an	accurate	rendition	are	work	identifying,	the	
thinner	is	the	work	and	the	more	indefinite	it	is.	The	more	the	detail	of	the	
performance	belongs	essentially	to	the	piece,	the	thicker	and	more	definite	it	is.’	
(Davies	2003,	251)			
6	(Hovland	2015)	
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towards	knowing	 the	piece,	 albeit	 from	different	vantage	points.	 Indeed	

the	microcosm	of	learning	a	new	piece,	the	way	in	which	new	information	

sediments	 over	 the	 top	 of	 the	 score	 as	 a	 textual	 artefact	 is	 no	 different	

from	 the	way	 core	 repertoire	 builds	 up	 layers	 of	 textual	 sedimentation,	

albeit	 that	 such	 processes	 of	 sedimentation	 happen	 on	 a	 macrocosmic	

level	with	music	that	is	canonised.		

	

The	outcome	of	 the	Pinkbow	performances	 that	 I	 carried	 forward	 in	 the	

study	 was	 an	 understanding	 of	 how	 learning	 a	 new	 piece	 is	 a	

collaborative	 activity	 with	 the	 ensemble:	 the	 performances	 were	 an	

example	of	distributed	creativity.	 	 I	described	 that	 the	performances	we	

gave	of	Pinkbow	were	interpretations	that	had	been	‘worked	out’,	much	in	

the	 way	 that	 chamber	 music	 might	 be.	 The	 second	 performance	 also	

benefited	 from	 having	 incubation	 time,	 time	 in	which	 the	 players	 and	 I	

unconsciously	 allowed	 the	music	 to	 settle	 and	order	 in	our	minds.	 Such	

processes	were	undoubtedly	at	work	in	Leonore	too,	but	in	Pinkbow	they	

became	 a	 defining	 feature:	 multiple	 interpretability	 was	 an	 emergent	

property	 of	 repeated	 performance.	 How	 to	 harness	 the	 force	 of	

collaboration	when	seeking	multiple	interpretations	of	the	score	became	

a	preoccupation	for	me.		

	

3. The	performances	of	Symphony	were	in	many	ways	the	litmus	test	of	how	

the	ethos	of	multiple	interpretability	could	gain	traction	in	my	practice	as	

a	 conductor.	 The	 piece	 perhaps	 more	 than	 any	 other	 in	 the	 repertoire	

exemplifies	 how	 we	 can	 draw	 so	 many	 diverse	 readings	 from	 a	 single	

score.	 There	 was	 no	 problem	 in	 prefiguring	multiple	 interpretations	 of	

the	 piece,	 but	 it	 was	 very	 challenging	 to	 single	 out	 two	 possible	

interpretations	(from	the	many	which	could	be	conceived)	and	articulate	

them	 in	 literary	 or	 conceptual	 terms	 in	 a	 way	 which	 I	 felt	 would	

meaningfully	shape	the	 two	different	performances.	The	 issue	 is	 that,	as	

Cone	 describes,	 no	 single	 performance	 can	 ever	 do	 a	 piece	 justice:	

sometimes	all	we	can	do	is	accept	that	there	will	be	other	performances.	
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Kierkegaard	 famously	 suggested	 that	 life	 can	 only	 be	 understood	

backwards,	 though	 it	 must	 be	 lived	 forwards.	 My	 approach	 to	 the	 first	

performance	 of	 Beethoven	was	 to	 be	 present	 on	 the	 podium	 and	make	

music	with	the	orchestra.	I	did	not	disregard	the	fact	that	I	was	seeking	to	

understand	the	multiple	interpretability	of	the	score,	indeed	I	carried	the	

ethos	 of	 multiple	 interpretability	 as	 I	 had	 come	 to	 understand	 it	 deep	

within	 me,	 though	 I	 also	 recognised	 that	 I	 would	 only	 be	 able	 to	

understand	what	had	happened	in	the	practice	on	reflection.	

	

The	 first	 rehearsal	 cycle	 and	 performance	 of	 Symphony	 was	 full	 of	

tensions	 and	 contradictions	 not	 felt	 before	 in	 the	 study.	 Here	 was	 this	

piece	which	we	all	know	in	many	diverse	readings,	yet	in	my	own	practice	

I	seemed	to	be	constantly	 ‘fixing’	 interpretive	intent.	Whether	 it	was	the	

length	 of	 pauses,	 phrase	 points,	 balance,	 or	 the	 tempi	 of	 technical	

passages,	the	whole	rehearsal	process	was	characterised	by	a	‘jettisoning’	

of	 interpretive	possibilities.	 I	 seemed	to	be	very	clear	on	what	 I	wanted,	

but	this	was	defined	when	I	was	presented	with	what	I	didn’t	want.	As	the	

performance	 approached	 I	 felt	 a	 distinct	 transition	 into	 a	 mode	 of	

knowing	that	was	based	on	will	and	feeling	rather	than	intellect	alone:	 I	

allowed	 myself	 to	 transition	 to	 a	 place	 of	 ‘trustful	 forgetting’	 in	 the	

knowledge	that	the	music	was	located	inside	my	body.			

	

The	 feeling	 of	 eventness	 in	 the	 first	 performance	 of	 Symphony	 was	

pronounced:	 the	 ensemble	 transcended	 its	 facticity	 to	 a	 greater	 extent	

than	 any	 other	 performance	 in	 the	 study.	 This	 created	 a	 problem:	 how	

was	I	to	find	again	within	the	ensemble	such	depths	of	commitment	for	a	

second	performance?	I	had	hit	the	juncture	at	which	the	ethos	of	multiple	

interpretability	 most	 readily	 defines	 itself	 and	 reveals	 its	 value.	 I	 was	

concerned	 that	 in	 the	 second	 performance	 we	 would	 either	 slip	 into	 a	

complacent	routine,	or	whip	ourselves	 into	a	 frenzy	which	distorted	 the	

music.	 It	 was	 necessary	 to	 imagine	 Symphony	 again,	 to	 pick	 up	 from	

where	 we	 left	 off	 towards	 a	 new	 point	 on	 the	 horizon.	 The	 second	
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performance	 was	 not	 dramatically	 different	 from	 the	 first;	 indeed,	 the	

similarities	 between	 the	 two	 performances	 reveal	 that	 once	 an	

interpretive	possibility	has	been	jettisoned,	it	is	difficult	to	retrieve.	There	

were	differences	though,	both	localised	and	long	term,	and	these	could	be	

traced	to	currents	of	 the	performance	event,	such	as	simply	playing	 in	a	

distinctly	 different	 acoustic	 to	 that	 which	 we	 were	 used	 to.	 Most	

importantly,	the	second	performance	was	not	routine,	nor	was	it	simply	a	

frenzied	repeat	of	the	first	performance.		

	

4. If	the	performances	of	Symphony	were	the	litmus	test	of	how	the	ethos	of	

multiple	interpretability	could	gain	traction	in	my	practice	as	a	conductor,	

then	the	performances	of	Stravinsky’s	 ‘Dumbarton	Oaks’	were	the	litmus	

test	 as	 to	 whether	 the	 ethos	 could	 be	 applied	 within	 the	 confines	 of	

twentieth-century	 performance	practice.	 It	 is	 not	 difficult	 to	 interrogate	

Stravinsky’s	widely	 cited	polemical	 comments	 about	 interpretation.	 The	

contradictions	in	the	documentation	that	surround	his	music	create	a	rich	

ambiguity	which	could	be	exploited	to	rationalise	nearly	any	interpretive	

decisions.	In	the	case	of	‘Dumbarton	Oaks’	it	was	not	necessary	to	use	any	

such	 dubious	 procedures	 to	 prefigure	 two	 differing	 interpretations.	

Having	 learnt	 from	 the	 first	 three	 case	 studies	 what	 had	 and	 hadn’t	

worked	 in	 seeking	multiple	 interpretations	 of	 the	 score,	 I	 hypothesised	

that	 if	 I	 implemented	 a	 high-level	 concept	 about	 each	 performance,	 I	

might	 be	 able	 to	 trace	 more	 closely	 the	 route	 from	 prefigurement	 to	

performance.		I	needed	a	high-level	concept	that	would	allow	the	players	

to	fill	in	the	sonic	filigree	themselves:	the	concept	needed	to	appeal	to	the	

possibilities	of	multiple	interpretability	that	lay	latent	in	the	players.			

	

Immersing	 myself	 in	 the	 literature,	 I	 learned	 that	 Bakhtinian	 double-

voicing	is	widely	discussed	in	relation	to	Stravinsky’s	music,	and	I	began	

to	hear	in	my	inner	ear	two	distinct	interpretations	of	‘Dumbarton	Oaks’:	

one	that	was	typically	Stravinskian,	the	other	that	was	the	sound	of	Bach	

through	the	lens	of	Stravinsky.	The	idea	appealed	to	me	because	nearly	all	
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players	 today	 can	 turn	 on	 some	 sort	 of	 baroque	 performance	 practice,	

almost	like	a	switch.7	In	my	Bachian	Stravinsky	I	was	not	after	gut	strings	

and	faster	bow	speed,	rather	I	was	after	the	sense	of	 linear	progression,	

the	 sense	 of	 hierarchy	 within	 the	 phrase	 which	 baroque	 performance	

practice	 so	beautifully	 captures.	 I	 could	 (and	 still	 can)	hear	 Stravinsky’s	

concerto	played	with	a	sense	of	the	dance.	I	can	still	clearly	imagine	these	

two	 different	 performances,	 though	 realising	 them	 in	 consecutive	

performances	was	not	straightforward.		

	

I	spent	much	time	thinking	about	how	I	might	use	every	gestural	resource	

available	 to	me	 to	 influence	 the	 shape	 of	 the	 interpretations,	 though	 as	

soon	 as	 I	 had	 contact	 with	 the	 players	 what	 I	 had	 planned	 seemed	 to	

become	a	cache	 from	which	 I	 spontaneously	adapted	and	reacted	 to	 the	

ensemble.	 The	 hermetic	 seal	 between	 the	 two	 interpretations	 as	 I	 had	

prefigured	them	broke	very	early	on	in	the	rehearsal	process	and,	as	was	

the	 case	 with	 Leonore,	what	 had	 been	 intended	 for	 one	 performance	

ended	up	sounding	in	the	other,	and	vice	versa.		A	significant	influence	on	

the	 nature	 of	 the	 interpretation	 that	 we	 worked	 on	 for	 the	 first	

performance	was	 the	working	practices	 of	 several	 of	 the	 expert	 players	

involved:	 their	 skill	 at	 retaining	 rehearsed	 detail	 as	 well	 as	 their	

insistence	 on	 managing	 the	 risk	 of	 the	 performance	 meant	 that	 the	

‘jettisoning’	of	interpretive	possibilities	was	very	rapid.	Added	to	this	was	

their	 enormous	 individual	 musical	 personalities	 which	 needed	 to	 be	

unified	with	 the	 student	musicians	who	were	 playing	 beside	 them.	 The	

process	 of	 establishing	 the	 interpretation	 in	 the	 rehearsal	 was	 one	 of	

convergence:	 tempi,	 balance,	 gradations	 of	 dynamics	 and	 articulation	

were	all	in	a	sense	the	net	result	of	each	individual’s	contribution.		That	is	

not	to	say	that	I	simply	followed	the	orchestra	and	accepted	everything	as	

                                                
7	The	value	of	such	a	‘switch’	is	widely	disputed,	there	are	many	criticisms	
levelled	at	musicians	who	play	in	a	historically	informed	way	without	fully	
grasping	an	awareness	of	the	style.		
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read,	but	rather	that	the	offering	of	their	sound	fused	with	the	sound	that	

I	had	prefigured.		

	

The	 greatest	 surprise	 came	 from	 the	 eventness	 of	 each	 performance.	

‘Dumbarton	Oaks’	is	 not	 the	 hardest	 piece	 in	 the	 repertoire,	 but	 it	 does	

not	play	 itself	either.	 	Problems	with	 the	acoustic	 in	 the	hall	marred	the	

ensemble	 cohesion	 in	 the	 first	 performance	 and	 as	 a	 result	 I	 conducted	

very	demonstratively.	A	slightly	 ‘drilled’	quality	 is	heard	 in	 the	sound	of	

the	ensemble:	one	can	hear	deliberate	reading	of	rhythms	too,	but	this	is	

not	a	result	of	instating	a	performance	aesthetic,	it	is	rather	the	sound	of	

the	 ensemble	 trying	 to	 stick	 together.	 I	 used	what	 rehearsal	 time	 there	

was	before	the	second	performance	to	invite	the	players	to	see	the	piece	

as	 being	 in	 some	 way	 more	 Bachian,	 even	 though	 the	 idea	 had	 been	

suggested	 previously.	 I	 also	 slowed	 the	 tempo	 down	 and	 urged	 the	

ensemble	 not	 to	 rush.	 Fortuitously	 the	 acoustic	 was	 very	 clear,	 which	

allowed	the	ensemble	to	listen	to	the	dialogue.	The	sound	of	the	ensemble	

did	 indeed	 have	 some	 of	 the	 qualities	 that	 I	 had	 hoped	 to	 find	 in	 the	

second	performance,	and	 I	 felt	 that	 this	was	partly	because	of	 the	way	 I	

managed	the	performance	ingredients.	

	

5. The	 final	 case	 study	 was	 Poetics	 by	 John	 De	 Simone.	 Poetics	 was	

performed	 in	 the	 same	 concerts	 by	 the	 same	 ensemble	 as	 ‘Dumbarton	

Oaks’,	and	thus	the	performances	were	also	on	consecutive	days.	However	

unlike	 with	 ‘Dumbarton	 Oaks’,	 there	 were	 no	 prefigured	 interpretive	

plans	 for	Poetics.	As	was	 the	 case	with	Pinkbow,	it	was	necessary	 to	 see	

through	 at	 least	 the	 first	 performance	 before	 I	 could	 conceive	with	 any	

artistic	integrity	the	shape	of	a	differing	performance.	The	place	of	Poetics	

in	 the	 study	was	also	unique	as	it	was	composed	 through	a	 commission	

process	which	could	be	described	as	a	creative	collaboration.	If	the	ethos	

of	 multiple	 interpretability	 is	 an	 alternative	 to	 the	 adage	 that	 all	 the	

performer	need	do	is	play	the	piece	the	way	the	composer	intended,	then	
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including	Poetics	 in	 the	 study	was	a	 test	 to	how	compatible	 the	ethos	 is	

with	the	culture	of	composer-performer	collaboration.	

	

In	approaching	the	performances	of	Poetics	I	carried	with	me	a	number	of	

the	 existential	 thoughts	 that	 I	 had	 applied	 to	 the	 performances	 of	

Symphony,	as	well	as	by	this	point	a	well-defined	sense	of	what	practising	

the	 ethos	 of	 multiple	 interpretability	 was.	 I	 had	 come	 to	 trust	 that	 the	

practice	would	 reveal	 insights	 useful	 to	making	music	 as	 well	 as	 doing	

research.	 Working	 with	 fine	 musicians	 towards	 a	 premiere	 is	 also	 my	

comfort	zone:	I	know	where	my	skills	lie	in	such	an	environment.	Though	

I	had	not	prefigured	differing	interpretations,	I	was	well	acquainted	with	

the	 score	 and	 the	 musical	 language	 of	 the	 piece.	 I	 ran	 the	 rehearsals	

collaboratively	with	 the	 ensemble,	 that	 is	 to	 say	 that	 at	 all	 times	 I	 was	

only	directive	when	not	being	so	would	have	wasted	rehearsal	 time	and	

had	detrimental	musical	 results.	What	 emerged	out	 of	 the	 collaboration	

was	 the	 ‘loving	 care’	 with	 which	 the	 musicians	 and	 I	 went	 about	

performing	 John’s	 piece:	 it	 did	 not	 matter	 whether	 ‘loving	 care’	 was	

directed	at	the	musicians’	own	practice,	 John’s	music,	or	both.	What	was	

important	was	 that	 through	performance	 the	 interpretation	of	 the	piece	

continually	 renewed.	 	 The	 differences	 between	 the	 two	 performances	

were	subtle:	they	were	the	‘acting’	elements	of	pacing,	energy	and	tempo.	

I	 described	 in	 the	 exegesis	 that	 these	 elements	 are	 the	 veins	 through	

which	the	ethos	of	multiple	interpretability	flows.		

Discussion	and	conclusions	
	
The	summary	demonstrates	that	the	order	of	the	case	studies	had	an	ineluctable	

cumulative	effect:	each	consecutive	case	study	came	closer	to	understanding	the	

research	 enquiries.	 The	 tacit	 hypothesis	 within	 the	 research	 enquiries,	 the	

problem	 that	 was	 openly	 ‘tested’	 by	 the	 design	 of	 study,	 was	 driven	 by	 the	

assumption	 that	 the	 changes	 in	 interpretations	 between	 consecutive	

performances	 of	 the	 same	 score	 by	 the	 same	 ensemble	 and	 same	 conductor	

could	be	causally	related	to	the	work	of	the	conductor.	It	was	hypothesised	that	
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the	 extent	 to	 which	 multiple	 interpretations	 of	 the	 same	 score	 can	 be	

consistently	 realised	would	be	most	contingent	on	 the	composer	and	period	of	

any	 given	 score.	 	 	 By	 extension	 it	 was	 hypothesised	 that	 the	 conductor’s	

preparation	and	use	of	gestural	and	verbal	communication	would	have	a	direct	

correlation	to	any	said	differences	in	interpretations.	This	was	all	driven	by	my	

having	witnessed	Neeme	Järvi	conduct	two	dramatically	different	interpretations	

of	Beethoven’s	Symphony	No.	5,	in	which	I	had	attributed	the	‘authorship’	of	the	

interpretation	to	him.	This	study	has	deeply	problematized	the	simplicity	of	such	

a	notion.			By	the	time	the	performances	of	Symphony	occurred	in	my	own	study	I	

had	learnt	that	scripting	a	performance	and	trying	to	enact	an	interpretation	was	

a	 dubious	 procedure.	 This	 said,	 I	maintained	 an	 artistic	 sensibility	 that	what	 I	

sought	 to	define	and	practise	as	multiple	 interpretability	was	something	 that	a	

conductor	could	predetermine.	By	this	I	mean	that	I	wanted	to	explore	what	it	is	

that	 a	 conductor	 can	 do	 that	 is	 beyond	 leaving	 matters	 of	 interpretation	 to	

entirely	‘real-time	within-performance	decision	making.'8			

	

Andris	Nelsons	recently	commented	that	

	

years	ago	I	conducted	like,	‘I	want	you	to	play	this,	and	I	want	you	to	play	

this,’	because	of	my	ego.		That	way	doesn’t	work,	and	 I	 think	 it’s	 just	an	

absolutely	 wrong	 way	 for	 expressing	 honestly	 and	 deeply	 what	 the	

composer	wants	to	express.9	

	

I	would	not	 say	 like	Nelsons	 that	 it	was	my	ego	which	 led	me	 to	believe	 that	 I	

could	 script	 changes	 of	 interpretation	 between	 performances,	 but	 rather	 an	

innocent	 naivety.	 	 Having	 pursued	 a	 study	 such	 as	 this	 as	 artist-researcher	

allowed	me	to	grow	in	wisdom	and	develop	high-level	skills	in	a	specific	domain.	

Though	the	study	articulated	and	developed	various	aspects	of	tacit	knowledge,	I	

was	 not	 always	 able	 to	 fully	 keep	 abreast	 of	 articulating	 the	way	 in	which	my	

actual	 musical	 and	 technical	 practice	 as	 a	 conductor	 developed.	 Between	 the	

                                                
8	(Dolan	et	al.	2013,	3)	
9	(Nelsons	2016)	
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beginning	 and	 end	 of	 the	 study	 I	 came	 to	 feel	 by	 comparison	 much	 more	

connected	to	the	formation	of	ensemble	sound,	I	also	came	to	feel	simultaneously	

more	sure	of	what	 I	wanted	 to	hear	yet	more	 flexible	 to	 incorporate	and	unify	

differing	approaches	from	within	the	ensembles.	One	key	realisation	within	the	

study	was	 that	when	working	with	 expert	musicians	 changes	 in	 interpretation	

cannot	be	made	by	changing	beating	patterns	dramatically:	expert	musicians	are	

more	 likely	 to	demand	a	consistent	approach	 from	the	podium	which	does	not	

undermine	their	own	playing.	

	

The	 greatest	 visual	 change	 in	my	 conducting	 can	be	 seen	when	 comparing	 the	

performances	 of	Leonore	to	Symphony.	 I	 approached	 every	 bar	 of	 the	music	 in	

Leonore	with	what	 I	 can	now	see	was	predetermined	gesture.	 I	did	not	do	 that	

with	Symphony,	rather	I	seemed	to	be	highly	reactive	to	the	orchestra.	This	result	

in	part	from	a	need	to	be	able	to	‘service’	parts	of	the	orchestral	sound,	but	also	

reflected	 that	 combinatorial	 emergence	 of	 Symphony	 in	 no	 way	 lends	 itself	 to	

predetermined	 routine.	Within	 one	 period,	 indeed	 the	music	 of	 one	 composer,	

there	was	no	single	prevailing	use	of	gesture.	The	variable	could	of	course	be	the	

difference	 between	 conducting	 a	 relatively	 short	 overture	 in	 comparison	 to	 a	

longer	 symphony,	 but	 it	 is	 much	 more	 likely	 that	 the	 variable	 was	 me,	 my	

development,	 and	my	 approach	 to	 conducting.	 The	 way	 in	 which	 gesture	 was	

deployed	 in	 the	 two	 pieces	 of	 new	 music	 composed	 for	 the	 study	 was	 also	

divergent:	 it	 is	clear	that	the	variable	was	the	constitution	of	the	ensemble	that	

was	playing	each	piece	and	 their	 level	of	expertise,	 as	opposed	 to	any	 features	

both	pieces	shared	(such	as	being	new	and	unknown).		

	

To	summarise,	there	was	no	discernible	pattern	in	the	way	in	which	I	gesturally	

and	verbally	communicated	to	the	ensembles	that	could	be	directly	linked	to	the	

genre	 and	 period	 of	 music	 being	 performed.	 As	 Clarke	 and	 Doffman	 have	

suggested,	 ‘perhaps	 the	 differences	 between	 playing	 Ferneyhough	 and	 Franck	

are	no	more	than	the	differences	between	playing	Bach	and	Brahms:	performers	

are	 expected	 to	 approach	 the	music	 of	 different	historical	 periods	 and	musical	

traditions	in	different	ways,	and	the	expressive	approach	to	contemporary	music	
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is	 simply	 another	 aspect	 of	 that	 overarching	 principle	 of	 stylistic	 sensitivity.’10		

Rosen	 has	 said	 in	 a	 similar	 vein	 that	 ‘the	 most	 successful	 performances	 of	

contemporary	works,	 as	 of	 the	music	 of	 the	 past,	 are	 those	 that	 only	 give	 the	

illusion	 of	 remaining	 faithful	 to	 the	 text	while	 they	 hide	 a	 genuine	 and	 deeply	

rooted	freedom	of	 interpretation.’11	Or	as	Adolphe	has	positively	asserted:	 ‘[a]n	

imaginative	performer	approaches	new	music	with	the	same	care	she	brings	to	

established	 repertoire,	 and	 brings	 to	 established	 repertoire	 the	 sense	 of	

discovery	and	vitality	learned	from	new	music.’12	

	

Of	the	four	case	studies	that	had	content	analysis	procedures	applied,	there	were	

consistent	shifts	in	the	use	of	gestural	and	verbal	communication	over	the	course	

of	the	rehearsal	cycle.	At	the	beginning	of	each	rehearsal	cycle	gesture	generally	

prioritised	matters	of	ensemble	coordination;	as	rehearsals	progressed	and	the	

ensemble	became	less	reliant	on	gesture	for	rhythmic	cohesion	the	gesture	used	

began	 to	 prioritise	 more	 highly	 the	 shape	 and	 character	 of	 the	 music.	 Within	

each	 rehearsal	 cycle	 there	 was	 always	 a	 point	 at	 which	 the	 amount	 of	 actual	

conducting	 was	 at	 its	 lowest;	 that	 is	 to	 say	 when	 communication	 with	 the	

ensemble	 was	 done	 primarily	 by	 verbal	 means.	 In	 the	 case	 studies	 of	 the	

performances	 with	 student	 musicians	 this	 point	 was	 approximately	 halfway	

through	 the	 rehearsal	 cycle,	 in	 the	 case	 studies	 that	 involved	expert	musicians	

this	 point	 was	 at	 the	 beginning	 of	 the	 rehearsal	 cycle.	 When	 working	 with	

student	musicians	many	 verbal	 priorities	 were	made	when	 the	 orchestra	 was	

playing;	 this	 was	 not	 so	 when	working	with	 expert	musicians.	When	working	

with	student	musicians	there	was	an	increase	in	the	amount	which	I	‘mouthed’	to	

the	orchestra	as	the	performance	approached:	what	was	originally	being	spoken	

to	the	orchestra	whilst	they	played	was	eventually	replaced	by	silently	mouthing	

                                                
10	(Clarke	and	Doffman	2014a,	109)		
11	(Rosen	1998,	72)	
12	(Adolphe	2013,	8)	Similarly,	Barenboim	has	said	‘there	is	a	necessity	to	be	able	
to	play	the	music	of	today	with	a	feeling	of	familiarity	that	seems	to	us	perfectly	
natural	when	we	play	the	music	of	the	past,	as	it	is	necessary	for	us	to	have	a	
sense	of	discovery	from	the	music	of	the	past	as	if	it	is	being	written	today.’	
(Barenboim	2006)	
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to	them	or	phoneticising	with	the	lips	different	types	of	attack.		Such	‘mouthing’	

of	verbal	priorities	was	inconsistent	when	working	with	expert	musicians.	With	

both	 student	 and	 expert	 ensembles	 and	 across	 all	 repertoire	 there	 was	 a	

consistency	in	which	verbal	priorities	were	made	by	using	extramusical	concepts	

and	ideas.		

	

The	most	overwhelmingly	consistent	pattern	in	the	content	analysis	was	the	way	

in	which	the	usage	of	rehearsal	time	followed	what	might	have	otherwise	been	

predicted	according	to	anecdote.	At	no	point	during	any	of	the	rehearsals	in	the	

study	 did	 I	 manage	 the	 work	 we	 were	 doing	 according	 to	 the	 clock,	 though	

analysis	 of	 all	 the	 rehearsals	 showed	 that	 parts	 of	 the	 score	 which	 were	

technically	 and/or	 rhythmically	 more	 complicated	 received	 proportionately	

more	rehearsal	time	than	parts	which	were	less	technically	and/or	rhythmically	

complicated.	 The	 beginnings	 of	 pieces	 nearly	 always	 received	 proportionately	

more	rehearsal	time,	and	when	musical	material	repeated	in	a	piece	it	was	never	

fully	 rehearsed	 in	 its	 repeated	 form.	The	performance	which	received	 the	 least	

rehearsal	time	was	the	repeat	performance	of	Symphony:	every	minute	of	music	

received	 18	minutes	 of	 rehearsal	 for	 the	 first	 performance,	 but	 in	 the	 second	

performance	every	minute	of	music	received	six	minutes	of	rehearsal	 time,	 the	

lowest	ratio	in	the	study.	The	piece	that	received	by	far	the	most	rehearsal	was	

Pinkbow:	every	minute	 of	music	 received	 35	minutes	 of	 rehearsal	 for	 the	 first	

performance,	and	12	minutes	for	the	second.	On	the	podium	I	was	not	conscious	

of	 how	 these	 differing	 amounts	 of	 rehearsal	 time	 would	 potentially	 influence	

performance	outcomes,	 though	somehow	I	always	knew	where	we	were	 in	 the	

rehearsal	cycle	and	what	was	achievable	in	the	time	remaining.	Management	of	

rehearsal	time	is	more	a	matter	of	administration	which	is	given	thought	off	the	

podium:	on	the	podium	all	one	can	do	is	show	as	much	as	possible	and	follow	an	

inner	impulse	as	to	where	targetted	rehearsal	will	pay	the	greatest	dividends	in	

performance.		

	
One	consistently	recurring	thought	during	the	practice	of	the	study	was	the	way	

in	 which	 giving	 two	 performances	 of	 each	 of	 the	 five	 scores	 was	 also	
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investigating	 the	 effect	 that	 multiple	 performances	 of	 the	 same	 piece	 had	 on	

performance.13	Mine	Doğantan-Dack	has	written	 that	 though	 it	 is	 ‘hypothesised	

that…	 practice	 remains	 the	 primary	 activity	 through	 which	 performers	 get	

familiar	with	a	piece,	learning	to	perform	it	effectively	does	not	come	to	an	end	in	

the	 practice	 room:	 performers	 continue	 to	 learn	 on	 stage,	 through	 live	

performances.’14	In	the	case	of	both	the	new	pieces	the	first	performance	was	a	

critical	 learning	 stage:	 indeed	 the	 way	 I	 was	 able	 to	 prefigure	 differing	

interpretations	 for	 the	 new	 repertoire	 in	 the	 study	 was	 very	 restricted	 in	

comparison	 to	 existing	 repertoire.	 In	 the	 case	 studies	 in	 which	 time	 elapsed	

between	performances	the	way	in	which	I	approached	the	second	performance	

was	dramatically	aided	by	reflection	on	the	first	performance.		

	

Rink	 has	 suggested	 that	 ‘performance	 analysis	 needs	 to	 focus	 not	 on	 how	

performers	 “reproduce”	 structure	 or	 “follow	 the	 score”	 in	 their	music-making,	

but	on	the	decisions	that	they	make	and	the	strategies	that	they	eventually	adopt	

when	 trying	 to	 fathom	 the	 possibilities	 they	 discover	 in	 the	 music	 through	

repeated	 contact	 over	 time.’ 15 	In	 one	 way	 or	 another,	 all	 the	 second	

performances	 in	 the	 study	 had	 in	 them	 a	 cache	 of	 the	 first	 performance.	 To	

varying	 degrees	 I	was	 able	 to	 rely	 on	 the	 ensemble	 ‘knowing	 how	 it	 goes’16	in	

second	performances,	but	 this	often	overlooked	skill	of	ensembles	 is	also	what	

allows	 routine	 and	 lethargy	 to	 creep	 into	 orchestral	 performance:	 it	 is	what	 a	

conductor	 aims	 to	 harness	 for	 positive	 ends	 when	 they	 practice	 the	 ethos	 of	

multiple	 interpretability.	 	 I	 often	 spoke	 in	 rehearsals	 for	 second	 performances	

about	‘extending	the	horizon’	of	the	music	we	were	performing.	In	the	case	of	the	

second	 performance	 of	 Symphony	 there	was	much	 in	 the	 approach	 I	 took	 that	

could	be	anchored	in	existential	thought;	that	is	to	say	that	in	the	performances	I	

wanted	to	act,	 feel	and	 live	my	Beethoven	Symphony	No.	5.	Having	argued	that	

the	 most	 convincing	 contribution	 to	 ensemble	 music	 making	 a	 conductor	 can	

make	 is	achieved	when	 the	conductor	 locates	 the	music	 ‘inside’	 themselves	 (as	
                                                
13	For	a	study	of	this	nature	see	Doğantan-Dack	(2010)	
14	(Doğantan-Dack	2013)	
15	(Rink	2015,	145)	
16	(Ponchione-Bailey	2015)	
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opposed	 to	 objectively	 situating	 the	 music	 as	 something	 that	 their	 own	 inner	

subjectivity	 should	 not	 affect)	 it	 was	 also	 apparent	 in	 the	 study	 that	 musical	

development	 could	 be	 attributed	 to	 my	 evolving	 physical	 relationship	 to	 the	

music.17	This	 ‘caching’	 of	 the	music	 over	 consecutive	performances	was	 just	 as	

much	cerebral	as	it	was	embodied,18	and	occurred	in	myself,	and	the	ensemble	as	

a	 collective.	 The	 result	 was	 as	 de	 Assis	 et	 al.	 describe	 an	 ‘open-ended	 and	

centrifugal	[process]	of	shaping	musical	contents.’19		

	

Taruskin	has	written	

	

	…	where	 does	 one	 begin?	 Surely	with	 the	music,	with	 one’s	 love	 for	 it,	

with	 endless	 study	 of	 it,	 and	with	 the	 determination	 to	 challenge	 one’s	

every	assumption	about	it,	especially	the	assumptions	we	do	not	know	we	

are	making…20	

	

In	the	course	of	study	I	came	to	understand	that	the	multiple	interpretability	of	

scores	is	an	ethos:	when	one	adopts	the	ethos	of	multiple	interpretability	in	one’s	

practice,	 one	 creates	 space	 for	 the	 possibility	 of	 diverse	 readings	 of	 the	 score,	

whether	 they	 are	 consciously	 pursued	 or	 not.	 Practising	 the	 ethos	 of	multiple	

interpretability	as	a	conductor	is	not	about	rendering	major	interpretive	changes	

from	 the	 podium	 between	 performances,	 though	 it	 can	 be.	 As	 Clarke	 has	

                                                
17	In	their	study	of	violinst	Peter	Skærved’s	collaboration	with	composer	Jeremy	
Thurlow	Clarke	et	al.	found	that	‘the	embodied	character	of...	[Peter’s]	
developing	relationship	with	the	music’	(Clarke,	Doffman,	and	Timmers	2016,	
114)	contributed	to	creative	collaboration	and	musical	development	of	the	
composition.	Violinist	Naomi	Cumming’s	seminal	study	widens	the	focus	of	such	
an	idea:	‘traditional	performers	entrain	their	bodies,	through	many	years	of	
practice,	to	the	formation	of	culturally	sanctioned	sounds.’	(Cumming	2000,	21)	
18	‘A	performative	approach	to	performance,	if	it	may	be	called	that,	would	
instead	stress	the	inseparability	of	intellectual	and	bodily	knowledge,	the	way	in	
which	the	one	informs	the	other;	in	this	light,	a	far	more	realistic	attitude	is	
embodied	in	Glenn	Gould's	statement	that	“the	ideal	way	to	go	about	making	a	
performance	...	is	to	assume	that	when	you	begin,	you	don't	quite	know	what	it	is	
about.	You	only	come	to	know	as	you	proceed.”’	(Cook	1999,	248)	
19	(de	Assis	et	al	2016a)		
20	(Taruskin	1995,	78)	
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asserted,	‘the	norms	of	performance	music	must	necessarily	–	at	least	at	the	limit	

–	be	subject	to	the	constraints	of	human	biology	as	well	as	being	a	repository	of	

common	cultural	practices,	just	as	creativity	itself	arises	out	of	the	conjunction	of	

novelty	(whether	accidental	or	deliberate)	with	more	slowly	evolving	norms	and	

traditions.’21	Prefigured	 interpretations	 of	 the	 same	 score	 are	 not	 hermetically	

sealed	from	musicians,	and	are	not	deployed	unidirectionally	 from	the	podium.	

Even	when	a	score	appears	to	have	a	binary	narrative,	the	reality	is	that	in	any	

one	performance	it	is	limiting	to	restrict	oneself	to	travelling	on	one	side	of	the	

fence.	As	Mahler	 said,	 ‘I	 cannot	bring	myself	 to	 take	 the	 same	 tempi	 time	after	

time.	I	would	be	bored	to	death	if	I	constantly	had	to	take	a	work	down	the	same	

monotonous	beaten	track.’22			

	

When	 practising	 the	 ethos	 of	 multiple	 interpretability,	 conducted	 ensemble	

performance	can	become	an	act	of	co-creation	through	collaboration.	This	does	

not	mean	to	say	that	within	the	ethos	there	are	never	instances	when	a	directive,	

top-down	model	of	dispatching	an	interpretation	is	implemented;	though	it	does	

mean	that	the	conductor	establishes	a	network	of	channels	through	which	sound	

can	be	transformed	to	reflect	the	identity	of	the	individual	and	collective	will	of	

the	ensemble.	Constituting	 the	ensemble	and	coming	 to	know	the	sound	of	 the	

ensemble	 is	 critical	 to	 practising	 the	 ethos	 of	 multiple	 interpretability.	

Throughout	the	study	I	found	that	‘knowing’	the	sound	of	the	ensemble	was	just	

as	important	as	‘taking	in’	the	score.	I	would	even	add	that	when	presenting	the	

performance	 of	 a	 score	 to	 the	 public,	 diligent	 score	 study	 and	 embracing	 the	

eventness	of	the	performance	should	be	coupled	with	an	intimate	inner	hearing	

of	the	sound	of	the	ensemble	that	is	being	conducted.		

	

Goehr	 identifies	 two	 conflicting	 conceptions	 of	 performances	 which	 have	

dominated	 since	 1800,	 one	 being	 ‘the	 perfect	 performance	 of	 music’	 and	 the	

other	‘the	perfect	musical	performance’.	She	goes	on	to	say	‘the	former	stresses	

                                                
21	(Clarke	2012,	20)	
22	In	Bauer-Lechner	(2013).	Mahler	also	said	‘das	Beste	der	Musik	steht	nicht	in	
den	Noten’	–	the	best	things	in	music	are	not	in	the	score.	(Walter	1936,	63)	
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the	 vehicular	 and	 structured	 Apollonian	 ideal	 of	 a	 performance	 qua	

performance-of-a-work;	 the	 latter	 the	 open,	 social,	 and	 spontaneous	Dionysian	

ideal	of	musicianship	involved	in	the	performance	event.’23	The	ethos	of	multiple	

interpretability	is	practised	in	the	space	between	the	two	conflicting	views	that	

Goehr	 identifies	and	contributes	towards	arguments	about	the	appropriateness	

of	expression	in	our	century.	As	Schwab	has	suggested,	‘a	healthy	contemporary	

culture	develops	its	own	means	of	expression	that	are	adequate	to	its	expressive	

needs,	and	ongoing	research	in	art	is	essential	for	it	to	do	so.	Historicism	aimed	

at	reproduction	is	gradually	coming	to	an	end.	I	will	not	mourn	its	passing.’24	

	

Haitink,	Dreyfus	and	de	Assis	have	all	 identified	 inadequacies	with	our	current	

understanding	of	‘interpretation’	in	music.	If	we	need	a	new	definition	or	even	a	

new	word	 for	what	we	 commonly	 refer	 to	 as	 interpretation	 in	music,	 then	 the	

ethos	of	multiple	interpretability	offers	an	alternative	paradigm	of	thought.	The	

ethos	explains	how	interpretive	operations	are	never	discrete	isolated	activities	

but	 are	 rather	 omnipresent	 at	 all	 stages	 of	 the	 music-making	 cycle	 of	

preparation,	rehearsal,	performance	and	reflection.	The	ethos	also	accounts	 for	

the	 web	 of	 complex	 social	 interaction	 which	 defines	 much	 of	 the	 way	 we	

currently	 understand	 music	 as	 ‘an	 imperfect	 practice,’25	that	 being	 a	 practice	

which	 cannot	 be	 totalized	 by	 a	 theory.	 Finally,	 in	 relation	 to	 the	 practice	 of	

conducting,	the	ethos	accounts	for	the	three	basic	tenets	of	conducting:	1)	‘trust	

the	players’,	2)	‘conduct	by	suggestion’,	and	3)	‘don’t	get	in	the	way’.	Beyond	all	

else,	 the	 ethos	 of	 multiple	 interpretability	 is	 about	 avoiding	 routine	 by	

maintaining	an	open	interpretive	paradigm	in	which	we	can	be	‘seduced	by	what	

is	beautiful,	dramatic	or	awe-inspiring.’	As	Small	has	written,	

	

…	the	trouble	with	experts,	of	course,	is	that	each	looks	at	the	world	with	

eyes	 that	 are	 blinded	 to	 anything	 but	 his	 own	 specialty,	 each	 in	

approaching	 the	 terrain	 seeks	 out	 those	 features	 that	 interest	 him	 and	

                                                
23		(Goehr	1998,	134)	
24	(Schwab	2014b,	58)	
25	(Goehr	1998,	135)	
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ignores	the	rest.	Rivers,	savannahs,	gorges,	deserts	he	looks	at	with	eyes	

that	 see	 nothing	 but	 the	 possibility	 of	 a	 payoff.	 He	 cannot	 allow	 his	

attention	 to	be	 seduced	by	what	 is	beautiful,	dramatic	or	awe-inspiring;	

what	does	not	relate	directly	to	his	quest	is	left	out	of	consideration.	Here	

again	is	clear	evidence	that	knowledge	is	a	function	of	the	knower	no	less	

than	the	known,	since	although	the	terrain	has	a	real	existence	what	this	

expert	knows	of	it	will	differ	from	that	of	experts	in	other	fields,	who	will	

look	at	 the	terrain	 for	other	things	–	cattlemen,	perhaps,	miners	 looking	

for	metals,	planners	looking	for	somewhere	to	put	down	a	new	city.	Each	

will	see	the	landscape	only	through	the	partial	vision	of	his	own	expertise,	

each	will	look	at	the	landscape	for	what	can	be	got	out	of	it.	None	will	see	

the	terrain	as	a	whole.26		

	

To	practise	the	ethos	of	multiple	interpretability	is	to	constantly	aspire	to	search	

beyond	ourselves	and	embrace	what	we	do	not	yet	hear.		

 

	

	

	

	

	

	

	

	

	

	

	

	
 

                                                
26	(Small	1996,	188)	
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Epilogue	
	
In	 the	 introduction,	 I	 explained	 how	 the	 research	 enquiries	 of	 this	 study	were	

opened	by	my	own	practice.	I	expressed	one	of	the	research	enquiries	in	the	first	

person	by	asking	myself	‘how	can	I	interpret	music?’	To	offer	closure	to	the	study	

I	will	here	invert	this	question	to	‘how	do	I	interpret	music	now?’	By	this	I	mean	

to	 create	a	 space	 in	which	 I	 can	comment	about	whether	 the	ethos	of	multiple	

interpretability	 is	 something	which	 I	 have	 absorbed	 into	my	practice	 in	 a	way	

that	 is	sustainable.	Though	constantly	challenging	oneself	 to	prefigure	differing	

interpretations	is,	as	this	study	has	shown,	mentally	demanding	and	not	always	

possible,	 exercising	 the	 belief	 that	 music	 can	 and	 should	 be	 performed	 in	

differing	ways	will	always	animate	my	practice.		In	this	way	I	feel	that	the	ethos	

that	 this	 study	 shaped	 and	 developed	 will	 have	 an	 irrevocable	 impact	 on	 my	

practice.	

	

I	hear	the	ethos	in	action	in	the	performance	of	students	whom	I	coach	and	teach	

too.	 Though	 the	 ‘performative	 turn’	 led	us	 to	new	understandings	 of	 the	 score	

and	 performance,	 I	 personally	 feel	 that	 there	 is	 still	much	work	 to	 be	 done	 to	

conceptualise	and	teach	a	mindset	to	future	generations	which	is	based	on	more	

than	 textual	 fidelity.	 The	 recursive	 cultural	 practice	 of	Western	 classical	music	

needs	a	centrifugal	turn.	We	need	to	invert	the	teaching	of	music	performance	to	

start	from	what	the	performer	does	and	not	what	they	ought	to	do.		We	need	to	

expand	 the	 conceptual	 apparatus	 and	 reflective	 tools	 which	 we	 deploy	 to	

understand	the	site	of	performance.	We	need	to	ask	more	about	what	 it	 is	 that	

performers	 do;	 performers	 themselves	 need	 to	 ask	more	 about	what	 it	 is	 that	

they	do.	This	is	of	course	what	Artistic	Research	is	about,	and	why	there	is	much	

promise	in	this	burgeoning	field.			
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Week	beginning	30th	June	2014	
Did	reading	to	fill	in	gaps	about	the	plot	of	the	opera.	Foreward	in	the	critical	edition	of	the	score	
helps	with	understanding	genesis	of	the	Overture.	 	Did	not	listen	to	a	recording	but	found	most	
fascinating	 video	 of	 Stokowski	 rehearsing	 the	 Overture.	 Downloaded	 Klemperer	 recording	 of	
complete	 opera.	 Annotation	 of	 score	with	 dramatic	 elements	 and	 analysis	 of	 Sonata	 structure.	
Completed	cues	–	at	 this	stage	 I	 could	confidently	do	 the	 first	 rehearsal,	 I’ve	probably	 invested	
about	4-5	hours	of	study.	 	From	this	point	on	I	 feel	preparation	 is	practising	gesture,	and	most	
importantly	 using	 piano	 to	 develop	 inner	 hearing	 of	 the	 piece	 so	 I	 can	 ‘play’	 with	 it	 through	
gesture.	I	can’t	play	Leonore	on	the	piano	in	any	way,	but	using	it	for	harmonies	and	for	when	I	
lose	a	sense	of	pitch	is	useful.		
	
Leonore	performer’s	analysis	
	
Opening	descent	which	 is	often	referred	 to	as	descending	down	to	 the	prison	cell	actually	only	
travels	 from	G	to	F	sharp,	 first	harmony	and	key	 is	Ab	major	 though.	The	woodwind	chorale	 is	
from	Florestan’s	aria.	Woodwind	chorales	in	Beethoven	are	always	associated	with	the	plight	of	
individuals	against	society	(i.e.	oboe	cadenza	in	1st	movement	of	Fifth	Symphony	is	often	referred	
to	as	the	individual	in	the	crowd).	Given	that	in	the	Overture	the	chorale	is	Florestan’s	music	the	
theory	holds	true,	players	must	play	expressive.		Interesting	scoring	in	bar	11,	1st	fg	is	higher	than	
2nd	cl.		B	major	and	E	minor	harmonies	quite	stunningly	lead	to	Gdim7	(function	as	a	dominant)	
then	Eb7	then	Ab	major	–	which	after	a	flourish	collapses	back	to	G7	as	a	6-bar	pedal	to	C	major.	
Typical	Beethovenian	use	of	keys	for	an	introduction.	Issues	with	grace	notes	in	fl	and	ob	in	bar	
33	needs	research.	Quite	a	lot	of	ensemble	co-ordination	required,	might	have	to	do	in	6.	
	
Allegro	 is	 all	 tonic/dominant	 until	 83	 –	 such	 a	 contrast	 to	 introduction.	 Vl	 and	 vc	 in	 unison,	
unusual	 for	 time	 but	 usual	 for	 Beethoven	 (cb	 freed	 up).	 Tuning	 of	 chord	 in	 bar	 77	 could	 be	
difficult,	btbn	has	7th	as	root	–	potential	for	that	to	sound	too	dissonant.	
	
Big	 dynamic	 decisions	 to	 be	 made	 from	 92	 onwards	 –	 could	 work	 with	 Amsterdam	 hairpins	
though	Beethoven’s	 dynamics	make	 sense	 too.	Fz	 does	 not	mean	 attack	 then	dim.	 as	we	 often	
hear.	 	Leonore’s	theme	is	second	subject	–	will	need	to	check	out	when	I	 listen	to	whole	opera.	
Don’t	think	I	will	slow	for	second	subject,	though	it	 is	p	dolce	 it	 is	 littered	with	harmonic	twists	
that	I	don’t	think	are	there	for	a	sense	of	comfort.	As	soon	as	E	major	established	in	bar	122	we	
pass	F	major	in	128.	
	
Will	be	difficult	to	keep	ensemble	quiet	 in	144	onwards.	Lots	of	co-ordination	of	gesture	(eyes)	
needed	at	154	on	in	canonic	entries.		
	
So	far	phraseology	has	been	straightforward	–	mostly	4’s	but	one	5	and	a	6.	Nothing	that	can’t	be	
easily	memorized.		
	
String	 syncops	 at	 168	 I	 think	 will	 need	 to	 be	 bowed	 down	 up	 (though	 up	 will	 have	 to	 be	
compensated	 for	 and	 equal	 to	 down),	 all	 downs	 could	 be	 effective	 but	 would	 rock	 ensemble.	
Trombones	to	really	reinforce	wind	onbeats.		
	
My	gesture	for	2nd	beat	of	172	has	to	be	extremely	powerful	but	precise…	temptation	for	strings	
to	do	tiny	cresc.	to	downbeat…	avoid	this.		
	
Horn	 figure	 at	 176	 is	 NOT	 answered	 by	winds	 in	 177	 in	 imitation,	wind	must	 play	 their	 own	
dynamics.		
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Harmony	at	C	same	as	24…	 	Gdim7th	type	thing	but	built	on	Bb	(grinds	against	second	subject	
tonality	of	E	major)	…	harmony	lasts	for	16	bars.		
	
Harmony	 in	 212	 appears	 to	 function	 as	 the	 dominant	 7th	 of	 D	minor.	 Lasts	 for	 16	 or	 so	 bars	
again…	but	doesn’t	resolve.	Huge	tension	building…	B	minor/G	major	passed.		All	same	material,	
almost	seems	to	come	from	opening	bassoon	‘sigh’	which	I	think	is	Florestan…	it	is	he	who	this	
music	 is	 about…	 do	 all	 the	 keys	 leading	 nowhere	 represent	 his	 hopelessness?	 Letter	 D	 is	 in	 C	
minor…	the	tonic	minor…	then	climbing…	
	
Something	 dramatic	 could	 happen	 in	 268…	 maybe	 rest	 could	 be	 longer	 to	 launch	 violins	 off.	
Gesture	seems	to	be	‘out	of	time’,	or	rather	breaking	time	(breaking	the	monotony	of	prison?).	
	
Famous	trumpet	call	in	Bb.		Followed	by	new	expanded	floating	melody	in	Gb	major…	again	this	
seems	 out	 of	 time…	 the	 juxtaposition	 of	 inner	 rhythmic	 lines	with	 long	 term	melody	 seems	 to	
imply	a	dream	like	state…	players	should	play	with	very	sensitive	vibrato	(not	continuous).	Could	
go	nicely	in	one.		
	
Bar	325	needs	to	be	astonishingly	quiet.	Flute	has	false	recap	in	G	major.		
	
Keeping	quiet	at	352	but	maintaining	energy	is	key.		
	
Four	bars	before	F	is	another	descending	figure	of	9	notes	(as	in	the	beginning)	but	this	time	to	C	
major.	Is	that	a	co-incidence	or	deliberate?	I	think	I’ll	bring	it	out	anyway.		
	
F	to	the	end	has	no	surprises:	lots	will	need	to	be	done	in	the	articulation	of	the		
brass	for	character	and	balance.	Second	subject	is	given	reprise	in	C	major.	
Material	 at	 letter	 456	 is	 similar	 to	 172	 though	 rhythm	 is	 different	 –	 after	 coaching	 orchestra	
about	172	I	will	have	to	ensure	they	do	it	as	printed	in	456.	
	
There	is	a	strange	moment	at	460	which	seems	like	it	is	lifted	from	somewhere	in	the	opera	but	I	
don’t	yet	know	where.	
	
514	Needs	a	lot	of	working	out	on	my	part,	I	really	need	to	know	these	notes	and	patterns	to	be	
helpful	to	players.	
	
Coda	needs	 to	 be	phrased	 as	 if	 it	was	 a	melody	 from	one	 instrument	 through	 all	 the	 repeated	
notes…	or	else	it	is	too	difficult	to	play!	
	
Long	 term	 cresc.	 to	 fff	 needs	 very	 careful	 judging…	 Not	 quite	 sure	 how	 to	 get	 the	 right	 effect	
there…	it	clearly	has	to	be	the	biggest	point	of	the	performance	but	that	is	tough	to	gauge.		
	
Week	beginning	Monday	7th		July	2014	
Karajan	masterclass	video	–	before	shaping	of	 the	phrase	begins	we	must	 find	 the	sound…	like	
the	 potter	 picking	 a	 bit	 of	 clay…	 he	 brings	 to	 the	 attention	 of	 the	 students	 the	 importance	 of	
understanding	the	melodic	contour	(content)	of	Beethoven’s	music.	
	
In	the	context	of	this	study	I	 feel	although	I	don’t	want	to	 listen	to	recordings;	but	 it	seems	too	
intriguing.		
	
Listened	to	YouTube	recordings…		it	is	extraordinary	how	many	there	are.	
	
Stokowski	does	many	alterations	to	dynamics.	
	
1969	Concertgebouw/Kubelik	
1944	Furtwängler	
1967	Szell/Cleveland	
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Why	is	the	flute	solo	in	between	the	trumpet	calls	slower?	This	must	be	a	tradition.		
	
Beethoven	uses	brass	in	dramatic	moments,	why	do	some	conductors	get	the	brass	to	underplay?	
It	seems	to	be	against	why	Beethoven	would	use	brass	in	the	first	place.	
	
Need	to	go	back	to	manuscript	to	see	small	<>’s.		(restoring	intention!?)	
	
Week	beginning	14th	July	2014	
Email	from	Robert	Philip:	
	

Of	course	you	are	right	about	the	pressure	to	take	the	line	of	least	resistance.	I	think	this	is	
particularly	 so	 in	orchestral	 	performance,	because	of	 the	 shortage	of	 rehearsal	 time	and	
the	 expense.	 	On	 the	 other	 hand,	 one	 can’t	 take	 the	 ‘globalisation’	 argument	 too	 far.	
Obviously,	performances,	particularly	tempi,	do	vary	considerably,	and	once	one	gets	away	
from	the	constraints	of	orchestral	performance,	the	liberty	becomes	greater.	But	still,	there	
are	 definite	 constraints	 as	 to	what	 is	 permissible.	 I’m	 particularly	 struck	 by	 how	period-
instrument	performance	has	become	so	homogenised,	in	contrast	to	what	it	must	have	been	
like	in	earlier	centuries.	

	
Interpretation	 is	 in	 all	 parts	 of	 the	performance:	 edition;	 the	 layout	 of	 the	orchestra	 (even	 the	
selection	of	the	players).	I	need	to	give	more	consideration	to	what	is	figuration	in	the	score	and	
what	is	lead	line	–	can	the	figuration	(cf	Rosen	Classical	Style)	be	performed	inventively?	Is	this	a	
step	after	melodic	invention?	
	
Need	to	decide	about	bowings/whether	to	put	markings	in	score.	
	
How	do	you	conduct	an	overture	to	nowhere?		
	
Listened	 to	whole	 opera.	 Identified	 Florestan’s	 aria,	 also	what	 I	 think	 is	 a	 basis	 of	 the	Allegro.	
Need	to	do	further	work	to	identify	this.			
Act	II,	Scene	1:	Gott!	Welch’	Dunkel	hier!	–	Florestan’s	aria	
Act	II,	Scene	1:	In	des	Lebens	Frühlingstagen	–	what	is	the	text	meaning	here?		
Act	II,	Scene	1:	Und	spür’	ich	nicht	linde	–	change	in	music	models	overture.	
Act	II,	Scene	1:	Er	sterbe!	–	trumpet	call	
Act	II,	Scene	2:	Heil	sei	dem	Tag	–	is	this	related	to	the	coda	of	the	overture?	
Act	II,	Scene	2:	Wer	ein	holdes	Weib	errungen	–	me,	re,	do	theme	
	
Beethoven	 has	 two	 styles:	 symphonic	 and	 operatic.	 There	 are	 many	 similarities	 in	 the	 use	 of	
major	triads	in	Fidelio	and	Fifth	Symphony.			
	
Having	 spent	 many,	 many	 hours	 preparing	 for	 rehearsals	 and	 concerts	 I	 have	 much	 tacit	
knowledge	 –	 perhaps	 this	 is	 ‘know-how’.	 I	 have	 experienced	 many	 performance	 lead-ins	 that	
form	 an	 impression	 of	 what	 needs	 to	 be	 done	 for	 everything	 to	 work	 on	 the	 night.	 	 Today	 it	
occurred	 to	 me	 how	 multiple	 interpretability	 is	 realised	 by	 the	 conductor,	 or	 rather	 I	 have	
realised	 what	 my	 ‘locating	 the	 work	 inside	 me’	 means	 in	 terms	 of	 aspiring	 for	 multiple	
interpretations.	I	can	play	Beethoven	Five	in	any	performance	I	like	in	my	head,	because	I	know	
the	 score	 intimately	 both	 aurally,	 visually,	 and	 somewhat	 kinaesthetically	 having	 conducted	 it	
before	 (cf	Williamson	categories).	The	same	 is	not	 true	of	Leonore…	I	can’t	 seem	to	holistically	
conceive	of	two	performances.	I	also	need	to	consider	for	the	purposes	of	the	study	that	the	two	
different	performances	have	 time	between	 them,	 each	with	have	 a	 ‘lead-in’	 that	 is	 shaping	 the	
performance.		
	
Proposal:	multiple	 interpretability	cannot	be	achieved	as	I	would	 like	 it	on	spur	of	the	moment	
inspiration	alone;	though	it	contributes	towards	it.		
	
My	first	finding	of	this	study	is	that	for	me	as	a	conductor	seeking	multiple	interpretability	I	must	
know	the	music	from	memory.	How	do	we	memorise	the	score?	I	see	memorisation	as	being	the	
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final	stage	of	learning.	So	what	are	the	stages	of	learning	for	Leonore?	It	will	surely	be	different	
for	 other	 repertoire.	 These	 steps	 appear	 to	 be	 sequential	 though	 in	 reality	 they	 start	 to	 cross-
pollinate	and	feed	into	each	other	backwards	and	forwards.		
	

1. Initial	 consultation	 of	 existing	 literature	 to	 establish	 what	 it’s	 about	 and	 ‘beating	 out’	
analysis	 (Christopher	 Seaman	 suggested	 that	 first	 contact	 with	 the	 score	 should	 be	 a	
simple	beating	out	analysis)	

2. Further	analysis	(finding	out	what	is	important	detail)	
3. Energy	 arch	 (cresc./dim./pedal	 points	 need	 to	 have	 a	 ‘pace’,	 their	 growth	 is	 not	 linear	

though	this	is	not	specified,	cadences/articulation	of	time).			
4. Establishing	interpretive	history	(use	of	recordings)	
5. Melodic	invention	
6. Figuration	invention	
7. Going	backwards	and	forwards	between	the	above?		

	
The	issue	of	No.	4	is	complex.	I	think	it	must	be	done	–	I	feel	that	to	locate	the	work	inside	myself	
I	have	to	know	what	has	been	done	with	the	work	in	the	past.		
	
Week	beginning	11th	August	2014	
From	 reading	 Adorno	 Beethoven:	 The	 Philosophy	 of	 Music	 two	 fascinating	 points	 come	 up	 in	
regards	 to	 interpretation	 of	 the	Leonore.	 First,	 the	 use	 of	 the	major	 triad	 –	 ‘In	 Beethoven,	 the	
particular	is	intended	always	to	represent	the	unprocessed,	pre-existing	natural	stuff:	hence	the	
triads.	 Precisely	 its	 lack	 of	 specific	 qualities	 (unlike	 the	 highly	 ‘qualified’	 material	 of	
Romanticism)	makes	possible	 its	 complete	submergence	 in	 the	 totality.’1	‘Triads	are	 tonality	as	
such,	 that	 is,	 mere	 nature:	 seconds	 are	 the	 form	 in	 which	 nature	 appears	 when	 animated,	 as	
song.’2	Beethoven	 ‘stated	 that	 much	 of	 what	 lay-people	 attribute	 to	 the	 “natural	 genius”	 of	 a	
composer	 is	 in	 fact	due	 to	 the	skilful	use	of	 the	diminished	seventh	chord.’3	This	connects	with	
my	discovery	of	the	persistent	re-voicing	and	invention	of	diminished	seventh	sounding/written	
chords	when	I	did	a	performer’s	analysis.			
	
Week	beginning	18th	August	2014	
Task	 set	was	 to	 create	 an	 energy	 arch	 to	 help	my	 synoptic	 view	of	 the	 piece.	 I	 have	done	 this	
before	 numerous	 times,	 particularly	 with	 new	 pieces	 where	 I	 have	 sometimes	 used	 the	
composer’s	midi	file	as	the	guide	track.		
	
When	 doing	 the	 energy	 arch	 the	 issue	 of	 tempo	 arises	 –	 how	 can	 I	 realistically	 extract	 a	
meaningful	definition	of	adagio	from	existing	scholarship,	it	is	a	category	of	tempo	not	a	specific	
speed.	Most	 sensible	 seems	 to	be	 to	 find	 tempo	 that	 ‘works’	with	 the	players.	The	 tempo	must	
make	melodic	and	harmonic	sense	and	sit	comfortably	with	technique	(breath/bow)	in	the	Aria	
section.	 	 For	 now,	 I	 imagine	 what	 it	 feels	 like	 to	 play.	 This	 approach	 is	 consistent	 with	
contemporary	common	practice	of	establishing	a	tempo	which	is	based	on	the	inner	‘character’	of	
the	 music	 –	 this	 as	 far	 as	 I	 can	 tell	 goes	 back	 to	 Rudolph	 Kolisch’s	 ‘Theory	 of	 Tempo	 and	
Characters	in	Beethoven’,	in	which	he	establishes	the	Beethoven	assigned	the	same	Italian	tempo	
marking	for	music	of	the	same	character.4	
	
Trying	 to	 find	 the	 autograph	 score	 to	 establish	 <>’s	 in	 bar	 5	 onwards	 I	 discover	 New	 York	
Philharmonic	has	an	online	copy	of	the	score	used	by	Bernstein	and	Toscanini.5	Many	interesting	
points	–	the	score	is	littered	with	tempo	markings:	
	
Bars	0	–	8,	Adagio,	quaver	=	60	
Bar	8,	quaver	=	80	

                                                
1	(Adorno	1998,	23)	
2	(Adorno	1998,	51)	
3	(Adorno	1998,	179)	
4	(Kolisch	and	Mendel	1943)	
5	(Beethoven	1805)	
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Bar	37,	Allegro,	minim	=	104	
Bar	49,	accel	poco	a	poco	
Bar	69,	126+	
Etc.	 –	metronome	markings	 all	 through	 the	 score.	 I	 think	markings	 are	Bernstein’s	 –	 I	wonder	
whether	he	really	adhered	to	them	in	live	performance,	or	whether	they	were	done	for	the	sake	
of	a	recording	(he	would	have	had	to	keep	the	same	tempos?).		
	
Inside	the	front	cover	there	is	a	post-it	note:	
	

	
	

I	 think	 it	 is	 Bernstein’s	 –	 not	 all	 pages	 have	 the	 corrections	 (can’t	 make	 sense	 of	 the	 horn	
misprints,	 they	must	correlate	 to	an	earlier	edition	 that	he’s	 transferred	the	post-it	note	 from).	
The	correction	on	p.44	made	in	the	copy	is	far	from	clear,	the	new	Breitkopf	edition	I	am	using	
has	an	Eb	with	an	editor’s	marking	–	decision	made	to	trust	Breitkopf	scholarship.		
	
Confronted	by	this,	the	question	is:	how	useful	is	this	to	me	in	making	my	own	performance?		
	
To	create	the	energy	graph	I	‘heard	the	piece	in	silence’	and	noted	the	time	of	a	stopwatch	against	
the	 tempo	 changes.	 The	 total	 time	 of	 my	 ‘imagined’	 performance	 came	 in	 at	 12.40	 which	 is	
slightly	slower	than	the	time	that	the	piece	is	said	to	take	to	perform	in	the	score.		
	
Bar	0	–	36	Adagio	0-3.03mins	
Bar	37-271	Allegro	3.03-6.40mins	
Bar	272-277	Colla	parte	6.40-6.59mins	
Bar	278-293	Tempo	I	6.59-7.17mins	
Bar	294-299	Colla	parte	7.17-7.31mins	
Bar	300-513	Allegro	7.31-11mins	
514-638	Presto	11-12.40mins	
	
Other	observations	are	as	follows:	
	

Opening	adagio	I	think	will	need	to	be	in	quavers	–	this	goes	against	how	we’re	taught	as	
conductors	 (always	 best	 to	 do	 as	 few	 beats	 as	 possible)	 but	 it	 is	 difficult	 to	 orientate	
yourself	in	the	bar…	it	will	be	interesting	to	see	how	this	works	with	players.		
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When	‘listening	in	silence’	I	have	to	have	some	type	of	gesture,	hearing	for	me	seems	to	
be	completely	connected	with	my	body.		
	
My	 gradation	 of	 crescendos	 and	 diminuendos	 is	 not	 accurate;	 in	 general,	 the	 goal	
directedness	is	confused	which	is	why	I’m	doing	this	energy	graph.		
	
I	really	do	feel	strongly	that	the	2nd	subject	can	be	 in	one	and	not	slower	–	all	 the	note	
lengths	 get	 longer	 which	 gives	 the	 impression	 of	 a	 different	 tactus,	 Beethoven	 has	
written	it	in	the	music	without	us	adding	to	it.		
	
In	 between	 the	 trumpet	 calls	 goes	 nicely	 at	 Tempo	 I,	 rather	 than	what	 I	 expect	 is	 the	
tradition	of	doing	those	bits	slower.		
	
The	brass	often	have	the	end	of	their	chords	tied	over	the	bar	to	a	crotchet	–	this	is	just	
standard	 orchestration	 to	 encourage	 the	 players	 not	 to	 finish	 the	 notes	 early	 I	 think,	
rather	than	a	deliberate	lengthening	of	a	chord	from	16	beats	to	17	(or	similar).			
	
Pages	47,	48	and	49	are	very	theatrical	and	I	have	to	be	sure	of	how	to	present	the	pace	
of	the	drama	here,	at	the	moment	it	is	not	clear.	
	
I	need	to	understanding	the	scale	passages	in	the	Presto	–	this	will	be	difficult	and	I	will	
need	to	spend	significant	time	explaining	(hopefully	showing	too)	where	the	target	notes	
are.	
Finally,	 the	 exercise	 of	 creating	 the	 energy	 graph	 was	 not	 productive,	 my	 sense	 of	
proportions	over	time	is	not	yet	accurate	enough.	I	do	wonder	whether	I	will	be	able	to	
do	this	satisfactorily	without	using	a	recording	as	a	reference.			

	
Completed	very	rough	energy	arch	based	on	Toscanini	recording.	I	used	the	Toscanini	recording	
because	his	performance	 time	was	 closest	 to	my	 ‘listening	 in	 silence’	 performance.	Toscanini’s	
was	12.45	mine	12.40.	He	and	I	are	much	faster	than	everyone	else,	others	come	in	much	closer	
to	around	14	minutes	–	the	LSO/Yondani	Butt	recording	comes	in	at	15.10.	 	Everyone	seems	to	
be	slower	than	the	12minutes	suggested	in	the	score,	which	I	expect	is	based	on	a	mathematically	
calculated	time	based	on	bar	numbers	and	ballpark	metronome	markings.	

	
Figure	10:	Beethoven	Leonore	Overture	No.	3	energy	graph	
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Points	of	interest:	
	

The	initial	impact	is,	by	my	own	feeling,	not	exceeded	until	the	coda.	The	fanfares	really	
do	 leave	 the	 movement	 of	 the	 piece	 completely	 suspended;	 it	 is	 not	 a	 dissipation	 of	
energy,	rather	a	disappearance.	
	
The	mi-re-do	theme	is	from	the	first	three	notes	of	the	Florestan’s	aria,	it	transforms	into	
the	oboe	theme	before	the	coda	and	the	horns	in	the	coda.	Again,	 it	 is	Beethoven	using	
naturally	occurring	material.	Not	quite	sure	what	the	implications	of	knowing	this	means	
in	performance.		
	

Week	beginning	25th	August	2014	
Watching	whole	opera	with	English	translation	for	first	time	–	remarkable	how	long	the	dramatic	
tension	 is	 sustained	 until	 the	 trumpet	 call…	 by	 comparison	 in	 the	 overture	 it	 almost	 seems	 to	
come	too	soon.	The	allegro	theme	is	most	definitely	from	when	Leonore	and	Florestan	unite	for	
the	first	time:	it	is	the	same	major	triad	with	added	2nd	and	6th.	
	
Week	beginning	1st	September	2014	
DoReMi	-	Eötvos	Violin	Concerto	(natural	material	in	the	way	that	Adorno	suggests	Beethoven	
often	composed?)	
	
Week	beginning	8th	September	2014	
Leonore:	
-Trumpets/brass	are	like	'cheerleaders'	to	the	drama	–	they	cannot	be	too	loud.	
-Everyone	has	to	be	shocked	(positively	so)	by	the	flute	entry,	the	players	have	to	wait	for	the	
flute	in	anticipation.	
-Beginning/Keys!	The	sf's	are	articulations	of	time/sections?	...	the	opening	goes	through	allot	of	
material,	different	sections	can	be	put	into	parenthesis	by	managing	the	cadences	(which	often	
have	sf	around	them).		
	
Week	beginning	15th	September	2014	
Hearing	students	of	the	chamber	orchestra	audition	with	Leonore	as	sight-reading	the	following	
observations	are	important:	when	making	first	contact	with	the	music	the	students…	
	
	 Struggled	to	grasp	cut-common.	
	 Applied	copious	amounts	of	vibrato,	even	to	isolated	notes.	

Played	too	loud,	and	with	lots	of	bulges	in	the	sound	when	it	should	be	smooth.	This	is	
connected	 to	 the	 cut-common,	 as	 is	 often	 the	 case	 with	 Beethoven’s	 music,	 there	 are	
many	bar	lines	which	musicians	don’t	see	over.	(Cf	Stravinsky	comments	about	the	way	
music	would	be	written	out).		
	

FH	 observed	 that	 the	 ascending	 C	 major	 tried	 with	 the	 added	 A	 is	 very	 difficult	 to	 sightread	
without	having	prearranged	strategy	with	position	changes.	
	
Bar	29	has	no	articulation	markings	where	bar	30	does	–	these	chords	should	sound	different.	FH	
observes	it	should	be	wind	articulation	(short,	on	the	tip	of	the	tongue)	in	the	strings	in	bar	30.		
	
Other	note:	the	investigative	work	I’ve	done	into	Beethoven,	am	doing	into	Stravinsky	(this	has	
started	now),	and	will	do	into	new	works	is	all	the	same.	What	the	composer	says,	what	others	
said	about	them,	what	we	say	about	them	now...	The	following	is	an	embryonic	idea:	to	me	as	a	
conductor	getting	to	know	the	composer	seems	some	part	of	the	authenticity/authority	journey.	
	
Week	beginning	22nd	September	2014	
A	 particular	 point	 of	 interest	 from	 the	 first	 rehearsal	 [of	 Leonore]	 is	 how	 I	 was	 positively	
surprised	by	the	standard	of	the	orchestra,	and	that	I	went	into	some	level	of	detail	in	unexpected	
parts	 of	 the	 score	 in	 the	 rehearsal.	 I	 also,	 through	 gestural	 technique,	 was	 able	 to	 gather	 the	
orchestra	at	particular	points	and	‘force’	them	to	watch.		
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Somehow	the	idea	of	multiple	interpretability	being	just	a	different	reading	of	the	surface	details	
seems	 unsatisfactory	 to	me	 as	 an	 artist.	 It	 has	 to	 have	 a	 different	 narrative	 structure	 or	 idea	
which	 then	 leads	 to	 different	 surface	 detail.	 The	 question	 then	 becomes,	 what	 is	 the	 point	 of	
inventing	a	narrative	(that	may	or	may	not	be	there,	though	in	the	case	of	Leonore	we	know	that	
for	sure	it	 is)	to	aid	or	give	a	conceptual	framework	to	an	interpretation?	It	 leads	to	all	sorts	of	
ideas	 around	 the	 role	 of	 metaphor,	 which	 is	 I	 suggest	 equally	 important	 to	 conductors	 and	
players	(if	not	more	important	to	the	former).	
	
The	 content	 analysis	 of	 the	 rehearsal	 reveals	 that	 I	 (unknowingly)	 jump	 between	 very	 banal	
requests	to	much	higher	level	ideas	(i.e.	around	22	minutes).	Particularly	interesting	here	is	how	
I	stipulated	we	would	play	rather	straight,	but	then	proceeded	to	conduct	with	tempo	rubato.	The	
same	goes	for	giving	detailed	instructions	around	28	minutes	with	the	added	dynamics	to	make	
sense	of	the	music.	This	is	very	much	in	line	with	Rink’s	concept	that	we	do	not	learn	the	music	in	
two	stages	(i.e.	notes	then	feeling),	rather	we	learn	them	both	at	once.	
	
The	 hairpins	 in	 the	 opening	 were	 delivered	 ‘stock	 standard’	 and	 I	 unusually	 applied	 a	 very	
generic	gesture	(rather	spontaneously	as	if	I	was	somehow	following	them)	which	the	orchestra	
followed	well	–	I	need	to	do	a	survey	of	how	those	hairpins	are	approached,	it	 is	an	example	of	
how	 the	 collective	 consciousness	 of	 the	 orchestra	 somehow	 just	makes	 a	 ‘middle	 of	 the	 road’	
interpretation.		
	
Week	beginning	29th	September	2014	
Designed	code	book	for	content	analysis.	
	
Week	beginning	6th	October	2014	
I	 am	struggling	very	much	with	 ‘seeing’	 or	 ‘hearing’	 two	different	performances	 [of	Leonore].	 I	
believe	 that	 we	 should	 aspire	 to	 multiple	 interpretability.	 We	 know	 it	 occurs	 and	 there	 are	
conductors	who	practice	it.		I	guess	in	part	I’m	asking,	in	what	conditions	does	it	arise?	Though	I	
have	said	that	eventness	 is	vital	 to	the	 interpretation	of	a	piece,	 I	 feel	 it	 is	very	weak	indeed	to	
start	out	in	the	performances	of	this	study	and	hope	that	eventness	alone	will	take	the	piece	in	a	
different	direction	–	it	inevitably	will,	but	that	is	unsatisfactory	to	me.		
	
In	 the	 case	 of	Leonore,	 I	 feel	 this	 rehearsal	 process	 is	 exploring	 possibilities.	 In	 comparison	 to	
Beethoven	 Five,	 which	 I	 know	 very	 well	 and	 am	 confident	 of	 being	 able	 to	 execute	 different	
readings	 in	 performance	 that	 are	multi-layered,	 Leonore	 is	 new	 to	me.	 In	 Beethoven	 Five	 the	
narrative	is	abstract,	so	different	metaphors	can	be	used	which	are	plausible	and	defendable.	In	
Leonore,	 the	 issue	 is	 that	we	know	 the	 story	 and	narrative,	 and	without	being	 able	 to	 create	 a	
different	 ‘meaning’	of	 the	piece,	what	do	 I	have	 in	my	control	 to	create	different	readings?	The	
answer	must	be	the	‘extent’	of	the	victory,	the	abruptness	of	the	drama,	the	depths	of	the	despair.	
The	 cumulative	 effect	 of	 the	 musical	 pacing	 and	 sectional	 oppositions	 influence	 the	 plot,	 was	
Florestan	always	going	to	be	freed,	or	was	he	lucky?		This	has	so	much	to	do	with	a	‘grain	of	the	
voice’	 in	 the	 performance.	 This	 is	 somehow	 typically	 Beethoven.	 The	 cumulative	 effect	 of	 the	
overture	 is	 the	domain	 in	which	multiple	 interpretability	 can	occur.	 	Don’t	neglect	 the	melodic	
connections	in	the	overture,	the	mi,re,do	theme	that	is	transformed	through	out	–	here	is	analysis	
for	 performance	 –	 can	 my	 thinking	 about	 these	 relationships	 actually	 make	 it	 into	 the	
performance?	Adorno	was	very	concerned	about	the	way	that	meaning	in	Beethoven’s	music	 is	
constructed	by	the	way	that	otherwise	natural	material	is	placed	in	dialectical	relationships.		
	
The	meta-question	 of	 this	 study	 is	what	 does	 creating	 two	 interpretations	 of	 one	 piece	 tell	 us	
about	 the	 music	 being	 performed?	 	 Anything	 that	 enhances	 a	 conductor’s	 clarity	 of	 what	 the	
music	 is	can	only	be	welcomed	(this	 is	another	answer	 to	 the	question	 ‘why	aspire	 to	multiple	
interpretability?’).	
	
Week	beginning	13th	October		
Before	 the	 rehearsal	 I	 was	 very	 concerned	 that	 I	 wasn’t	 working	 towards	 multiple	
interpretability.	I	had	the	idea	of	finding	several	 ‘windows’	from	which	multiple	interpretability	
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could	be	found	(constructed?).	I	abandoned	this	idea	as	it	seemed	like	something	I	would	not	do	
in	 a	 normal	 rehearsal	 (i.e.	 a	 rehearsal	 that	 was	 not	 being	 used	 for	 research).	 What	 is	 quite	
unexpected	 about	 this	 is	 that	 the	 rehearsal	 had	 so	many	 things	 that	were	 not	 planned	 in	 any	
shape	 or	 form:	 how	 is	 it	 that	 I	 went	 from	 wanting	 to	 plan	 the	 ‘interpretation’	 to	 completely	
responding	 to	 the	 ‘eventness’	 of	 the	 rehearsal?	 Is	 this	 still	 part	 of	 the	 ‘finding	 the	possibilities’	
stage?	As	a	result	of	this	approach	I’m	concerned	that	because	I’m	squeezing	so	much	out	of	the	
music	and	the	players	that	I’m	not	actually	going	to	get	it	suitably	prepared	for	the	performance.	
There	 is	a	clear	 tension	between	wanting	to	get	 the	performance	 ‘together’,	and	not	starting	to	
close	down	musical	possibilities	too	soon.		
	
Reviewing	 the	 rehearsal	 made	 me	 realize	 how	 much	 I	 was	 still	 trying	 to	 ‘find	 the	 sound’.		
Karajan’s	way	is	that	you	must	choose	the	piece	of	stone	before	beginning	the	sculpture.	There	
was	also	a	 focus	on	sfz	markings.	 	There	are	so	many,	all	 the	same	marking,	but	of	course	 they	
can’t	 all	 mean	 the	 same.	 All	 layered	 detail	 on	 the	 score	 needs	 to	 be	 interpreted.	 Multiple	
interpretability	 arises	 from	 these	 concrete	 signs	 just	 as	 much	 as	 it	 does	 from	 the	 narrative	
aspects	of	the	music.	
	
Notes	from	the	wind	sectional	(not	otherwise	documented)	
	
–Intonation	in	woodwind	difficult	at	the	beginning	–	2nd	Cl	is	very	sharp	on	the	lower	octave	G,	F,	
E	so	I’ve	had	to	swap	1st	and	2nd	clarinet	just	for	those	notes.	
–Need	to	find	Florestan’s	aria	in	original	score	and	check	grace	note	(acciaccatura	in	the	overture,	
though	I	think	it	is	an	appoggiatura	in	the	vocal	aria).		
–Piano	marking	in	5th	bar	of	rehearsal	C	had	many	questions	from	the	players,	and	was	resolved	
by	us	deciding	to	do	what	we	can	do	to	make	sense	of	the	score.	The	result	was	very	satisfactory.		
–Out	of	nowhere,	completely	to	my	surprise,	I	doubled	the	horn	part	at	letter	I.		
	
Future	 rehearsals	must	 sort	 out	 the	 flow	 of	 that	middle	 section	 (identified	 in	my	 performer’s	
analysis	of	the	score),	we’re	not	quite	making	sense	of	this	and	the	edges	of	each	dynamic	change	
are	lacking	in	ensemble.		
	
Week	beginning	22nd	and	29th	October	2014	
Having	now	had	 two	 rehearsals	 and	developed	 and	understanding	 of	 the	way	 the	 orchestra	 is	
responding	to	the	score,	the	two	interpretations	of	the	overture	seek	to	highlight	the	essence	of	
the	narrative	as	seen	by	Leonore	and	Florestan:	there	can	be	no	doubt	that	in	Leonore	Beethoven	
is	condensing	the	entire	plot	of	the	opera.	The	overture	is	cast	in	C	major:	that	corresponds	to	the	
heroic	sections	of	the	opera.		
	
First	 performance:	 Florestan	 is	 the	 voice	 of	 the	 narration	 who	 imagines	 his	 angel	 Leonore.	
Victory	is	sudden	and	a	surprise.	He	had	resigned	to	death,	but	was	saved.		
	
Second	 performance:	 Leonore	 is	 the	 voice	 of	 the	 narration	 (she	 metaphorically	 listens	 to	 the	
aria),	she	is	determined,	dedicated,	loving.	 	She	is	immensely	brave,	risking	her	own	life	to	save	
Florestan’s.		
	
Reflection:	It	seems	what	I’m	doing	here	is	trying	to	establish	where	the	ambiguity	in	the	score	
lies.	 That	 there	 is	 a	 given	 narration	 and	 plot,	 so	much	 of	 this	 is	 reliant	 on	 extra-musical	 ideas	
which	will	be	in	strong	contrast	to	other	pieces	used	in	this	study.	There	is	equal	textual	evidence	
in	 my	 interpretation	 of	 the	 plot	 as	 Leonore	 and	 Florestan	 do	 not	 know	 what	 each	 other	 is	
thinking.		The	title	actually	became	the	hermeneutic	window.		
	
It	 also	 seems	 that	 what	 I’m	 doing	 here	 is	 finding	 a	 way	 of	 giving	 myself	 ‘permission’	 to	 just	
imagine	the	sounds	assembled	in	an	aesthetically	pleasing	way.		All	the	below	concept	boxes	have	
to	correlate	to	a	‘known’	conducting	gesture	–	they	have	to	conform	with	an	ability	to	sculpt	the	
sound.		
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Bar		 Florestan’s	voice	 Leonore’s	voice		
1-4	 Descent	 slow	 and	 laboured.	 	 Dark	

sound.	
Descent	calculated.	

5-8	 Bassoons	painful	(rapid	and	strong	
<>’s)	strings,	same	for	strings	

Bassoons	more	discreet	and	immersed	in	
string	sound.		

9-13	 Sf	 in	 11	 very	 strong	 (pain)	 	 cl/fg	
almost	‘mumbled’		

Sf	 in	 11	more	 of	 a	 delayed	 bloom.	 Cl/fg	
play	positively		

14-19	 Starved	string	sound	 Hymn	like	
20-26	 Cautious	–	 slight	hold	up	 into	next	

section	
Assured	 and	 goal	 directed	 towards	next	
section	

27–31	 Block	 chords	 laboured	 and	 blend	
with	 one	 another	 whilst	 at	 the	
same	time	being	at	opposition	with	
one	another.		

Block	chords	very	matter	of	fact	

32-36	 ‘Struggle’	 is	 temporarily	
suspended.	

Enjoyed.	

37-68	 Rather	matter	 of	 fact,	 resisting	 the	
urge	to	hurry	and	get	excited	

Whispered	and	urgent	

69-101	 Colossal,	ordered	and	considered.		 Ecstatic.		
102-117	 Jarred		 In	waves,	smoothed	over.	
118-137	 Sonorous	and	tenuto	(holding	on	to	

the	 memory	 of	 Leonore).	
Everything	infused.		

Without	fuss	

137-153	 Static	and	subdued	 Static	and	energised	
154-191	 Rational		 Conversational	
192-252	 Heavy	and	aimless/hopeless.	Stuck.		

Winds	 sustain	 chords	 as	
immovable	forces.		

Goal-directed	with	 a	 sense	 of	 ‘breaking-
out’.		

252-277	 Controlled	in	dynamic,	ff	subito,	no	
hold	 up	 into	 colla	 parte	 (as	 if	 the	
music	 is	 actually	 continuing	 on).		
Trumpet	 solo	 has	 very	 long	
minims,	 and	 is	 far	 off	 stage	with	 a	
second	player.			

Controlled	 in	dynamic,	 but	 ‘busyness’	 of	
2nd’s	 and	 violas	 is	 projected	 (alla	
Adorno).	 	 Hold	 up	 into	 trumpet,	 but	
trumpet	races	through	fanfare.		

278-299	 Slower	(even	though	it	says	Tempo	
I),	 quasi	 mysterioso,	 like	 a	 dream.	
Trumpet	 second	 time	 is	 much	
closer	and	a	little	faster.		

Tempo	 I,	 very	 expressive	 and	 ‘bright’	
winds.	 Trumpet	 races	 through	 fanfare	
again.	Almost	in	1.	

300-330	 Slower	(even	though	it	says	Tempo	
I),	cresc.	goes	past	p	of	316.		322	to	
330	 is	 an	 imperceptible	 accel.	
Cresc.	in	326	is	strong.	

Tempo	 I,	 rich	 string	 sound	 within	 p	
cresc.	 does	 not	 go	 past	 p	 (Leonore	 is	
‘soothing’)	

330-352	 Articulation	 of	 strings	 is	 clearly	
projected	 (with	 forward	 impetus)	
flute	and	bassoon	very	‘busy’.		Flute	
is	almost	hyperventilating.		

Ibid,	though	more	controlled	in	tempo.		

352-378	 ((Carefully	 observe	 dynamics	 of	
each	entry).	Build	up	done	in	such	a	
way	 that	 there	 is	 not	 quite	 the	
same	 ‘pop’	 at	 378.	 Rather	
everything	is	assured.			

(Carefully	 observe	 dynamics	 of	 each	
entry)	 As	 it	 gets	 louder	 it	 holds	 up,	
particularly	last	3	notes	into	378		
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378-402	 Takes	off	!	Big	Brass.	 Sung	in	unison.		
402-437	 Almost	 in	 one,	 less	 intense	 than	

second	subject	in	exposition.		
Relished	 (Leonore	 can	 allow	 herself	
feelings)	

438-468	 With	 accel	 to	 H.	 H	 becomes	 very	
declamatory,	 with	 silence	 in	
456/457	pronounced.		

Enjoyed	

468-513	 Dramatically	following	on	from	the	
shape	of	the	performance.	

Dramatically	 following	 on	 from	 the	
shape	of	the	performance.	

514-end	 Ibid.	 Ibid.		
	
Week	beginning	3rd	and	10th	November		2014	
This	 was	 the	 first	 rehearsal	 where	 the	 players	 were	 informed	 of	 the	 study	 surrounding	 the	
rehearsals.	When	what	 I	was	doing	was	 explained	 there	was	without	 doubt	 a	 greater	 sense	 of	
flexibility.		Also,	the	section	principals	I	felt	were	much	more	engaged;	many	helpful	suggestions	
were	made	by	1st	vl	and	vc.		
	
I	 also	 observed	 that	 my	 head	 was	 in	 the	 score	 a	 lot	 for	 this	 rehearsal.	 People	 comment	 that	
conductors	who	stare	at	the	score	a	 lot	either	1)	don’t	know	it	well	enough,	or	2)	expect	of	the	
players	to	do	exactly	what	is	written.			
	
Finally,	 this	rehearsal	had	the	post-it	notes	 in	 the	score	of	Leonore’s	overture.	 	 Inner	dialogues	
during	 the	 rehearsal	were	 actively	 seeking	 these,	 though	 it	 is	 difficult	 to	 tell	 anything	 of	 their	
effectiveness	because	there	is	not	yet	any	point	of	comparison.		
	
Week	beginning	17th	November	2014	
Approaching	the	performance,	I	am	reminded	of	my	aspiration	to	conduct	Leonore	from	memory.	
Memory	 has	 to	 be	 tested	 –	 in	 the	 run	 through	 today	my	memory	was	 not	 reliable	 enough	 to	
correct	players	when	they	needed	help.		
When	my	head	is	in	the	score	I	feel	more	connected	to	the	‘music’;	when	conducting	without	the	
score,	 I	 feel	much	more	connection	with	 the	players	–	 the	music	somehow	became	more	about	
them.		
	
I	 have	been	doing	much	work	on	memory	of	 the	piece	 and	have	more	 clearly	 counted	out	 the	
phrases,	 particularly	 in	 the	 middle	 section	 which	 has	 the	 block	 contrasts	 of	 ff	 and	 p.	 I	 am	
concerned	that	my	memory	recall	is	based	so	much	on	a	sequence	of	events,	or	blocks	of	sound,	
that	my	performance	of	the	piece	from	an	intellectual	point	of	view	is	too	fragmented.	
	
Rehearsal	plan	for	November	24	
Tune	opening	G	in	winds	straight	after	taking	the	A.	
Play	from	2nd	quaver	beat	of	bar	13,	through	to	Allegro.	
Tidy	up	bar	271	(play	from	bar	268).	
Play	from	E	through	to	flute	solo.	
	
Watching	 this	 rehearsal,	 it	 is	 striking	how	much	of	 the	work	 from	 rehearsal	 three	was	 'in'	 the	
sound.	 It	 makes	 me	 realise	 how	 crucial	 that	 rehearsal	 was.	 Do	 all	 rehearsal	 periods	 have	 a	
particular	apex	like	this?		
	
Week	beginning	24th	November		2014	
Final	two	rehearsals	and	performance.		
	
The	 inner	 dialogues	 after	 the	 performance	 were	 always	 going	 to	 stem	 around	 comparisons	
between	how	I	thought	the	performance	was	going	to	go,	and	how	it	actually	did	go.	My	thought	
on	this	is	as	follows:	to	have	a	clear	interpretive	idea	before	performance,	for	me,	is	not	to	restrict	
the	 inference	 of	 live	 phenomena	 –	 rather	 it	 seems	 to	 open	 it	 even	 more.	 The	 extent	 of	 the	
preparation	 of	 the	 conductor	 and	 orchestra	 determines	 the	 assimilation	 of	 the	 ‘work’:	 work	
assimilation	has	a	logarithmic	relationship	to	eventness.		
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Conducting	from	memory	in	performance	didn’t	feel	like	a	cognitive	load,	whereas	in	rehearsal	it	
did.	Perhaps	in	performance	experience	has	taught	me	to	hear	and	forget	any	mistakes	(we’re	all	
taught	that	in	performance	we	must	just	keep	going).	The	score	is	vital	for	indexing	(unless	bar	
numbers	and	rehearsal	letters	are	remembered),	no	indexing	is	required	in	performance.		
	
Week	beginning	5th	January	2014	
Over	the	past	several	weeks	I	have	been	reflecting	on	the	Leonore	performance.	Two	themes	in	
my	 thinking	have	emerged	 that	seem	somewhat	 in	conflict	with	each	other.	My	 first	 thought	 is	
that	something	was	consecrated	 in	 that	performance	 in	 the	way	 I	am	able	 to	mentally	 ‘inhabit’	
the	music.	 I	 struggled	 to	manipulate	 the	piece	 in	my	 inner-ear	before	 the	performance,	 though	
now	I	seem	to	be	able	 to	confidently	pick	 it	up	and	 ‘play’	 the	piece	 in	my	aural	memory	 in	any	
way	 I	 wish:	 it	 seems	 that	 the	 performance	was	 an	 integral	 part	 of	 the	 learning	 process,	most	
likely	time	was	an	integral	part	too	(just	being	able	to	let	the	music	sit	in	my	mind).		
	
Performance	is	an	extraordinary	part	of	music	making,	audiences	bring	a	heightened	sensitivity	
which	has	differing	effects	for	all	performers.	Performers	also	have	an	inner	dialogue	of	thoughts	
during	a	performance	–	as	Susan	Tomes	points	out,	performances	can	either	have	 the	sense	of	
unfolding	organically	or	following	a	predetermined	path.	We	don’t	want	a	performance	to	sound	
like	 an	 enactment	 of	 a	 script;6	we	want	 it	 to	 sound	 like	 a	 lived	 experience.	 	 The	 psychological	
state	 of	 the	 performer,	 and	 the	 extent	 to	 which	 the	 performer	 can	 go	 into	 Tomes’	 ‘trustful	
forgetting’	(which	itself	arises	alchemically)	all	have	an	impact	on	eventness.	Ultimately	this	does	
amount	 to	 a	 different	 interpretation,	 but	 to	 what	 extent	 this	 is	 just	 an	 ‘answer’	 to	 which	 the	
question	is	always	the	same	is	something	I	am	most	intrigued	by.		
	
Week	beginning	5th	January	2015	
Received	score	for	the	new	piece	by	Simon	Mawhinney.	First	impressions	are	that	it	is	technically	
very	difficult	for	the	players,	and	that	it	has	tempi	divisions	that	remind	me	of	Elliott	Carter.	To	
say	that	 I	have	an	urge	to	 learn	 it	and	understand	it	 is	an	understatement.	 I’m	reminded	of	 the	
following	quote	by	Stravinsky:	
	

All	creation	presupposes	at	its	origin	a	sort	of	appetite	that	is	brought	on	by	the	foretaste	
of	 discovery.	 This	 foretaste	 of	 the	 creative	 act	 accompanies	 the	 intuitive	 grasp	 of	 an	
unknown	 entity	 already	 possessed	 but	 not	 yet	 intelligible,	 an	 entity	 that	will	 not	 take	
definite	shape	except	by	the	action	of	a	constantly	vigilant	technique.7	

	
Week	beginning	12th	January	2015	
Interview	with	Simon	Mawhinney.	
	
Thinking	ahead	to	the	next	performance	of	Leonore,	I’m	struck	by	the	need	to	sit	with	the	score	
and	 imagine	 the	 next	 interpretation.	 A	 voice	 inside	me	 knows	 that	 the	 last	 performance	 is	 so	
deeply	 engrained	 that	 there	 is	 a	 risk	 of	 not	 being	 able	 to	 see	 the	 piece	 anew.	 In	 the	 first	
performance	 I	was	 limited	 because	 I	was	 learning	 the	 score	 for	 the	 first	 time,	 for	 this	 second	
performance	I’m	limited	by	knowing	the	score	from	the	first	performance!					
	
The	following	from	David	Blum’s	book	about	Casals	I	found	quite	stimulating.	‘This	sense	of	
wonder,	of	touching	upon	an	original	experience,	was	the	essence	of	Casals’	art;	the	manner	in	
which	this	wonder	was	crystallised	into	supreme	music	making	was	the	secret	of	his	greatness.’8		
	
What	struck	me	was	the	use	of	the	phrase	 ‘original	experience’	–	 it	made	me	realise	how	much	
I’m	measuring	 the	external	parts	of	 the	music,	 ‘the	container’	 rather	 than	 ‘the	contents’.	Whilst	
there	are	of	course	always	links	between	the	container	and	the	contents	–	and	I	am	finding	some	

                                                
6	With	this	in	mind	I	wonder	whether	the	post-it	notes	were	a	layer	of	‘scriptedness’,	which	may	
have	only	been	helpful	in	preparation.	They	certainly	seem	to	be	something	of	a	performance	
plan	which	needs	to	be	considered	in	my	work	learning	model.		
7	(Stravinsky	and	Craft	1980,	51)	
8	(Blum	1977,	3)	
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way	of	directing	attention	at	these?	There	will	always	be	shortcomings	in	this	line	of	thinking.	It	
made	me	realise	how	much	how	the	phenomenon	of	a	score	having	‘multiple	entities’	is	internal	
(the	 sound	 received)	 as	well	 as	 external	 (the	 sound	 in	 the	 air	without	 a	 receiver).	 Cf.	 Husserl	
Lifeworld	and	Heidegger	transcendental	subjectivism.			
	
Week	beginning	19th	January	2015	
I	 can	hear	 the	section	before	 the	coda	 [of	Leonore]	much	more	dramatically	 than	we	did	 it	 last	
time,	it	would	work	very	slow.	Also,	the	last	three	notes	into	the	coda	can	be	ritard,	with	a	clean	
upbeat	to	the	coda.		
	
Week	beginning	2nd	February	2015	
Initial	study	of	Mawhinney:	
	
The	 score	 and	 parts	 for	 the	Mawhinney	 arrive	 in	 their	 final	 version.	 After	 the	 interview	with	
Simon	I	find	myself	wanting	to	recall	information	about	the	harmonic	language	and	the	structure	
of	 the	piece	 (seven	 sections,	 each	based	on	 seven	notes	 –	 because	 the	piece	was	 originally	 for	
harp	and	marimba).	 	All	 the	backstory	about	 the	Pinkbow	and	Simon’s	 grandmother	 is	only	of	
peripheral	interest	right	now.		
	
The	 piece	 revolves	 around	 crotchet=102,	 with	 metric	 modulations	 to	 127.5	 and	 76.5	 –	 the	
ensemble	needs	to	have	these	internalized.	There	are	a	handful	of	other	tempi,	but	the	principal	
unit	is	crotchet	=	102.	Several	of	the	metric	modulations	don’t	work	as	they’re	printed,	I	had	to	
email	Simon	to	clarify	three	points	where	the	metric	relationship	does	not	equal	the	new	printed	
tempo.	 	 Personal	 preparation	was	 practising	 (often	with	 tonguing	 patterns	 of	 doubles/triples)	
the	metric	modulations.	The	majority	of	thought	was	how	am	I	going	to	help	the	players	see	the	
music	as	quickly	as	possible.	
	
So	much	of	this	rehearsal	process	is	going	to	be	managing	moral	–	it	will	take	a	long	time	for	the	
players	to	see	the	synoptic	view	of	the	piece.		
	
I	will	do	the	first	rehearsal	on	Monday	with	three	metronomes	on	the	stand	beside	me,	so	that	I	
can	 as	 accurately	 as	 possible	 start	 sections	 on	 the	 exact	 tempo	 –	 the	 players	will	 survive	 this	
piece,	 like	 players	 everywhere	do,	 by	 internalizing	 and	memorizing	 the	 tempo.	 I	will	 also	 only	
move	on	from	a	section	when	there	is	some	sense	of	order	in	the	playing	–	at	a	first	rehearsal	I	
would	normally	aim	to	cover	the	whole	piece,	but	if	we	do	not	on	this	occasion	it	will	be	because	
of	 the	 challenge	 the	music	 poses	 to	 the	 players.	 There	 is	 no	 good	 in	 carrying	 on	 if	 there	 is	 no	
consistency	in	approach	–	it	will	only	be	through	the	players	seeing	the	music	synoptically	that	
the	rehearsal	process	will	have	a	progressive	course.		
	
String	parts	are	all	independent,	and	priority	is	not	given	to	the	first	player.	The	violas	often	have	
a	 line	 of	 continuity.	 I	 say	 this	 because	 I	 have	 organized	 the	 string	 section	 with	 the	 strongest	
player	on	end	chairs:	the	music	isn’t	put	together	like	that	though.	This	analysis	is	quite	different	
to	Leonore	–	I	came	to	Pinkbow	with	the	whole	project	in	mind	(i.e.	the	players	I	will	meet	in	two	
days).	
	
An	 interpretation	 is	 inseparable	 from	 the	 players	 that	 perform	 it.	 It	 is	 not	 only	 to	 do	 with	
instrumental	 technique,	 but	 the	 players	 exposure	 to	 and	 understanding	 of	 a	 given	 musical	
language.	 	 In	 a	 piece	 like	 Simon’s,	 I	 expect	 very	 few	 players	 in	 the	 ensemble	 will	 have	 had	
exposure	 to	much	of	 the	 rhythmic	material	which	 is	used.	Weisenberg	writes	 ‘though	different	
musicians	have	different	ways	of	counting,	the	less	one’s	attention	has	to	be	given	to	that	task	the	
better.	 Spending	 a	 lot	 of	mental	 energy	 on	 counting	means	 that	 less	 is	 available	 for	 the	 other	
aspects	of	performance.’	9	The	piece	also	has	a	lot	of	5s	and	7s	(much	like	the	Stravinsky	Octet),	
and	in	some	cases,	5s,	6s	and	7s	altogether	–	the	effect/purpose	of	this	is	difficult	to	comprehend	
if	a	player	hasn’t	had	contact	with	it	before.	So	much	of	the	rehearsal	will	be	teaching	the	piece,	
and	the	language	of	the	piece.		

                                                
9	(Weisberg	1993,	5)	
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Week	beginning	9th	February	2015	
I	 should	 make	 notes	 about	 the	 differences	 between	 the	 ‘Dumbarton	 Oaks’	 recordings	 that	 I	
surveyed	for	tempo,	it	might	help	me	to	identify	where	the	interpretive	windows	are.	Is	there	a	
paradoxical	relationship	between	the	amount	of	detail	on	a	score	and	the	amount	of	interpretive	
ambiguity	that	surrounds	that	detail?		
	
So	much	can	be	done	in	the	first	few	bars	to	give	direction	to	the	music.	Is	that	imposing	a	19th	
century	ideal	on	to	20th	century	music?	Just	because	the	music	can	handle	it	isn’t	a	good	enough	
reason	to	do	it	–	is	that	the	type	of	cosmetic	detail	Stravinsky	didn’t	like?		
	
One	approach	could	be	to	get	the	(professional)	players	to	write	words	about	what	they	associate	
with	 Stravinsky	 before	 we	 do	 the	 performance	 (it	 will	 likely	 point	 towards	 accents	 and	
articulation).	 Trying	 to	 do	 that	myself	 is	 quite	 tricky,	 because	we	 all	 know	what	 Stravinsky	 is	
when	we	hear	 it	but	converting	 that	 to	words	 is	a	different	skill	 from	hearing	 it	and	playing	 it.	
What	 I	 want	 to	 do	 is	 examine	 the	 assumptions	 about	 how	 we	 should	 approach	 Stravinsky’s	
music,	and	use	that	as	a	basis	to	find	an	'alternative';	the	alternative	would	maybe	be	to	test	what	
happens	when	we	apply	19th	C	ideals	to	20th	C	music	(Rosen).	
	
In	a	conversation	with	Robert	Philip,	he	challenged	me	to	think	of	Stravinsky’s	metronome	marks	
(or	 indeed	 any	 composer’s	 metronome	marks)	 to	 be	 retrospective	 –	 did	 Stravinsky	 mark	 the	
tempo	down	to	quaver=152	after	he	heard	the	play	back	of	his	recording	at	quaver=190?	I	have	
only	 ever	 considered	 a	metronome	mark	 being	 put	 on	 a	 score	 by	 a	 composer	 before	 the	 first	
performance,	somehow	it	 is	difficult	to	 imagine	that	tempo	may	be	separate	from	a	composer’s	
pre-compositional	intent.		
	
Week	beginning	16th	February	2015	
The	second	reading	of	Mawhinney	was	much	easier,	and	I	can	see	that	the	whole	process	won’t	
be	 only	 struggle.	 I	 spent	 a	 great	 deal	 of	 time	 rehearsing	 the	metric	modulations	mentally	 and	
manually	which	helped,	though	I	know	I	was	still	perhaps	too	approximate.	I	expect	it	will	always	
be	 that	way,	and	 that	right	up	until	 the	 final	hour	 I	will	be	 trying	 to	make	 them	more	accurate	
both	within	myself	and	within	the	ensemble.	In	regards	to	any	notions	of	multiple	interpretability	
–	 I	won’t	be	able	 to	memorise	 this,	 and	even	 if	 I	 could,	 it	would	be	 too	superficial	and	risky	 to	
perform	from	memory.	The	two	 interpretations	may	be	a	case	of	version	1,	and	version	1	with	
more	detail	and	better	execution.	If	this	is	the	case,	using	the	word	interpretation	to	describe	the	
performances	becomes	very	problematic.			
	
Week	beginning	23rd	February	2015	
Started	second	rehearsal	cycle	for	Leonore.	I	have	to	admit	that	at	no	point	was	my	original	plan	
in	mind,	which	was:	
	

Second	performance:	Leonore	is	the	voice	of	the	narration	(she	metaphorically	listens	to	
the	aria),	she	is	determined,	dedicated,	loving.	She	is	immensely	brave,	risking	her	own	
life	to	save	Florestan’s.	
	

Something	much	more	exciting	happened.		Firstly,	at	least	half	a	dozen	of	the	orchestra	came	to	
me	during	the	break	and	saying	that	Beethoven	was	‘radical’	or	a	similar	adjective	–	people	also	
said	 they	 were	 exhausted.	 I	 was	 not	 just	 improvising	 and	 changing	 details	 in	 the	 moment	 –	
rather,	silently	I	had	been	planning	a	new	interpretation	(at	all	times	of	the	day	and	night)	that	
was	 informed	 in	part	by	 the	prior	performance.	 I	had	 imagined	setting	 in	opposition	with	each	
other	 different	 elements	 of	 the	 musical	 material.	 I	 felt	 that	 the	 players	 ‘got’	 the	 new	 version	
instantly:	many	moments	of	rubato,	increased	sense	of	line,	intensified	dynamics	and	so	on	were	
‘right’	 the	 second	 time	 we	 passed	 them.	 I	 have	 always	 thought	 that	 musical	 decisions	 have	
inherent	value	when	they	immediately	surpass	previous	renditions.	Some	ideas	were	difficult	to	
get	rid	of,	for	example	the	hold	up	in	bar	8	–	I	expect	that	the	issue	was	because	the	way	we	did	it	
the	first	time	was	more	in	keeping	with	the	musical	material	(the	musical	material	wants	to	be	
held	up).	
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I	used	many	more	metaphors	than	usual.	Also,	I	was	happy	to	push	things	to	the	point	of	being	
‘not	right’,	as	in	I	was	comfortable	with	a	replenished	store	of	rehearsal	time.		
	
Week	beginning	2nd	March	2015	
After	 coding	 Mawhinney	 I	 realise	 that	 even	 though	 the	 piece	 has	 a	 more	 intricate	 musical	
language,	it	is	inducing	a	simplified	gestural	and	verbal	communication	from	me.	I	am	‘mouthing’	
much	 less	 and	 counting	 out	 loud	much	more.	 Presumably	 this	 is	 because	 there	 is	 seldom	 one	
unified	event	to	‘mouth’	–	also	if	I	am	counting	aloud,	I	cannot	‘mouth’	as	well.		
	
Week	beginning	9th	March	2015	
If	variants	in	interpretation	are	to	do	with	temporal	unfolding,	then	in	the	case	of	Mawhinney	it	is	
very	challenging	indeed	to	know	from	what	the	music	is	a	variant	of.	Each	time	we	approach	the	
music	there	is	a	real-time	mediation	between	the	ideal	of	the	score	and	the	reality	of	execution.	
Fundamentally,	we	don’t	yet	know	what	the	piece	is.	For	me,	seeing	in	advance	two	views	of	the	
piece	is	impossible	until	after	the	first	performance.	
	
Plan	 for	 next	 rehearsal	 with	Mawhinney:	 instinct	 tells	me	 to	 start	 from	 rehearsal	 9	 (half	 way	
through).	I	also	plan	to	record	with	audio	machine	a	run	through	so	I	can	help	myself	get	a	sense	
of	 the	piece	by	 listening	back	without	 conducting.	 	Reflecting	on	 the	videos,	 it	 is	 clear	 that	 the	
ensemble	is	taking	any	tempo	I	give	them	on	the	transitions,	which	gives	me	confidence.		
	
When	reviewing	video	of	second	Leonore	rehearsal	I	note	that	there	is	definitely	a	transition	to	
more	musical	gesture	as	notes	become	known	by	orchestra,	though	verbal	indications	of	musical	
priorities	have	not	changed	since	the	beginning	of	the	rehearsal	process.		
	
Week	beginning	16th	March	2015	
As	 the	 performance	 of	 Mawhinney	 approaches	 the	 thought	 comes	 to	 me	 that	 perhaps	 with	
Mawhinney	 it	 is	 not	 a	matter	 of	 hearing	 two	 performances	 of	 the	 piece	 (two	 interpretations);	
rather	 that	 the	 idea	of	multiple	entities	 reaches	a	new	 level	of	plurality	with	 the	nature	of	 this	
music.	Maybe	it	 is	because	of	the	newness	of	 the	piece	(in	a	way	it	doesn’t	really	exist	until	we	
perform	it),	or	because	of	the	musical	material.	The	piece	seems	to	emit	multiple	interpretations	
in	an	entirely	different	way	to	Leonore,	there	is	a	conceptual	shift	that	I	haven’t	quite	yet	found.	
Somehow	reading	a	New	York	Philharmonic	programme	note	for	Debussy	Jeux	makes	me	think	
that	 the	conceptual	 shift	may	be	 in	 the	direction	 in	which	Boulez	pointed	 to	when	he	said	 that	
Jeux	 marked	 ‘the	 arrival	 of	 a	 kind	 of	 musical	 form	 which,	 renewing	 itself	 from	 moment	 to	
moment,	implies	a	similarly	instantaneous	mode	of	perception.’	
	
I	am	also	thinking	a	 lot	about	the	upcoming	performance	of	Leonore.	 I	have	been	asking	myself	
time	and	time	again	as	to	what	the	last	performance	was:	there	is	so	much	that	was	preordained	
in	 that	 performance,	 so	 much	 so	 that	 it	 has	 been	 fascinating	 to	 see	 how	 much	 the	 orchestra	
identifies	the	piece	as	being	what	we	performed	when	we	did	it	last.	It	occurs	to	me	that	for	the	
second	performance	of	Leonore	we	 are	 creating	 a	performance	 in	which	 the	 element	 of	 risk	 is	
negotiated	 in	 a	 completely	 different	way.	Whilst	 I	 am	 excited	 by	 this,	 part	 of	me	 still	 wants	 a	
strategy	to	hold	on	to	–	if	I	have	agreed	with	the	orchestra	for	a	corner	to	be	approached	in	one	
particular	 direction,	 it	 is	 not	 OK	 to	 spontaneously	 change	 my	 mind.	 In	 this	 way,	 I	 feel	 under	
pressure	to	deliver	something	that	is	based	on	the	decisions	made	in	rehearsal,	even	though	I	am	
seeking	more	than	that.		
	
Week	beginning	23rd	March	2015	
It	is	not	insignificant	that	I	only	got	sight	of	the	score	for	Mawhinney	a	week	or	so	before	the	first	
rehearsal.	I	feel	that	it	is	only	now	that	I	have	a	synoptic	view	of	the	piece.	If	I	could	have	started	
the	rehearsal	process	from	this	point	I	may	have	been	more	useful	to	the	orchestra.	Much	of	what	
Simon	spoke	of	about	the	piece	now	makes	sense	to	me:	I	have	an	aural	picture	of	the	seven	note	
chords,	or	at	 least	a	 sensibility	 to	 the	harmonic	 language,	which	when	coupled	with	a	 sense	of	
foreground	and	background	enables	my	ear	to	have	the	means	to	listen	to	the	piece	with	a	sense	
of	orientation.			
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Doing	 the	 coding	 for	 fourth	 rehearsal	 makes	 me	 realise	 that	 the	 occurrence	 of	 B	 codes	
[representing	 instructions	 for	 corrections]	 at	 this	 point	 is	 an	 indication	 that	 I	 can	 actually	
accurately	identify	what	can	be	worked	on.	That	we	are	now	well	past	half	way	in	the	rehearsal	
process	 means	 that	 I	 must	 get	 my	 ‘hands	 dirty’	 in	 rehearsal,	 if	 the	 players	 were	 to	 fix	 it	
themselves	they	would	have	done	so	by	now.		In	the	interview	Simon	said	that	‘I	had	an	imaging	
of	 the	 feeling	of	 the	piece	all	at	once,	 then	 I	had	 to	use	my	experience	and	 techniques	 to	make	
what	existed	just	in	the	imagination	somehow	concrete.’	It	is	only	now	that	I	can	see	the	piece	‘all	
at	once’,	and	have	any	feeling	of	what	the	piece	is	–	Simon’s	words	of	‘Cosmic	Violence’	have	come	
to	mean	some	type	of	tension	that	comes	from	within	the	individual	and	collective	instrumental	
sound.	 The	 piece	 is	 not	 overblown,	 but	 rather	 on	 the	 surface	 at	 least,	 quite	 rational	 and	
considered.	I	often	use	that	phrase.		
	
Pinkbow	chronometry	exercise	
A	=	bars	1	–	30	 	 	 	 .36	
B	=	bars	30	–	67	 	 	 	 .50	
C	=	bars	68	–	104	 	 	 .44	
D	=	bars	104	–	119	 	 	 .54	
E	=	bars	120	–	141	 	 	 .23	
F	=	bars	141	–	176	 	 	 .56	
G	=	bars	176	–	208	 	 	 1:32	
Total	 	 																																																	5:55	
	 	 	 	

The	 sectionalisation	 of	 Mawhinney	 was	 done	 very	 early	 and	 is	 based	 on	 a	 rather	 primitive	
reading.	Making	the	below	energy	graph	has	been	remarkably	useful:	I	now	see	the	piece	for	the	
first	time,	not	represented	to	my	mind’s	ear	only	in	terms	of	the	visual	energy	graph	but	also	in	
the	symmetry	of	the	sections,	which	labelled	themselves	Smooth	1,	2	and	3;	Implode	1	and	2;	and	
Bumps	 1	 and	2.	 The	 implode	 sections	 are	 not	 something	 I’ve	 felt	when	doing	 an	 energy	 graph	
before;	 the	 extreme	 contrast	 of	 isolated	 chords	 after	 the	 contrapuntal	 material	 that	 proceeds	
them	gives	the	effect	of	somehow	being	either	(and	at	this	stage	I’m	not	sure)	1)	out	of	time	2)	in	
negative-energy	 (if	 that	 is	 even	possible)	 or	 3)	 	 in	 a	 section	of	 the	piece	 that	 somehow	 stands	
separately	from	the	rest.		
	
I’m	also	pleased	with	myself	 that	 I	 chose	 to	divide	 the	piece	 in	seven	sections:	 I	did	know	that	
Simon	 had	 constructed	 it	 this	 way,	 but	 I	 did	 not	 seek	 to	 exactly	 find	 Simon’s	 compositional	
sectionalisation	in	my	own	–	I	had	separated	the	piece	based	on	thinking	about	what	parts	of	the	
piece	would	rehearse	well	as	units,	a	basic	performer’s	analysis.	The	energy	graph	shows	that	the	
end	of	each	section	has	the	most	impetus.		I’m	reminded	from	doing	the	energy	graph	about	the	
importance	of	seven	to	the	piece	and	am	almost	disappointed	that	I	did	not	previously	catch	on	to	
the	seven	dynamic	climaxes	in	both	‘bump’	sections.	
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Figure	11:	Mawhinney	Pinkbow	at	Backnamullagh	energy	graph	

Week	beginning	30th	March	2015	
Thoughts	documented	close	to	the	second	performance	of	Leonore	and	the	first	performance	of	
Mawhinney:	
	

Mawhinney:	Simon	still	had	things	to	say	in	the	introduction	of	the	piece	to	the	audience	
that	I	was	not	aware	of,	i.e.	that	the	metric	modulations	are	like	gear	changes	in	a	car.		
	
Leonore:	my	thought	just	before	the	second	performance	was	that	what	we	were	going	to	
do	was	‘further	down	the	path’	of	the	first	performance	was	shortsighted.	If	it	were	so	I	
was	 implying	 that	 the	 second	performance	was	better,	 but	 it	was	 a	mixed	bag.	 People	
said	 the	 second	 performance	 took	 off	 –	 that	 cements	 something	 of	 the	 impact	 of	 the	
piece,	it	changes	what	it	is	'about'...	But	if	the	piece	is	just	a	big	'shout'	it	loses	layers	of	
sophistication.	

	
Cf	video	of	beating	clarity	in	final	Leonore	rehearsal.	Beating	is	for	people	counting	just	
as	much	playing...		so	much	changed	by	introducing	players	that	did	not	play	in	the	first	
performance.	Learning	 to	be	 clear	 (with	 the	word	clear	being	very	holistic)	 for	all	 is	 a	
standard	part	 of	 training.	What	 is	 the	 criticism	 that	 can	be	 levelled	 at	my	approach	of	
mixed	beating?	Is	 it	enough	that	the	reason	for	the	clarinet	getting	lost	was	actually	an	
error	in	IMSLP	part?	The	second	interpretation	was	informed	by	the	first:	that	is	the	only	
extent	 to	which	 it	 is	 further	down	 same	 track.	 In	 action,	 I	was	not	 thinking	or	 looking	
over	my	shoulder	at	first	performance.	
	
In	action	thinking	was	don’t	over-cook,	particularly	at	first	allegro.	
	
Not	over-cooking	emphasized	the	dramatic	ending	which	is	itself	a	position	on	the	piece	
and	its	drama,	it	is	also	something	I	was	not	aware	of	in	the	first	performance.	I	followed	
it	partly	because	the	players	found	that	fun	in	the	rehearsal	process.		
	

Meeting	 in	 Glasgow	with	 John	 De	 Simone.	 John	would	 like	 to	 call	 the	 new	 piece	 Poetics,	after	
Stravinsky.		
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Week	beginning	6th	April	2015	
Masterclass	 with	 Sian	 Edwards	 on	 Beethoven	 Five.	 Carrying	 sound,	 interest	 in	 stick.	
Simultaneous	finding	of	gesture	and	interpretation.	My	face	is	often	contorted	in	loud	dynamics,	
and	often	the	brass	play	very	raw	for	me.		
	
Mawhinney:	 thinking	 ahead	 to	 the	 second	 performance	 –	 the	 multiple	 interpretability	 is	 to	
simply	do	it	better.	To	do	this	I	need	to	have	more	accuracy	from	myself	and	the	players:	 I	can	
more	accurately	capture	the	vastly	different	textures	that	separate	the	piece	into	sections	–	I	may	
not	 be	 able	 to	memorise	 the	 piece	 in	 terms	 of	 beating	 and	 instrumentation,	 but	 I	 can	 have	 a	
better	understanding	and	intention	of	shaping	the	energy	of	the	piece.	I	have	intellectually	done	
this	work,	but	it	has	not	yet	connected	to	my	view	of	the	piece	in	performance.	
	
Week	beginning	13th	April	2015	
Listening	 in	 silence:	 something	happens	by	applying	a	 simple	word	 to	 a	 section	of	Mawhinney	
(such	as	smooth/implode/bumps)	as	done	with	the	energy	graph.		I	also	met	with	the	new	leader	
of	 the	 second	 performance	 –	 they	 had	 prepared	 with	 the	 aid	 of	 the	 recording	 of	 the	 first	
performance.		What	was	remarkable	was	how	they’d	picked	up	on	the	particular	projection	of	the	
original	 leader’s	 sound	 into	 the	 ensemble:	 in	 the	 first	 performance,	 the	 leader	 played	 with	 a	
particularly	rich	sound	which,	before	he	joined	us	in	the	later	rehearsals,	had	not	made	it	into	the	
ensemble.	This	approach	seemed	to	go	against	 the	preconception	that	many	seemed	to	have	of	
the	music	being	austere.		
	
What	also	was	remarkable	from	the	session	with	the	new	leader	was	how,	despite	not	thinking	
so,	much	 of	 the	 beating	 of	 the	 piece	 is	 now	 in	muscle	memory.	 It	 had	 been	nearly	 four	weeks	
since	 the	 first	 performance	with	 only	 occasional	 looks	 at	 the	 score	 in	 between,	 but	 to	 remind	
myself	of	sections	my	hand	could	guide	me	quicker	than	re-reading	the	score.		
	
Week	beginning	20th	April	2015	
I	 abandoned	 the	 plan	 that	 was	 made	 for	 the	 first	 rehearsal	 for	 the	 second	 performance	 of	
Mawhinney.	 As	 in	 previous	 cases	 it	 didn’t	 seem	 right	 in	 this	 circumstance	 to	 approach	 the	
rehearsal	 assuming	 what	 would	 need	 the	most	 work.	 It	 is	 actually	 about	 efficient	 use	 of	 time	
more	 than	 anything	 else,	 I	 could	 not	 afford	 to	 privilege	 certain	 parts	 of	 the	 score	 with	 more	
rehearsal	time.	 	Having	a	plan	for	the	rehearsal	 implied	that	I	was	seeking	a	particular	point	to	
our	 work	 on	 the	 piece,	 though	 this	 is	 not	 really	 the	 case,	 I	 was	 improvising	 to	 an	 unknown	
destination.	 That	 destination	 is	 informed	 by	 the	 first	 performance,	 Simon’s	 comments	
introducing	that	performance,	and	my	own	feeling.	 	Understand	more	what	went	into	forming	the	
vision	of	the	piece	at	this	stage.		
	
There	was	a	change	in	the	ensemble	that	had	happened	since	the	first	performance.	Something	
had	 incubated	 inside	 the	 players.	 As	was	 the	 case	 in	 rehearsal	 1a	 of	Leonore,	 I	went	 for	 spirit	
again,	 opening	 up	 the	 piece	 and	 extending	 the	 horizon.	 I	was	 'anchoring'	 by	 using	 improvised	
metaphors	(jig/	big	band).		
	
This	 brings	me	 to	 say	 that	 this	 study	 is	 as	much	 about	 second	 performances	 as	 it	 is	multiple	
interpretations.	 Though	 I	 started	 researching	 multiple	 interpretability,	 I	 have	 found	 myself	
investigating	the	effects	of	multiple	performances	of	the	same	piece.		
	
A	lot	of	'quick	fire'	rehearsing	was	possible	because	my	diagnosis	was	much	better.	I	was	looking	
for	a	 lot	more	articulation,	 the	 feature	 that	Simon	asked	 for	at	 the	dress	 rehearsal	 for	 the	 first	
performance	at	Queen’s.	I	was	also	seeking	a	lot	of	dolce	for	contrast.	
	
Week	beginning	27th	April	2015	
My	initial	reaction	is	that	our	second	performance	[of	Pinkbow]	was	better	than	the	first	in	terms	
of	simply	having	more	notes	in	the	right	place	(though	there	were	new	wrong	notes	in	the	wrong	
place,	too).	I	felt	that	I	had	much	more	contact	with	the	ensemble,	and	that	we	were	able	to	make	
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minute	adjustments	for	each	other.		The	change	was	so	significant	that	it	cannot	be	explained	by	
rehearsal	alone.	
	
Week	beginning	25th	May	2015	
I’m	 casting	my	 thoughts	 towards	 the	Beethoven	Five	performances,	 over	 the	past	18	months	 I	
have	considered	many	different	ways	of	generating	 two	different	 interpretations.	Though	I	 feel	
that	 one	 of	 the	 defining	 aspects	 of	 multiple	 interpretability	 is	 an	 ability	 to	 conceive	 of	 two	
performances	 I	 hold	 no	 bias	 over,	 I’m	wondering	whether	 for	 Beethoven	 Five	 going	 down	 the	
route	that	I	did	in	Leonore	(trying	to	give	some	type	of	form	to	those	interpretations	in	advance)	
will	 be	 fruitful,	 rather	 what	 I	 need	 to	 do	 is	 use	 all	 my	 skill	 and	 technique	 on	 the	 podium	 to	
engender	flexible	and	spontaneous	performance.	The	 fact	 of	 the	matter	 is	 that	 I	 have	 an	 infinite	
number	 of	 Beethoven	 Five’s	 in	 me,	 and	 it	 seems	 reductive	 to	 narrow	 down	 two	 and	 try	 and	
execute	them:	that’s	not	how	we	make	music.			
	
Week	beginning	15th	June	2015	
The	Stravinsky	performances	actually	have	to	be	an	experiment.	A	risk.	Do	one	performance	 in	
the	 ‘Stravinsky	Style’	and	another	 in	a	baroque	pseudo	early	music	style.	Shorter	rehearsal	will	
dictate	 something	 of	 the	 approach;	 change	 has	 to	 come	 from	 within	 players	 as	 much	 as	 me	
(perhaps	this	is	always	the	case,	but	it	seems	more	pronounced	with	Stravinsky	–	I	had	the	sense	
with	Beethoven	I	could	do	it	 from	the	podium	alone;	Mawhinney	was	different	altogether).	The	
multiple	 interpretability	 of	 Stravinsky	 requires	 a	 concise	 explanation	 of	 a	 rich	 but	 simple	
concept:	has	to	appeal	to	the	innate	sensitivity	of	players,	can't	change	it	from	gesture	alone.	So	
much	 of	 the	 20th	 century	 performance	 aesthetic	 came	 from	 Stravinsky,	 so	 in	 a	 way	 I’m	
investigating	that	as	well.		
	
Week	beginning	29th	June	2015	
Having	spent	numerous	masterclasses	and	periods	of	private	study	on	Beethoven	Five,	this	week	
I	 started	conducting	 the	score	 in	silence	 to	prepare	my	body	 for	 the	performances	of	 the	piece	
relating	to	this	study.	
	
First	 movement:	 Though	 I’ve	 often	 said	 that	 I	 would	 never	 beat	 out	 the	 extra	 bars	 which	
Beethoven	wrote	in	to	make	the	fermatas	longer,	I	have	decided	that	I	definitely	will	beat	these	
out	 –	 this	 is	 partly	due	 to	 the	 fact	 that	 the	orchestra	haven’t	 played	 the	piece	before,	 and	 also	
because	not	accounting	 for	every	bar	within	 the	grammar	of	 conducting	 is	 a	 slippery	 slope	 for	
this	movement.	 I	want	 it	 to	 feel	deep	 rooted,	 like	 it	 is	 a	piece	of	 architecture	which	will	 never	
collapse;	even	in	the	sweeter	moments	my	sense	is	that	something	is	lost	if	natural	slackening	of	
tempo	becomes	obvious.	
	
I	will	clear	the	sound	after	each	ff	 fermata	that	is	followed	by	a	piano	entry.	If	a	ff	 fermata	goes	
into	 another	 ff	 entry	 I	 will	make	 the	 upbeat	 the	 cut	 off.	 This	 is	 standard,	 but	 these	 high-level	
concepts	allow	orchestras	to	survive	and	save	rehearsal	time.		
	
Despite	the	extreme	weight	of	the	first	movement,	I	do	find	that	there	is	a	particular	lightness	in	
the	contact	(grip)	of	the	stick,	probably	because	of	the	closeness	of	the	counterpoint.	With	a	light	
flick	of	the	wrist	it	feels	although	my	body	wants	the	sound	of	each	quaver	that	is	played	on	the	
second	quaver	beat	of	the	bar	(after	a	quaver	rest)	to	have	a	slight	accent.	I	have	heard	this	done	
before	but	do	not	think	it	is	a	common	approach.		
	
I	think	in	rehearsal	of	this	piece	I	really	want	to	be	intensively	focusing	on	the	score	even	though	
the	 ‘fabric’	 of	 the	 piece	 is	 memorized.	 There	 is	 so	 much	 interplay	 between	 different	 string	
instruments	and	woodwind	instruments	that	I	want	to	connect	with.	
	
For	the	purposes	of	physical	coordination,	I	want	to	seat	the	orchestra	with	first	violins	on	left,	
seconds	 next	 to	 them,	 then	 violas,	 then	 finally	 cellos	 on	 the	 right	 with	 double	 basses	 behind.	
There	are	several	beat	patterns	that	help	aid	the	memory	of	who	plays	where	if	the	orchestra	is	
seated	this	way.	
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Second	 movement:	 the	 same	 observation	 applies	 to	 the	 first	 movement,	 but	 existing	 score	
marking	 is	 very	helpful	 in	 coordinating	gesture.	 I’m	also	very	grateful	 for	 advice	given	by	Sian	
Edwards	in	how	to	physically	organize	the	subito	dynamic	changes	throughout	this	movement.	It	
is	 a	 tricky	movement	 and	 one	 that	 I	 sense	will	 actually	 need	 quite	 a	 lot	 of	 time	 spent	 on	 it	 in	
rehearsal.	It	is	the	pacing	that	makes	it	tricky,	in	that	it	needs	a	brisk	central	tempo	which	doesn’t	
ever	sound	rushed.	There	is	always	so	much	interest	in	the	accompaniment	that	it	 is	 important	
for	this	to	be	approach	from	the	orchestra	with	a	real	sense	of	chamber	music	–	this	feeling	of	the	
music	 is	somewhere	on	the	other	side	of	the	feeling	I	want	to	generate	in	the	first	movement.	I	
never	want	the	orchestra	to	shout	in	the	second	movement.	
	
Thinking	again	about	the	tempo,	it	definitely	seems	although	there	are	opportunities	to	relax	the	
tempo,	but	it	is	always	awkward	to	pick	it	up	again.	I	need	to	solve	this.	
	
Third	movement:	 the	 ‘A’	 section	 of	 this	 (the	music	 before	 the	 barn	 dance),	with	 the	 repeating	
rhythms	 of	 3	 crotchets	 then	 a	 dotted	 minim,	 have	 a	 very	 taut	 feeling	 on	 the	 arm.	 Without	
conducting	it,	my	sense	is	that	the	interest	is	in	grading	the	crotchets	with	an	increase	of	weight	
towards	the	barline;	though	when	conducting	it,	my	feeling	is	that	there	is	a	 lot	of	contact	with	
the	sound	on	the	dotted	minim.	The	baton	is	deeply	imbedded	in	the	hand.	If	the	dotted	minim	
presses	against	each	barline	it	dictates	somehow	that	the	crotchets	are	played	evenly	with	poise	
and	space	between	them:	the	combined	feeling	of	this	is	the	music	trying	to	‘break	out’.	I’m	sure	
this	has	been	said	before	but	I	want	to	follow	it.	
	
The	barn	dance	to	me	again	might	seem	to	invite	a	two-bar	crescendo	of	the	first	two	bars	of	each	
phrase,	something	of	an	Amsterdam	hairpin,	but	conducting	it	that	way	doesn’t	feel	right	in	the	
body.	Yes	a	crescendo	over	the	first	two	bars,	but	by	getting	more	persistent	and	never	loosing	
contact	 with	 each	 and	 every	 note	 –	 it	 is	 marked	 separate.	 It	 feels	 this	 way	 it	 will	 be	 exactly	
together	–	with	an	Amsterdam	style	 there	will	be	 tempi	 fluctuations	within	each	phrase	shape,	
and	no	part	of	the	orchestra	ever	plays	the	shape	together	with	another	part.		
	
The	link	after	the	barn	dance,	particularly	the	pizzicato	vc,	seems	to	need	something	to	happen	
with	the	tempo	–	I	think	it	is	just	a	slackening	back	to	the	second	A.	The	question	is	how	much	to	
pick	up	 again,	 especially	 given	 the	 rhythmic	disfigurement	 of	 the	opening	 statement.	 I	 need	 to	
develop	this	aurally.		What	is	for	sure	is	that	bar	255	is	back	at	tempo.	
	
Approaching	 the	 fourth	 movement:	 we’ll	 have	 to	 wait	 and	 see.	 I	 think	 I	 want	 to	 insist	 on	 no	
crescendo	until	 it	 is	marked,	always	sempre	pp.	 In	the	eight-bar	crescendo	my	thought	 is	 that	I	
actually	want	to	speed	up	here,	often	we	hear	the	opposite	as	the	conductor	allows	the	sound	to	
grow.	 It	 is	 ff	on	the	fourth	movement	and	not	before	–	the	trumpets	and	trombones	can	blister	
the	sound.		
	
The	rhythmic	feeling	of	the	opening	of	the	fourth	movement	is	the	same	as	the	first.	It	needs	to	be	
brisk	and	full	of	vitality	but	without	ever	falling	over	itself,	 this	seems	to	weaken	where	I	place	
the	sentiment	of	the	piece.	
	
Letter	A	needs	to	bloom	with	pride.	
	
Amsterdam	hairpins	are	littered	throughout	the	material	that	starts	(and	later	developed)	in	bar	
72.	Rattle	does	this	nicely,	though	it	has	been	some	years	since	I	listened	to	his	recording	with	the	
Vienna	Philharmonic.	
	
The	sequence	 that	begins	 in	bar	96	needs	careful	growth	management.	The	apparent	climax	at	
122	is	a	mirage,	even	at	D	it	doesn’t	seem	to	fall	into	place.	We’re	stuck	on	that	pedal	for	ages.	I	
will	hold	up	into	153,	as	it	ends	nearly	60	bars	of	growth	that	hasn’t	been	released.	The	ghost	of	
the	third	movement	is	bland	and	clinical.	Only	the	oboe	gives	a	human	face	to	the	sound	(as	it	did	
in	 the	 first	 movement).	 The	 crescendo	 into	 the	 recap	 is	 even	more	 abrupt	 than	 it	 was	 at	 the	
beginning	of	the	movement.		
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The	 chords	 at	H	 are	 an	 attempt	 to	 ‘end’	 something	 but	 it	 doesn’t	work	 –	 I	 think	 deliver	 these	
cleanly	without	trying	to	make	sense	of	the	silence.	
	
Interpretation	arose	when	 I	 began	 to	 think	deeply	 about	 gesture.	There	 is	 an	 interpretation	 in	
here,	it	is	just	not	delineated	from	a	second	interpretation.	What	I’ve	made	here	may	as	well	be	
called	‘interpretation	for	24/11/15’.	Cf	25/09/15	–	the	traces	of	this	embodiment	exercise	were	
not	in	the	first	rehearsal,	conducting	is	not	just	making	physically	manifest	what	is	inside	us,	it	is	
a	mediation	between	that	and	the	sound	received	from	the	orchestra.			
	
Week	beginning	13th	July	2015	
Can	I	develop	something	from	Richard	Schechner?	‘He	imagined	a	model	of	four	concentric	discs	
or	 circles,	 stacked	 so	 that	 the	 biggest	 provides	 a	 base	 and	 each	 of	 the	 others	 rests	 on	 the	 one	
immediately	 larger	 than	 itself.	 The	 smallest	 circle	he	 called	 the	drama,	 by	which	he	meant	 the	
components	 of	 the	 event	 as	 a	 whole	 that	 could	 be	 captured	 in	 a	 written	 text	 and	 carried	 or	
transmitted	from	one	place	and	time	to	another.	The	next	largest	he	called,	slightly	misleadingly,	
the	 script:	 this	was	 “the	basic	 code	of	 the	 events”,	 again	 transmissible	 from	place	 to	place,	 but	
now	 including	 patterns	 of	 action	 that	 are	 not	 written	 down	 but	 transmitted	 from	 person	 to	
person.	Surrounding	this	was	theatre,	“the	event	enacted	by	a	specific	group	of	performers”,	the	
particular	 form	 of	 a	 production.	 At	 the	 bottom,	 encompassing	 all	 this,	 was	 what	 he	 called	
performance:	“the	whole	constellation	of	events”,	most	of	them	passing	unnoticed,	that	take	place	
in/among	both	performers	and	audience	from	the	time	the	first	spectator	enters	the	field	of	the	
performances	 –	 the	 precinct	 where	 the	 theatre	 takes	 place	 –	 to	 the	 time	 the	 last	 spectator	
leaves.’10	
	
Week	beginning	20th	July	2015	
Chronometry	exercises	of	Beethoven	5:	
1st	movement						6.50	
2nd	movement		 8.38	
3rd	movement		 5.11	
4th	movement		 10.30	
	
Points	following	this	exercise	and	the	creation	of	the	energy	graphs:	
	
1st	 movement:	 each	 climax	 is	 undoubtedly	 progressively	 more	 than	 the	 last,	 though	 the	
movement	is	split	into	all	the	music	before	the	oboe	solo	and	after.	In	the	section	after	the	oboe	
solo	 the	 climaxes	 are	 initially	 pruned	 to	 allow	 for	 the	 greatest	 growth	 at	 the	 very	 end	 of	 the	
movement.	There	 is	no	golden	section	or	arch	to	the	movement,	 just	one	 long	 line	of	 increased	
intensity.		
2nd	Movement:	 will	 work	well	 without	 a	 stick	 (chamber	music).	 The	 five	 climaxes	 don’t	 really	
have	any	relation	to	each	other	here	I	feel,	though	consistent	is	the	sense	that	after	each	climax	
the	energy	returns	to	the	same	point	that	the	movement	begun	at.		
3rd	movement:	transition	into	fourth	movement	doesn’t	work	with	waiting	for	orchestra	to	arrive	
at	dynamic	because	of	metric	modulation	in	violas.	It	is	an	accel.	if	anything.	It	is	astonishing	how	
much	 of	 that	 movement	 is	 totally	 dissipated	 of	 energy,	 about	 a	 third	 of	 the	 movement	 is	 the	
build-up	to	the	fourth	movement.	Also,	the	barn	dance	section	is	over	very	quickly.		
4th	movement:	the	feeling	of	victory	is	definitely	contrived	in	the	recap,	so	many	people	comment	
on	that.	There	are	a	lot	of	plateau	moments.	
	
	

                                                
10	(Loxley	2006,	149)	
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Figure	12:	Beethoven	Symphony	No.	5	energy	graphs	
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Week	beginning	10th	August	2015	
The	pauses	 in	 the	 first	movement	of	Beethoven	Five	 simply	 freeze	motion	–	 they	 can	have	 the	
feeling	 of	 immediately	 becoming	 stuck,	 rather	 than	 the	 feeling	 of	 being	 an	 apotheosis	 as	 they	
often	do.	The	 thing	about	motion	 is	 that	 it	 is	 again	 tied	 to	our	 sense	of	narrative	–	we	 journey	
with	motion.		
	
Week	beginning	14th	September	2015	
Reflections	on	hearing	students	play	Beethoven	Five	in	their	auditions	for	the	chamber	orchestra	
are	as	follows:		
	
Students	found	it	very	difficult	to	sightread	alla	breve	rhythms.	When	it	is	just	slightly	slower	(in	
4)	they	cope	much	better.		
	
Fourth	movement	is	in	c	not	cut	common.	
	
Concerned	about	my	memory	of	Beethoven	Five	–	the	players	need	a	guidance	through	this	that	
is	more	than	a	dance.	More	importantly,	I	feel	like	performing	this	from	memory	somehow	seems	
unfaithful	–	or	rather	not	using	the	score	intensely	in	rehearsal	seems	unfaithful.	When	'playing'	
with	the	piece	in	my	inner	ear	it	is	easy	to	distort	things	to	beyond	what	is	in	the	score,	by	that	I	
mean	it	is	possible	to	distort	them	so	much	that	if	you	were	writing	out	the	distorted	version	it	
would	 be	 quite	 different	 notation.	 At	 what	 point	 does	 this	 become	 a	 cause	 for	 concern	 in	
Beethoven?		
	
Week	beginning	21st	September	2015	
The	first	rehearsal	of	Beethoven	Five	has	been	and	gone.	I	took	to	the	podium	without	‘standing	
in	front	of	myself’	and	allowed	the	conducting	to	come	from	a	real-time	distillation	of	all	the	time	
I	have	spent	with	the	score.		There	was	no	conscious	plan	that	was	enacted.		
	
Immediate	reflections	were	that	there	is	little	time	to	improvise	towards	the	interpretation.	The	
‘opening	up’	process	cannot	be	too	long.	The	scale	of	the	piece	and	the	amount	of	nuance	and	the	
intricacies	 of	 the	 score	 require	 straight	 away	 a	 very	 organised	 and	 consistent	 gesture.	 I’m	
required	to	do	the	same	thing	each	time.	This	was	the	most	overwhelming	feeling.	I	did	stand	up	
on	the	podium	not	knowing	how	it	was	going	to	go,	but	now	I	have	done	that	and	the	orchestra	
has	been	constituted	for	the	year	I	recognise	that	I	need	to	be	grammatically	precise.	With	that	in	
mind	I	wasn’t	all	that	on	top	of	working	on	that	real	practical	level	of	getting	everyone	to	play	in	
the	right	place,	so	many	entries	were	surprising	for	me	(and	consequently	the	musicians).		
	
That	 type	of	 grammatical	 precision	needs	 to	 come	 from	using	 the	 score	 in	 the	 rehearsal	much	
more	than	I	was,	it	was	actually	a	case	of	being	too	close	to	the	virtual	body	of	the	music	and	not	
close	enough	to	the	musicians	themselves	and	what	they	need.	The	piece	must	be	performed	by	
the	musicians	as	if	it	is	second	nature,	or	rather	the	ensemble	skills	that	the	musicians	must	have	
to	perform	the	piece	must	be	called	upon	as	 if	 they	are	second	nature:	 they	are	very	advanced	
skills	however	and	there	will	be	a	lot	of	teaching	in	the	rehearsal	process.	The	piece	requires	a	lot	
of	mature	 ensemble	 sensibilities	 that	must	 be	 implemented	 by	 the	musicians	 on	 autopilot.	 So	
much	of	the	piece	is	lost	when	the	players	have	to	consciously	think	about	ensemble	sensibilities.	
My	job	is	therefor	to	guide	the	players	in	such	a	way	that	I’m	thinking	for	them,	so	they’re	free	to	
play	beautifully.		
	
The	 approach	at	 the	next	 rehearsal	will	 be	 to	 fix	more	 clearly	 the	 tempi	 and	assert	 that	 tempi	
must	 be	maintained:	 certain	 basics	 of	 ensemble	 discipline	 need	 to	 be	 established,	 there	 is	 no	
doubt	that	some	type	of	pre-interpretive	hierarchy	is	at	work.	There	is	much	more	to	hear	in	the	
orchestral	sound	and	involve	yourself	with	as	a	conductor	in	terms	of	helping	the	players:	I	can	
be	more	helpful	conducting	from	the	score	rather	than	from	memory.		
	
I	made	comments	 to	 the	orchestra	about	wanting	 the	pauses	 to	not	be	 too	 long,	but	 I	honestly	
wasn’t	really	convinced	of	that	before	standing	on	the	podium.	They	did	want	to	know	about	the	
plan	of	negotiating	the	pauses	though,	well	they	needed	to	as	it	didn’t	work	first	time	(the	second	
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violins	 didn’t	 come	 in	 in	 bar	 6).	 In	 the	 second	 movement	 I	 asked	 them	 to	 look	 past	 each	
individual	note,	in	the	third	movement	I	asked	them	to	play	not	so	seriously	in	the	opening.	I	said	
nothing	about	what	the	music	was	about.	I	did	talk	about	the	dangers	of	playing	the	piece	from	
aural	memory.	There	were	particular	moments	of	disconnect	between	myself	and	the	orchestra	
in	the	first	movement	as	we	approached	pauses,	in	that	way	I	must	have	a	plan	and	allow	them	to	
do	something	at	 least	a	 few	times	with	complete	confidence.	 	This	 is	 connected	 to	work	 I	have	
done	previously	on	the	energy	graphs.		
	
So	much	of	this	piece	 is	knowing	where	to	generate	the	energy	from,	 from	where	to	 look,	 from	
where	to	demand	incisive	attack.	I	feel	like	now	I	know	the	‘tool’	which	I	have	at	my	disposal	for	
this	performance	that	I	can	start	to	think	about	what	the	interpretive	shape	might	be	–	so	much	
of	the	blockage	before	now	was	based	on	not	knowing	what	the	orchestra	would	be	and	how	it	
would	 function	 as	 a	 collective.	Now	 I	 know	 the	 orchestra	 there	 is	 a	 clarity	 in	my	mind	 that	 is	
based	on	the	intuitive	grasp	of	the	performance	date	and	what	work	needs	to	be	done,	though	it	
is	still	like	Ticciati	said:	it	is	a	process	but	somehow	everyone	knows	where	it	is	leading	to.	 	It’s	
liked	planned	unplannedness:	the	piece	and	the	variables	of	working	as	a	conductor	are	too	big	
to	have	an	interpretive	plan,	or	at	least	it	is	not	possible	for	me	to	hold	that	plan	in	my	head	all	at	
once.	Having	 said	 this	 there	 is	 certainly	 something	which	occurs	 in	 real-time	which	makes	me	
feel	 certain	 in	what	 is	 right,	 I	must	 add	 to	 this	 a	 consistency	 for	 the	musicians	 (which	 in	 itself	
implies	something	of	a	plan).		I	do	need	to	know	what	pauses	I	will	hold	up	in	the	first	movement	
for	example.		
	
So	much	of	it	is	getting	different	parts	of	the	orchestra	to	listen	to	each	other,	that	is	just	that	old	
thing	of	the	conductor’s	job	is	to	get	people	to	agree,	and	it	is	not	necessarily	to	agree	with	you	–	
sometimes	that	is	a	luxury.		Somehow	all	those	old	inherited	wisdoms	about	conducting	seem	to	
come	to	the	fore	with	this	piece:	help	the	players,	don’t	get	in	the	way	–	all	that	stuff.		
	
You	 come	 back	 to	 the	 question	 though	 of	 how	 all	 the	 background	 preparation	 gets	 into	 the	
performance	(or	not).	What	is	the	function	of	all	the	direct	and	peripheral	knowledge	about	the	
piece?	 How	 does	 that	 knowledge	 interact	 with	 a	 tacit	 rehearsal	 plan?	 That	 foundation	 of	
knowledge	has	to	be	how	those	real-time	decisions	are	made:	even	though	I	stood	on	the	podium	
convinced	 I	 didn’t	 know	 what	 was	 going	 to	 come	 out,	 there	 was	 still	 evidence	 of	 something	
carefully	defined	in	my	mind	as	to	what	it	was	I	was	looking	for	(the	feeling	of	knowing	when	it	is	
right).	 	 There	 is	 also	 a	 tension	between	holding	off	 on	 committing	 to	 things	 in	 the	 interests	 of	
interpretive	 exploration,	 and	 the	 need	 to	 make	 a	 performance	 plan	 (which	 is	 different	 to	 a	
rehearsal	plan)	 that	will	ensure	an	acceptable	execution	of	 the	piece	 in	performance	–	 I	expect	
this	is	exacerbated	by	the	research	aims	of	the	project.		
	
Silent	score	study	after	the	first	rehearsal	is	very	rewarding.	I	notice	for	the	first	time	the	tenuto’s	
in	the	timpani	pauses	in	bar	249	and	252	–	this	resolves	my	concern:	yes,	they	should	be	longer.	
Back	in	the	tonic	for	the	pauses	in	279	(strangely	without	a	tenuto)	and	482	these	must	be	the	
most	 dramatic,	 all	 previous	 pauses	must	 be	 in	 relation	 to	 these.	 The	 advantage	 of	 doing	 short	
pauses	 at	 the	 beginning	 is	 that	 there	 is	 the	 possibility	 of	 lengthening	 them	 later	 on	 for	more	
impact.	 Again,	 there	 seems	 to	 be	 some	 process	 occurring	 whereby	 interpretive	decisions	 feel	
more	real	when	they	are	defendable.	If	the	pauses	were	the	same	all	the	way	through	this	would	
be	saying	something	about	the	piece	–	the	movement	could	be	performed	in	such	a	way	that	it	is	
always	 stuck,	 I	 resolved	when	 doing	 the	 energy	 graphs	 that	 the	 first	movement	would	 rise	 in	
intensity	all	the	way	to	the	end.	
	
The	 second	 movement	 is	 all	 about	 the	 improvisatory	 quality	 in	 the	 music,	 somehow	 the	
performance	needs	to	make	sense	of	all	the	changes	of	direction	between	each	variation.	This	is	
the	neediest	movement	in	rehearsal,	not	least	because	it	has	very	little	repetition	of	material.	It	
certainly	 has	 the	most	 variety	 of	 characters,	 the	 orchestra	must	 come	 to	 know	 and	 believe	 in	
these	characters.		
	
The	third	movement	is	so	simple	rhythmically	that	if	the	notes	are	not	given	individual	attention	
and	shape	from	the	players	the	music	comes	across	as	lacking	in	character.	The	score	is	littered	
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with	repeated	crotchets	and	long	notes	which	must	be	given	a	talkative	quality	for	the	music	to	
work.			
	
The	fourth	movement	is	where	the	organisation	of	dynamics	and	tempi	must	be	done	in	such	a	
way	to	give	an	illusion	of	immense	power	and	strength:	physical	effort	from	the	orchestra	alone	
will	 not	 get	 the	 enormity	 of	 the	 sound	which	 is	 so	 crucial	 to	 the	 feeling	 of	 the	music	 (Adorno	
commented	 on	 this).	 Infact,	 now	 knowing	 the	 orchestra	we	 have	 this	 year,	 I	 can	 say	 that	 this	
movement	 needs	 a	 particular	 coolness	 from	 me	 throughout	 the	 rehearsal	 process	 and	 in	
performance,	or	else	it	will	come	out	scrappy	and	lacking	in	balance.	
	
Week	beginning	28th	September	2015	
Second	 rehearsal	 of	 Beethoven	 Five	 completed.	 There	 were	 many	 improvements	 in	 the	
orchestral	sound	though	still	a	lot	of	work	needs	to	be	done	in	vertical	alignment	of	the	score,	not	
everyone	 yet	 listens	 to	 the	 lowest	 unit	 of	 pulsation,	 and	 as	 a	 result	 tempi	 are	 erratic	 and	 the	
cohesion	of	the	orchestra	lacks	any	predictability.	As	such,	subtleties	of	tempo	cannot	be	inferred	
from	my	relationship	with	the	orchestra	without	over	conducting:	the	over	conducting	is	obvious	
from	the	video	footage.	Much	work	needs	to	be	done	to	get	the	orchestra	to	come	to	me,	I	can’t	
continue	bending	towards	them	unnecessarily.	The	issue	identified	here	is	on	the	technical	level	
of	 communicating	 to	 the	 orchestra	 from	 the	 podium,	 though	 it	 is	 interesting	 that	 even	 though	
technically	 I	 want	 the	 orchestra	 to	 come	 to	 me,	 that	 musically	 I	 am	 willing	 to	 go	 to	 them.	
Technically	 I	 just	 need	 to	 stand	 up	 more	 (as	 nearly	 all	 conductors	 do),	 though	 musically	 for	
example,	in	the	first	movement	we	were	able	to	work	on	the	opening	and	it	became	apparent	that	
the	quality	of	sound	that	I	was	looking	for	could	not	be	removed	from	a	tempo	of	delivery.	At	one	
point	 I	asked	 for	 the	orchestra	 to	not	play	so	precisely	off	 the	downbeat	as	 there	was	a	 lack	of	
what	Christopher	Addey	calls	the	‘corporate	sound’	of	the	orchestra.	The	resultant	delivery	was	a	
'typical'	Beethoven	Five	opening,	which	in	comparison	to	last	week	was	much	slower.		
	
Similarly,	 having	 given	 considerable	 thought	 to	 the	way	 in	which	 the	pauses	progress	 (or	not)	
through	 the	movement,	 I	 fell	 into	 looking	 from	the	orchestra	 the	 typical	delivery	of	 the	pauses	
becoming	more	 dramatic	 towards	 the	 end	 of	 the	movement.	 Such	 progressively	 stronger	 hold	
ups	 are	 not	 actually	 notated	 in	 the	 score	 though	 so	 getting	 the	 orchestra	 to	 do	 this	 was	
challenging,	 their	 resistance	 to	 this	 way	 of	 approaching	 the	 pauses	 in	 the	 later	 part	 of	 the	
movement	did	make	me	consider	what	is	actually	wrong	with	charging	into	them.	In	fact,	in	my	
inner	 ear	 now	 I	 enjoy	 the	 sound	 of	 the	 very	 last	 pause	 in	 the	movement	 being	 approached	 in	
exact	tempo.	This	is	all	an	example	of	how	orchestral	interpretation	is	formed	by	the	creation	of	
instrumental	 sound	 as	 much	 as	 the	 organisation	 of	 many	 individual	 voices	 into	 one	 cohesive	
whole.			
	
Having	now	rehearsed	the	first	and	second	movements	I	realise	that	they	both	invite	(require?)	a	
flexibility	of	tempo	which	is	quite	different	to	the	third	and	fourth	movements.	The	flexibility	of	
the	first	movement	is	very	subtly	bound	up	with	the	way	the	ensemble	negotiates	the	fragmented	
nature	of	the	music.		
	
Again,	 there	 were	 many	 instances	 of	 where	 my	 not	 using	 the	 score	 was	 unhelpful	 to	 the	
musicians	 –	 for	 the	 performance	 to	 work	 I	 am	 going	 to	 have	 to	 conduct	 with	 a	 particular	
effectiveness	 in	 terms	 of	 helping	 the	 orchestra,	 what	 relationship	 giving	 this	 'help'	 has	 to	
interpretation	 is	 bound	 up	 with	 interpretations	 being	 jointly	 owned	 between	 conductor	 and	
orchestra,	 it	 is	also	bound	up	with	trust	and	risk.	The	more	a	performance	 is	 left	 to	chance	the	
greater	risks	there	are.		Without	an	element	of	risk	in	performance	music	becomes	an	enactment	
of	 a	 script.	 No	 matter	 how	 imaginative	 that	 script	 is,	 it	 essentially	 becomes	 another	 layer	 of	
notation	on	 the	music	–	when	we	read	notation	 it	 sounds	exactly	 like	a	 reading.	 Interpretation	
must	be	like	a	butterfly,	and	we	don’t	want	to	pin	it	down.		When	interpretation	is	like	a	butterfly	
the	result	is	that	we	find	multiple	interpretations	of	the	score(!)	
		
	
Week	beginning	12th	October	2015	
Third	rehearsal	of	Beethoven:	we	began	to	bring	the	process	of	interpretation	back	into	port,	i.e.	
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in	 this	 rehearsal	much	work	was	spent	on	making	clear	 interpretive	decisions	and	agreeing	on	
these	 as	 a	 collective.	Most	 interesting	was	my	 declaration	 to	 the	 orchestra	 that	we	would	 not	
slow	up	into	any	of	the	pauses	apart	the	very	last	(this	does	contradict	some	of	the	work	I	did	in	
the	last	rehearsal).	The	quavers	into	the	penultimate	pause	just	need	to	be	pesante.	This	simply	
came	out	of	me	on	the	podium,	and	ends	now	several	weeks	of	indecision.	
	
There	 is	 a	 slight	 concern	 lingering	 in	 my	 mind	 as	 to	 the	 artistic	 validity	 of	 some	 of	 the	
interpretive	 decisions	 I’m	making	 in	 the	 light	 of	 the	 project.	 It	 appears	 although	 I	 often	 steer	
towards	binary	opposites	–		i.e.	in	the	case	of	the	pauses	it	is	either	‘yes’	do	slow	up	into	them	or	
‘no’	do	not	slow	up	into	them.	 	Perhaps	that	is	all	I	can	offer	to	the	orchestral	sound,	I	can	only	
attempt	 to	 situate	 the	 sound	 on	 a	 linear	 scale	 of	 binary	 opposites	 i.e.	 sostenuto/marcarto,	
piano/forte.		
	
Next	rehearsal	must	begin	with	the	first	movement	and	significant	work	on	that,	 then	the	third	
and	then	the	end	of	the	second	movement.	
	
Week	beginning	26th	October	2015	
Fourth	rehearsal	of	Beethoven:	rather	bizarre	how	some	of	the	pauses	went	wrong	–	there	can	be	
no	sense	of	an	active	beat	when	making	the	upbeat	between	the	pause,	as	in	there	is	no	ictus	after	
the	 pause.	 I	 noticed	 in	 the	 second	movement	 that	 the	 shape	 of	 that	movement	 is	 just	 getting	
faster	and	faster	all	the	time,	I	didn’t	really	realise	it	–	it	does	have	an	arch,	which	is	not	what	I	
thought	 from	 the	 initial	 energy	 graphs.	 The	 initial	 energy	 graphs	were	 obviously	 preoccupied	
with	dynamic	sensation,	I	missed	the	crucial	element	of	tempo.		
	
The	music	for	the	first	time	had	a	shape	which	I	expect	will	be	recognizable	in	the	performance,	
interesting	that	 it	 follows	the	previous	rehearsal	 in	which	I	had	committed	to	certain	decisions	
which	on	face	value	appear	to	shut	down	other	options.	This	 is	of	course	natural	as	we	have	to	
pick	one	option	to	forsake	all	others,	though	it	is	interesting	that	the	performance	will	have	these	
extra	 layers	 of	 decisions,	 and	 that	 they	 were	 made	 in	 part	 through	 my	 own	 design	 before	
rehearsals	 as	 well	 as	 by	 listening	 to	 the	 orchestra	 in	 rehearsal	 and	 improvising	 towards	
fixedness.	 The	 shape	 as	 it	 has	 settled	 has	 a	 lot	 of	 tempo	manipulation,	which	would	 be	 rather	
easy	if	you	were	picking	up	on	the	rehearsal	process	with	an	orchestra	who	has	played	the	piece	
before.	It	has	been	particularly	difficult	teaching	the	piece	to	the	orchestra.	When	we	first	started	
work	on	the	piece	 it	showed	an	immediate	blossom	but	then	it	seemed	to	get	stuck	–	I	kept	on	
saying	I	needed	to	be	more	grammatically	correct.	In	hindsight,	this	was	because	I	had	spent	so	
much	 time	 with	 the	 score	 sitting	 on	 top	 of	 the	music,	 I	 wasn’t	 working	 it	 from	within.	 I	 was	
thinking	all	 the	 time	about	 the	 flow	and	 tempo	of	 the	music	without	actually	appreciating	how	
this	would	be	achieved	collectively.	It	took	several	rehearsals	for	me	to	mediate	between	where	
my	mind	was	 at	 with	 the	 piece	 and	where	 the	 orchestra	 was	 at.	 In	 the	 first	 rehearsals	 I	 was	
conducting	an	internalized	vision	of	the	piece	rather	than	what	was	coming	from	the	players:	it	
took	considerable	time	for	the	orchestra	and	I	to	meet.	Again,	I	have	always	said	that	I	seem	to	be	
conducting	 to	 a	 plan,	 though	 there	 was	 also	 considerable	 openness	 from	 me	 as	 to	 what	 the	
orchestra	collectively	had	to	'say'	about	the	piece.	
	
Finally	–	in	the	woodwind	sectional	the	most	satisfactory	solution	to	the	woodwind	‘oasis’	in	the	
second	 movement	 occurred,	 that	 is	 the	 first	 oboe	 keeps	 playing	 through	 and	 everyone	 else	
breathes.	This	happened	quite	by	accident,	it	is	the	most	natural	way	for	the	players	to	negotiate	
this	 part,	 though	 in	 my	 own	 study	 it	 had	 not	 occurred	 to	 me.	 A	 perfect	 example	 of	 how	 the	
collective	knowledge	within	the	players	is	important	to	‘listen	for’.		
	
Week	beginning	2nd	November	
The	 rehearsal	 this	 week	was	 the	 fifth	 rehearsal	 on	 Symphony,	 a	 complete	 two	 and	 half	 hours	
dedicated	 to	 the	 piece.	 The	 rehearsal	 finished	 with	 a	 run	 through	 which	 though	 successful	
confirmed	 that	 a	 significant	 challenge	 in	 the	piece	 is	 orientation	 for	 the	players,	many	are	 still	
getting	easy	lost.	There	are	still	considerable	ensemble	issues,	the	players	have	to	have	enormous	
ears	 for	 this	 piece,	 everyone	 always	 needs	 to	 be	 listening	 to	 the	 furthest	 away	 player	 in	 the	
orchestra.		
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I	 made	 a	 lengthy-ish	 impromptu	 speech	 to	 the	 orchestra	 in	 the	 middle	 of	 the	 rehearsal:	
frustratingly	 a	 lot	 of	 the	 players	weren’t	 delivering	 previously	 agreed	matters	 of	 phrasing	 and	
dynamics.	The	challenge	to	them	is	that	they	hear	things	that	are	not	together	and	instinctively	
prioritize	baseline	notes	and	rhythms	–	I	suggested	to	the	orchestra	that	the	matters	of	dynamics	
and	 phrasing	 appear	 like	 an	 additional	 luxury,	 but	 rather	 they	 are	 actually	 what	 allows	 for	
greater	cohesion	and	more	precise	delivery.	Focusing	on	a	particular	point	within	a	phrase	 for	
example	gives	the	players	a	unified	goal	which	organizes	the	rhythmic	approach.	The	barn	dance	
in	the	third	movement	is	a	case	in	point.	
	
Simply,	the	piece	does	not	lend	itself	to	‘coming	up	on	the	day’.	Some	pieces	work	perfectly	when	
they	peak	on	the	day	of	the	performance,	there	is	something	about	doing	this	piece	for	the	first	
time	with	an	inexperienced	orchestra	which	makes	that	a	very	dangerous	tactic.		
	
Week	beginning	9th	November	2015	
Alarm	bells	rang	when	in	the	run	through	the	orchestra	set	off	at	completely	the	wrong	tempo:	I	
have	 to	 set	 all	 tempi	 crystal	 clear.	My	 compass	 for	 the	 tempo	 in	 the	 first	 (and	 last)	movement	
seems	to	be	variable.	I	must	make	a	note	of	the	tempo	(it	is	92)	we	have	been	rehearsing	the	first	
movement	 and	 be	 sure	 to	 hit	 it	 during	 the	 performance	 –	 yes,	 this	 completely	 boxes	 the	
performance	 in.	 The	 issue	 I	 have	 identified	 is	 that	 the	 music	 in	 itself,	 and	 the	 performance	
practice	of	it,	has	such	wide	variability	that	almost	any	tempo	can	be	convincingly	sustained.	That	
doesn’t	mean	that	when	working	with	players	towards	a	specific	performance	that	I	can	embrace	
all	 those	 possibilities.	 	 I	 obviously	 have	 a	 highly	 volatile	 sense	 of	 tempo	 in	 this	 movement,	
changes	 in	my	own	approach	 creeps	 into	 the	upbeat	 and	 the	orchestra,	 though	 it	 could	be	 the	
orchestra	suffers	from	a	similar	challenge	to	me	also.		

There	are	parts	of	 the	 fourth	movement	 in	which	 I	have	very	 little	control	of	correcting	 tempo	
issues.	For	example	the	sf	section	four	bars	before	letter	A:	it	is	impossible	to	move	the	orchestra	
in	those	bars,	and	if	they	are	too	slow	the	(already	broad)	section	subject	is	far	too	broad.		

One	 reflection	 here	 is	 that	 thinking	 back	 to	 Leonore	 I	 criticized	 myself	 for	 ‘school	 teacher’	
conducting	–	I	approached	every	bar	of	 the	music	with	what	I	can	now	see	was	predetermined	
gesture.	I	am	not	doing	that	with	Symphony,	rather	I	seem	to	be	highly	reactive	to	the	orchestra.	
This	is	partly	driven	by	a	need	to	‘service’	parts	of	the	orchestral	sound,	and	partly	because	the	
combinatorial	emergence	of	the	piece	in	no	way	lends	itself	to	a	predetermined	routine.			

Week	beginning	16th	November	2015	
As	the	performance	draws	closer	I	feel	my	interpretive	approach	narrowing.	Never	before	in	the	
study	have	I	been	so	concerned	about	balancing	the	aims	of	the	project	with	the	straightforward	
need	 for	 the	 piece	 to	 be	 performed	well	 (the	 criteria	 of	 'well'	 being	 playing	 together,	 with	 all	
entries	in	the	right	place	with	a	sense	of	purpose).	I	feel	like	I	almost	need	to	purge	my	system	of	
much	of	what	has	been	discussed	and	thought	about	in	relation	to	the	piece.	I	can	only	approach	
each	bar,	phrase	and	movement	as	it	comes	in	the	flow	of	performance.	Everything	feels	deeply	
tied	up	with	 the	 rehearsal	 process	 and	 this	 orchestra.	 It	 is	 also	 remarkable	 that	 as	we	did	not	
rehearse	 Symphony	 this	 week,	 it	 feels	 although	 there	 will	 next	 week	 be	 a	 process	 of	 ‘re-
membering’	the	piece.	When	I	focus	on	the	piece	in	my	inner	ear,	it	is	inextricably	bound	up	with	
the	orchestra	–	 I	hear	 them	playing	and	how	 they	 can	play	 it	best.	Indeed,	 this	points	us	 to	ask	
how	 much	 of	 what	 the	 performance	 is	 comes	 from	 the	 instatement	 of	 top	 down	 interpretive	
concepts,	or,	collaborative	music	making.		It	seems	too	easy	to	suggest	that	what	has	happened	is	
a	simple	collaborative	process:	 there	has	been	 too	much	 ‘auditioning’	of	approaches	 in	which	 I	
feel	although	I	have	been	searching	in	the	dark	for	something	which	I	would	recognize	when	it	
was	found.		
	
At	 this	 moment,	 I	 distinctly	 feel	 myself	 going	 into	 pre-performance	 mode:	 a	 combination	 of	
anxiety	and	excitement,	in	which	everything	feels	like	it	is	balancing	on	a	very	fine	point.	I	feel	my	
concentration	being	drawn	towards	doing	and	being	rather	than	thinking	and	planning,	it	is	not	a	
straightforward	 transition	 as	moving	 away	 from	 thinking	 and	 planning	 requires	 trust	 that	 the	
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body	‘knows’.	

Week	beginning	23rd	November	2015	
Before	 the	penultimate	 rehearsal	 I	 am	definitely	working	 towards	 an	 outcome	 in	 performance	
which	is,	as	Bakhtin	said,	"the	world	actually	experienced,	and	not	the	merely	thinkable	world."11	
Having	said	this,	I’m	sure	that	the	oscillation	between	practice	and	research	has	changed	the	end	
outcome,	I’m	just	not	exactly	sure	how	yet.	The	Symphony	has	been	the	most	unpredictable	but	
yet	tightly	defined	piece	of	the	study.	The	possibilities	from	which	Symphony	started	from	were	
vast,	many	of	which	had	to	be	jettisoned.	The	path	of	the	performance	seemed	to	be	prescribed,	
potentially	 due	 to	 this	 process	 of	 jettisoning,	 but	 this	 did	 not	 seem	 to	 reduce	 any	 sense	 of	
eventness,	or	eventness	itself,	in	that	the	performance	had	a	number	of	unpredicted	moments	–	
or	rather	it	felt	all	unpredicted.	The	contradictions	are	unavoidable.		
	
Despite	the	prescribed	path	the	only	thing	I	had	to	say	to	professional	guests	was	that	we	are	in	
two	 beats	 per	 bar	 before	 the	 very	 final	 pause	 of	 the	 first	 movement.	 One	 of	 the	 professional	
guests	did	make	an	incorrect	entry	in	one	moment	of	the	first	movement	–	though	this	was	not	
due	to	any	grammatical	vagueness	on	my	part.		
	
One	colleague	commented	 that	 the	way	we	approached	 the	opening	was	a	gimmick,	which	 is	a	
fair	criticism.	In	defence,	the	opening	being	done	the	way	we	did	set	the	piece	on	a	trajectory,	a	
trajectory	 that	was	 an	 interpretive	 view	of	 the	piece.	My	 coming	on	 stage	quickly	 and	 starting	
without	delay	wouldn't	have	worked	had	have	we	played	the	opening	bars	with	immense	pathos:	
getting	 through	 those	 bars	 quickly	 placed	more	 emphasis	 on	 being	with	 every	moment	 of	 the	
music	as	 some	sort	of	 immediate	phenomenological	plain	of	experience,	 rather	 than	 looking	at	
the	music	 from	a	distance.	Several	audience	members	commented	to	me	that	they	were	deeply	
thrilled	by	the	opening,	that	it	was	interesting	to	almost	not	engage	with	the	thought	of	'how	did	
they	play	those	bars?'.	 Interesting	that	from	the	recording	I	can	hear	that	as	soon	as	we	played	
the	first	note	the	audience	stopped	clapping	immediately,	perfectly	on	cue.		
	
The	orchestra	was	watching	me	closely	throughout	the	performance,	and	I	 felt	relying	on	me.	 I	
have	spoken	about	conducting	the	'virtual	body'	of	the	music,	I	have	also	spoken	about	seeking	to	
do	less	to	situate	oneself	close	to	that	virtual	body.	In	some	ways,	when	we	find	that	place,	it	 is	
like	we	are	on	the	surface	of	the	music,	on	its	exterior	presentation,	though	in	the	performance	I	
felt	like	any	tiny	ripple	on	the	surface	from	me	had	a	cataclysmic	impact	on	the	greatest	depths	of	
the	musical	fabric.	The	surface	of	the	music,	the	body,	is	the	way	in	to	the	inner	part	of	the	music:	
I	felt	very	necessary,	very	vital	to	the	performance.		Is	this	thought	a	comment	about	my	personal	
development,	about	the	Fifth	Symphony,	or	about	the	way	I	conducted	it?		
	
Week	beginning	30th	November	2015	
With	a	week	passed	since	the	first	performance	of	Symphony	I	can	say	that	I	didn't	anticipate	that	
we'd	be	able	to	generate	that	much	energy	within	the	performance:	it	exceeded	my	expectations.	
The	 rehearsal	process	 felt	 very	 locked	 in,	 there	was	a	 lot	 to	make	 right.	 I	would	have	 typically	
thought	that	this	would	lead	to	an	inhibited	and	cautious	performance,	but	it	wasn't	that	at	all.	I	
felt	 I	was	 able	 to	 closely	 ride	 to	 the	 edge,	 but	 not	 over;	maybe	 sometimes	we	 held	 on	 by	 our	
fingers	nails.		
	
Apart	 from	 the	 second	 movement	 the	 whole	 performance	 was	 characterised	 by	 this	 forward	
lurching.	Whilst	that	is	interesting	and	exciting,	and	everything	that	music	should	be,	I	would	like	
to	 take	 the	 opportunity	 to	 explore	 something	 else	 in	 the	 piece	 in	 the	 second	 performance.	 In	
other	 second	performances	 I	 have	been	 aided	by	 reflecting	 on	 the	 first	 performance,	 and	with	
Symphony	I	shall	do	the	same,	purely	for	the	reason	that	with	the	Stravinsky/Simone	programme	
I	 don't	 have	 time	 in	 between	 performances	 for	 such	 reflection	 (given	 they	 are	 done	 on	
consecutive	 days,	 this	 is	 a	 considerable	 variable).	 But	 this	 forward	 lurching	 sound	 (if	 it	
transferred	from	the	feeling	into	the	sound	that	is,	only	when	listening	back	will	I	be	able	to	hear	

                                                
11	(Bakhtin,	Holquist,	and	Liapunov	1993,	54)	
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that),	does	call	to	mind	those	recorded	performances	from	the	beginning	of	London	Orchestras	in	
the	beginning	of	the	twentieth	century.	
	
Here	is	the	key	thing:	for	the	second	performance	I	can't	just	stand	up	on	the	podium	and	try	to	
repeat	the	excitement	of	the	first	performance	all	over	again,	it	wouldn't	work.	I'm	not	going	to	
deliberately	prevent	such	excitement	 from	happening,	but	 there	has	to	be	another	 insight.	This	
thought	 is	 being	 led	 from	 the	 performer	 within	 me,	 the	 performer	 who	 wants	 to	 make	 good	
performances.	 In	 hindsight,	 all	 the	 decisions	 that	 were	made	 in	 the	 first	 rehearsal	 cycle	 were	
made	by	the	performer	in	me	that	wanted	to	make	good	performances.	So	I'm	now	placed	with	
an	orchestra	and	a	context	 in	which	we	will	again	play	Symphony,	and	my	decisions	–	 it's	not	a	
matter	of	 them	being	pragmatic	–	rather	they	are	based	on	what	will	again	make	another	good	
performance.	 Because	 the	 first	 performance	 'fizzed	 and	 popped'	 so	much,	 I	 can't	 stand	 on	 the	
podium	and	do	that	again.	I	didn't	have	a	clearly	articulated	strategy	for	these	two	performances.		
	
If	 I	 again	 seek	 that	 visceral	 and	 raw	 energy	 in	 the	 performance	 there	 is	 a	 danger	 it	will	 come	
across	 laboured	and	over-inflated.	 I	can't	stand	in	front	of	the	second	performance	and	wilfully	
seek	again	the	same	sense	of	cumulative	energy,	there	has	to	be	something	else	which	I	look	for	
as	 a	means	 to	 that.	 I	 could	 for	 the	 second	 rehearsal	 cycle	dust	off	 the	piece	 and	 say	well	 done	
everyone,	but	this	study	is	about	fighting	against	that.	The	reason	why	I'm	driven	to	not	just	dust	
the	 piece	 off	 and	 say	 'here	 we	 go	 again',	 the	 reason	 why	 I'm	 not	 willing	 to	 do	 that	 is	 deeply	
embedded	in	this	study.	
	
Week	beginning	18th	January	2016	
Stravinsky/Simone	
	
Due	to	many	unforeseen	circumstances	 John	has	had	to	again	delay	handing	over	the	complete	
score	 of	 his	 new	 piece.	 Whilst	 there	 is	 no	 cause	 for	 concern	 yet,	 I	 can	 recognize	 that	 in	 the	
absence	 of	 not	 having	 the	 notes	 to	 study	 I	 spend	 my	 time	 visualizing	 the	 performance	
environment	and	how	rehearsing	towards	the	project	aims	will	work	with	professional	players.	I	
can	 recognize	 now	 that	 much	 energy	 was	 spent	 on	 the	 performance	 context	 for	 John’s	 piece,	
much	 more	 so	 than	 Mawhinney.	 The	 Stravinsky/Simone	 concert	 was	 unique	 in	 the	 project	
because	the	entire	concert	was	dedicated	towards	the	research	aims.	For	this	reason,	much	more	
emphasis	 was	 placed	 on	 programming,	 and	 the	 possibilities	 for	 enhancing	 the	 project	 by	
connecting	 the	 (slight)	 lineage	 between	 Stravinsky	 and	 Simone.	 Several	 of	 the	 professionals	
onboard	 are	 top	 rank	 players,	 some	 of	 whom	 are	 personal	 friends	 are	 professional	
acquaintances.	The	enthusiasm	from	these	players	for	the	project	has	been	pronounced.	Though	
they	 know	 I’m	 recording	 the	 rehearsals	 and	 performances	 for	 my	 own	 research,	 I	 have	 not	
articulated	the	research	aims	to	them.	In	all	honesty	I	must	admit	that	I	am	concerned	about	my	
professional	reputation	from	undertaking	the	Stravinsky/Simone	performances;	it	would	be	easy	
for	professional	musicians	not	to	understand	the	aims	due	to	my	not	explaining	them	clearly,	or	
more	specifically,	the	value	of	reaching	for	multiple	interpretability.	The	music	is	hard,	they	have	
their	 professional	 reputations	 to	 be	 concerned	 with,	 and	 I’m	 asking	 them	 to	 step	 over	 the	
threshold	 into	 the	 unknown	 in	 several	 ways:	 repertoire,	 ensemble	 cohesion,	 balance	 between	
professionals	 and	 students	 etc.	What	 is	 playing	 on	my	mind	most,	more	 than	 aspiring	 to	 find	
multiple	interpretations	of	the	scores,	 is	how	I	will	communicate	verbally	with	the	players.	The	
aims	 of	 the	 project	 require,	 or	 at	 this	 point	 feel	 to	 me	 to	 require,	 much	 emphasis	 on	 verbal	
communication	to	set	the	parameters	wide	enough	to	allow	eventness	to	occur	which	will	in	turn	
engender	multiple	 interpretations.	 	My	sense	at	 this	stage	 is	 that	 this	pressure	 to	be	very	clear	
verbally	is	because	within	the	professional	mentality	to	performance	there	is	a	will	to	play	as	is	
asked	and	expected.	
	
Over	the	next	eight	weeks	the	practice	for	the	study	will	come	to	an	end,	it	is	an	intensive	time	in	
which	half	of	the	practice	will	be	carried	out.	In	addition	to	this	I	have	a	great	deal	of	conducting	
going	on	which	 is	not	related	 to	 the	study.	The	result	of	 this	busy	period	 is	 that	 the	amount	of	
time	the	pieces	 for	 the	study	are	sitting	 in	my	head	with	a	synoptic	view	seems	 less	 than	early	
parts	of	the	study.	I	need	simple	windows	to	seek	multiple	interpretations	of	these	pieces,	there	is	
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no	time	for	idealizing.	I	feel	that	for	the	performances	ahead	it	has	to	be	the	work	on	the	podium	
that	realises	the	research	aims.			
		
Week	beginning	25th	January	2016	
Stravinsky	
A	way	out	from	all	the	pressure	that	is	placed	on	verbal	communication	with	professional	players	
is	 to	 lean	on	 the	power	of	 the	gesture.	 I	 think	 the	problem	with	being	 too	verbally	descriptive	
with	professional	players	(which	will	inevitably	happen	with	the	aims	of	the	project)	is	that	the	
professional's	 own	 individual	 contribution	 can	 become	diminished,	which	 of	 course	 negatively	
impacts	 on	 the	 eventness	 of	 the	 performance.	 Furthermore,	 professionals	 will	 'seek	 to	
understand'	 and	 if	 they	 detect	 contradiction	 in	 what	 I	 verbally	 request	 of	 them	 between	
rehearsals	 they	will	seek	clarification.	My	sense	(based	on	prior	experience)	 is	 that	 they	would	
not	 seek	 clarification	 from	potential	 contradictions	within	 gestural	 communication.	 Because	 of	
the	 ambiguity	 in	 the	 hands,	 one	 can	 crystallize	 matters	 of	 interpretation	 by	 using	 just	 a	 few	
words.	A	few	words	can	also	confirm	a	converging	sense	of	agreement	in	the	room,	but	it	is	a	fine	
line	between	that	being	confirmed	and	killed.	In	the	profession	it	is	expected	that	improvements	
can	be	made	for	a	second	performance,	though	to	what	extent	these	can	be	changes	for	changes	
sake	is	what	is	potentially	tiring	for	the	professional	musician.	
	
I	 found	a	new	 live	 recording	of	 the	 Stravinsky	–	 the	 first	movement	has	 that	 lurching	 forward	
quality,	much	of	the	rhythmic	counterpoints	are	lost.	The	crispness	of	articulation	is	far	too	much	
in	the	beginning	of	the	second	movement;	the	quality	of	sound	from	the	players	is	poor.	Could	it	
be	he	was	seeking	this	type	of	articulation	because	it	helps	an	ensemble	to	play	more	together?	A	
short	note	gives	 the	effect	of	being	more	 together	because	 the	note	 shape	does	not	have	 to	be	
unified.	 The	 second	 movement	 has	 got	 room	 for	 more	 character	 with	 a	 steady	 tempo	 than	
Stravinsky's	own	live	recording.	A	hard-edged	articulation	doesn't	have	to	be	lacking	in	sonority.	
The	 third	movement	again	has	a	 lurching	 forward	quality.	Stravinsky	does	a	romantic	wind	up	
from	 rehearsal	 60.	 You	 can	 see	 him	 digging	 his	 fists	 in	 to	 pull	 the	 sound	 out	 of	 the	
instrumentalists,	 the	 only	 thing	 in	 the	 score	 that	 gives	 an	 indication	 of	 this	 possible	
interpretation	is	marking	the	strings	two	down	bows.		
	
Keeping	 in	mind	all	 that	has	been	said	about	plans	for	the	second	performance,	so	much	of	 the	
phrasing	 comes	 from	 paying	 attention	 to	 what	 isn't	 accented	 as	 much	 as	 what	 is.	 Too	 often	
everything	gets	hit,	but	on	the	score	there	is	much	that	just	passes	without	emphasis.	
		
Chronometry	exercise:	
	 	 	 First	performance	 	 	 Second	performance	
Movement	one:	 																4.45	 	 	 	 	 4.33	 	
Movement	two:	 																4:38	 	 	 	 	 4.17	
Movement	three:	 5:20	 	 	 	 	 5.15	
Figure	13:	Stravinsky	'Dumbarton	Oaks'	chronometry	exercise	

	
‘Holding’	 the	 tempo	 in	 the	 first	 performance	 by	 subdivisions	 feels	 clunky,	 but	 it	 is	 how	 I	 have	
done	 it	effectively	before.	Maybe	a	better	way	 is	 to	completely	compress	 the	beat,	 allowing	 for	
expansion	 when	 we	 do	 it	 the	 second	 time.	 It	 is	 annoying	 for	 the	 players	 to	 have	 the	 beating	
change	between	performances	as	well	–	it’s	just	not	good	practice.		
	
Keeping	 in	mind	the	 interpretive	framework	already	written	about	 in	 the	main	thesis,	 I	plan	to	
not	 disagree	 with	 any	 sense	 of	 ’baroque’	 phrasing	 from	 the	 ensemble,	 but	 rather	 see	 what	
happens	when	we	don't	consciously	look	for	that.	It	would	be	contrived	and	ecologically	invalid	
to	 do	 otherwise.	 Furthermore,	 it	 is	 simply	 difficult	 to	 play	music	 'deadpan'.	What	will	 become	
interesting	is	what	happens	when	I	invite	the	players	to	phrase	more	in	the	second	performance.	
The	 tempo	 of	 the	 second	 performance,	 particularly	 in	 the	 opening	 movement,	 can	 even	 take	
inspiration	from	the	way	Third	Brandenburg	Concerto	skips.		
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Energy	graphs:	
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Figure	14:	Stravinsky	'Dumbarton	Oaks'	energy	graphs	
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First	 movement:	 very	 striking	 is	 the	 continuity	 of	 momentum	 in	 the	 movement	 –	 an	 obvious	
point,	but	the	continuity	is	so	marked	that	it	seems	like	the	music	is	deliberately	evading	any	goal	
directedness,	this	of	course	gives	the	movement	a	baroque	quality.	Any	growth	is	very	short	lived	
and	pruned	back	–	there	is	no	arch	to	the	movement.	I	was	aware	of	this	aspect	of	the	music,	but	
this	method	of	score	study	makes	it	explicit.	The	final	chorale	can	become	a	piece	of	connecting	
tissue	which	bridges	to	the	temporal	flow	of	the	second	movement,	or	not.	The	attacca	direction	
can	be	read	as	a	literal	welding	together	of	the	first	and	second	movements	–	or	a	following	on	
without	a	break.	
	
Second	movement:	 if	 the	 tempo	and	 feel	 is	 set	up	 from	the	chorale	of	 the	 first	movement	 then	
obviously	 the	 chorale	 allows	 for	 a	 dissipation	 of	 energy	 and	 rhythmic	 impetus.	 If	 the	 chorale	
maintains	tempo	giusto	then	the	second	movement	starts	more	of	a	new	beginning.	Though	this	
decision	is	simply	a	matter	of	managing	a	transition,	the	implications	of	any	given	approach	are	
far	reaching	as	the	way	in	which	the	transition	is	managed	implies	or	equates	to	a	tempo.	Once	
the	tempo	of	the	second	movement	is	set,	it	is	not	musically	malleable.		Like	the	first	movement	it	
is	remarkable	how	little	goal	directiveness	there	is,	and	how	any	growth	is	short	lived	–	pruning	
is	sudden	and	clean.		The	final	chorale	can	again	have	implications	as	to	how	the	attacca	into	the	
third	movement	is	managed	–	it	is	a	significant	chunk	of	the	movement	in	terms	of	duration	so	its	
performance	will	again	have	far	reaching	consequences.	Though	there	is	a	sudden	dynamic	and	
tempo	change	at	the	beginning	of	the	third	movement,	it	can	start	off	at	the	same	point	that	the	
second	left	off	if	at	the	end	of	the	second	movement	the	tempo	relaxes.			
	
Third	movement:	 the	 first	half	 of	 the	movement	does	have	 considerably	more	 turbulence	 than	
any	other	part	of	the	piece	so	far,	and	the	second	half	of	the	movement	does	lead	towards	a	close	
of	the	whole	piece.	Again,	the	chorale	two	bars	before	rehearsal	74	has	an	ambiguity	that	can	be	
exploited	between	the	two	performances.	
	
Summary:	 in	 the	 first	performance	 I	will	manage	 each	 chorale	 transition	 in	more	or	 less	 exact	
tempo	which	keeps	in	with	the	performance	plan	already	decided	upon.	In	the	first	performance	
of	 the	 second	 movement	 there	 is	 the	 possibility	 of	 limiting	 the	 extent	 to	 which	 the	 melodic	
fragments	 connect	 together,	 again	 this	 will	 work	with	 the	 performance	 plan	 as	 it	 stands.	 The	
third	movement	 does	 not	 reveal	 any	 new	multiplicity	 from	 this	method	 of	 study	 that	 has	 not	
already	been	considered;	 study	only	 reinforces	 that	 in	 the	 second	performance	 I	 can	only	help	
the	players	to	see	slightly	longer	term	phrase	lengths	and	matching	articulation.	
	
Simone:	
The	score	has	arrived;	John	wrote	in	his	email	from	26/01/16	
	

I’m	really	looking	forward	to	hearing	this	–	it’s	a	bit	of	a	slog	for	the	players.	Be	good	to	
discuss	 this	 piece	 with	 you	 –	 by	 focusing	 on	 the	 internal	 potential	 narrative	 of	 the	
opening	motif,	I	ended	up	with	an	odd	mix	of	Stravinsky,	Shostakovich,	Louis	Andriessen,	
Mahler	and	Beethoven!	(even	has	a	quasi	sonata	form).	

	
A	quick	 glance	 through	 the	 score	 and	 it	 has	 some	Stravinskian	metric	modulations,	with	 some	
thunderous	 lowly	 scored	 rhythmically	 augmented	 melodic	 material	 –	 very	 similar	 to	 his	
Symphony	and	his	Independence.	John	sent	through	a	Sibelius	file,	which	for	now,	I’m	not	going	to	
listen	to	–	cutting	straight	 to	the	aural	presentation	of	 the	piece	I	 feel	will	rob	me	of	coming	to	
know	the	piece	from	within.		Most	important	to	me	at	this	stage	is	to	develop	a	synoptic	view	of	
the	 piece,	 to	 have	 a	 sense	 of	 how	 the	 tempi	 change	 over	 time,	 and	 the	 temporal	 proportions	
between	any	segmentation	of	the	music	explicit	in	the	compositional	organization.	
	
Symphony		

For	the	past	several	weeks	I	have	been	hearing	Symphony	 in	my	inner	ear	as	 it	would	sound	in	
the	Edinburgh	venue,	it	is	a	very	cluttered	acoustic	–	the	brass	will	scream	across	the	orchestra	if	
we’re	not	careful.	 I’ve	said	already	that	I’m	not	going	to	hold	the	orchestra	back	in	any	way	for	
this	performance,	but	I	also	can’t	 try	and	pick	up	where	we	left	off	 in	terms	generating	tension	
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and	excitement.	My	 idea	 is	 to	 try	and	seek	much	more	clarity	 in	 the	sound	 from	the	orchestra,	
both	 from	slightly	 steadier	 tempi	 (which	will	 suit	 the	acoustic)	 and	also	 from	very	unified	and	
pointed	 articulation	 –	 it	 seems	 to	 me	 that	 there	 is	 much	 that	 can	 be	 done	 by	 bringing	 the	
orchestra	into	a	level	of	listening	which	focuses	on	each	and	every	note.		
	
Week	beginning	1st	February	2016	
Poetics	Performer’s	analysis	
Piece	begins	and	ends	with	F,	F	sharp	and	G	clusters.	
Opening	filigree	based	on	combinations	of	three	pitches	as	well	
First	 five	bars	 restricted	 to	notes	between	F	 to	C.	Everything	 is	harmonically	 compressed	 then	
slowly	expanding.	
Rehearsal	letters	are	matched	to	apparent	compositional	segmentation.	
	
Up	until	 letter	A	the	tempo	will	be	very	frenetic,	at	a	crotchet	=	100	sextuplets	and	quintuplets	
semiquavers	are	fast	–	much	faster	than	subdivisions	of	straight	semiquavers	that	are	the	texture	
at	letter	A.		Will	need	to	agree	on	grouping	of	sextuplets.		
	
At	 letter	 B	 opening	 cluster	 returns	 more	 fully	 voiced.	 Material	 does	 not	 repeat,	 rather	 it	
constantly	evolves.		
	
Transition	 into	D	is	mentally	awkward	though	if	managed	by	me	very	natural	 for	the	players	 if	
they	 allow	 for	 their	 bow	 arm	 to	 do	 the	 thinking	 for	 them.	 The	 motoric	 parts	 are	 completely	
disconnected	from	the	pulse	 in	melodic	material	(which	again	 is	based	on	the	opening	cluster).		
Melody	 seems	 to	 again	 spiral	 and	 evolve	 organically,	 it	 all	welcomes	 expressive	 tonal	 shaping	
though	the	players	will	need	to	be	welcomed	to	do	so.		
	
Transition	into	E	again	is	a	matter	of	the	body	maintaining	a	repetition	within	a	new	beat.		
	
Letter	E	is	a	new	texture,	same	clusters	
	

Like	 ‘Dumbarton	 Oaks’	 there	 appears	 to	 be	 something	 negating	 any	 long-term	 goal	
directiveness.		

	
Letter	F	is	again	a	new	texture.	The	sextuplet	semiquavers	become	more	persistent	and	are	the	
first	evidence	of	a	cyclic	use	of	material	(they	are	again	underpinned	by	sustained	clusters	too).	
	
Letter	H	 is	a	 rhythmically	unison	chorale	 section	 (Symphonies	of	Winds?)	which	 leads	 to	what	
appears	to	be	a	slow	central	section.		Winds	in	bar	151	recall	letter	D,	though	in	151	the	melody	
is	transformed	into	something	more	tranquillo.	Transformation	is	underpinned	by	the	three	note	
cluster	now	pp	scored	in	the	winds.		
	

It	will	be	necessary	to	use	a	calculator	to	add	metronome	markings	after	metric	modulations	
to	ensure	accuracy	of	rehearsal	tempi.	

	
Central	section	has	a	traditional	use	of	soloists,	towards	letter	M	energy	dissipates.		
	
Letter	M	 is	 the	 recapitulation	of	 the	quasi	 sonata	 form	 John	 spoke	of.	Music	 is	 an	 exact	 repeat	
until	letter	P.	Letter	P	recalls	letter	F.	
	
Letter	R	to	the	end	appears	to	be	the	coda,	in	which	a	lot	of	the	rhythmic	devices	of	the	piece	are	
‘loaded’	into	the	score,	the	trajectory	of	the	music	is	that	of	going	flying	over	the	edge.	
	
The	final	closing	bars	in	which	the	now	separated	three	note	motif	are	played	tutti	with	silence	
in-between	recall	the	final	tonic	chords	of	a	Beethoven	Symphony.	
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Week	beginning	8th	February	2016	
Simone	
In	preparation	for	the	rehearsal	with	the	eight	student	musicians	involved	in	the	performances	I	
studied	 the	 score	 with	 the	 view	 of	 simply	 ‘beating	 it	 out’.	 In	 comparison	 to	 the	 performer’s	
analysis	 done	 previously,	 this	 study	 reveals	 a	 range	 of	 simple	 copy	 errors.	 Much	 of	 the	 work	
involves	taking	myself	through	what	the	players	have	to	think,	the	thought	being	that	if	I	am	not	
aware	of	what	they	are	going	through	in	their	own	parts	then	I	cannot	be	useful.	It	was	necessary	
to	use	a	range	of	grids	to	spatialize	where	the	beats	lie.		Necessary	too	was	the	use	of	a	calculator	
to	be	sure	of	metric	modulations.		
	
Much	like	Mawhinney,	there	is	a	sense	that	I	need	to	get	the	first	performance,	or	at	least	the	first	
rehearsal	past	before	I	can	view	the	piece	with	any	sense	of	multiple	interpretability.	The	obvious	
‘breach’	 is	 again	 into	 the	 temporal	 unfolding	of	 the	piece.	 The	piece	 is	 very	 ‘clean’	 in	 sectional	
divisions.	
	
The	 actual	 rehearsal	with	 the	 eight	 student	musicians	was	 reassuring	 in	 that	work	 that	 I	 had	
done	in	my	own	preparation	expedited	their	problem	solving	and	understanding	of	challenging	
aspects	of	the	piece.	Indeed,	my	own	method	of	allowing	the	the	mechanism	of	the	body	to	carry	
complex	subdivisions	was	particularly	successful	for	the	strings.	
	
Stravinsky	
Though	 the	 rehearsal	 did	 not	 distract	 me	 from	 the	 interpretive	 plan,	 I	 was	 reminded	 that	
showing	 all	 the	 subdivisions	 is	 a	 double-edged	 sword.	 I	 freely	 experimented	 between	 beating	
different	 units	 of	 pulsation,	 with	 noticeably	 greater	 cohesion	 in	 the	 ensemble	 when	 more	
subdivisions	were	made.	As	expected	the	cost	was	tempo	maintenance	issues.	When	beating	with	
less	subdivisions	an	unexpected	result	was	the	challenge	of	encouraging	attack	in	syncopations.		
	
Week	beginning	15th	February	2016	
Beethoven	
The	woodwind	and	brass	sectional	was	uneventful,	so	much	so	that	the	only	reflection	that	can	
be	 made	 is	 that	 we	 simply	 started	 work	 where	 we	 left	 off.	 Towards	 what	 is	 the	 plan	 for	 the	
second	performance	we	did	considerable	work	on	clarity,	to	which	the	players	had	no	difficulty	
in	executing.		
	
The	 first	 tutti	 rehearsal	 towards	 the	 second	 performance	 was	 similarly	 characterized	 by	
continuing	 to	 work	 from	 where	 we	 left	 off.	 Five	 minutes	 before	 the	 rehearsal	 began	 it	 felt	
necessary	to	formulate	in	words	something	of	what	it	is	that	we	were	working	towards	in	playing	
the	 piece	 again:	 I	 announced	 that	 we	 have	 already	 from	 the	 first	 performance	 a	 basic	
performance	 plan	 that	 we	 may	 need	 to	 remind	 ourselves	 of,	 but	 within	 that	 plan	 (which	 is	
essentially	 just	 nuts	 and	 bolts	 not	 an	 interpretation)	 we	 must	 work	 towards	 something	 new,	
rather	than	recreate	what	we	did	before.	This	of	course	relates	to	ideals	established	in	relation	to	
this	study.		
	
The	 first	 part	 of	 the	 rehearsal	was	 dominated	 by	 bringing	 cohesion	 back	 into	 the	 ensemble.	 A	
considerable	 amount	 of	 work	 was	 done	 in	 reminding	 the	 orchestra	 to	 again	 listen	 to	 all	 the	
different	 rhythmic	 spans	 of	 the	 music	 so	 that	 all	 played	 with	 precise	 vertical	 relationships.	 I	
picked	moments	where	I	could	draw	attention	to	these	rhythmic	aspects,	but	also	I	found	myself	
improvising	 with	 different	 sections	 towards	 different	 sound	 qualities,	 a	 particularly	 effective	
request	was	asking	the	violins	to	play	like	big	cellos.	I	had	in	no	way	planned	to	do	this.	Working	
in	this	way	was	an	intuitive	response	to	the	desire	for	the	orchestra	to	not	stop	seeing	different	
horizons	 of	 the	 piece,	 I	 was	 not	 particularly	 concerned	 with	 them	 realizing	 accurately	 in	
performance	different	qualities	of	sound	that	were	found,	rather	I	was	searching	with	them	for	
what	we	had	not	previously	found	in	the	score	with	the	view	of	keeping	their	interest	for	being	
at-the-edge	alive.	By	using	 the	word	 ‘edge’	 as	a	metaphor	 I	 refer	both	 to	 the	way	 in	which	 the	
orchestra	must	push	themselves	 technically	and	physically	 in	performance,	but	also	 the	way	 in	
which	they	must	listen	and	respond	to	the	trajectory	of	the	performance.	It	is	a	fine	line	however,	
as	increased	excitement	in	a	performance	cannot	always	equate	to	what	is	on	the	edge	of	physical	
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limitations.		
	
In	my	desire	to	have	the	orchestra	 listen	more	to	each	other,	 I	myself	was	acutely	aware	of	my	
own	 increased	 capacity	 for	 listening	 in	 comparison	 to	what	 I	 recall	 of	 the	 first	 rehearsal	 cycle.	
The	orchestra	recalled	much	of	the	energy	that	we	approached	the	piece	with	first	time	around,	
and	 as	 a	 result	 I	 could	 in	 the	words	 of	 Boulez,	 give	 the	 energy	 but	 not	 participate	 in	 it.	 I	 had	
before	 this	 rehearsal	 been	 concerned	with	what	would	 happen	 if	 we	 continued	 ‘pumping’	 the	
piece	full	of	contrast,	my	sense	was	that	going	for	more-more-more	can	result	in	a	strained,	self	
defeating	 presence	 of	 everyone’s	 bodies	 in	 the	 sound	 –	 it	 can	 sound	 over	 cooked.	 This	 didn’t	
seem	to	be	the	case,	there	was	more	energy	focused	into	the	same	amount	of	space	–	a	greater	
focus	 in	 the	sound	 if	you	 like.	 	There	 is	a	difference	between	 focused	energy	 in	a	performance,	
and	nervous	energy	that	dissipates	without	presence	in	the	sound.		
	
I	 realised	 the	 priorities	 that	 I	 had	 identified	 as	 goals	 for	 the	 second	 performance	 by	 directing	
attention	 on	 articulation,	 tempo,	 unity	 of	 phrasing	 and	 sound	 quality	 almost	 back	 in	 on	
themselves	 via	 the	 search	 for	 greater	 cohesion.	 This	 was	 only	 possible	 because	 both	 the	
orchestra	and	 I	were	more	 familiar	with	 the	music	and	had	an	 increased	capacity	 for	 listening.		
The	unexpected	by-product	was	a	clear	harnessing	of	the	musical	energy	which	in	Beethoven	is	
so	characteristic.	Orchestral	performance	 is	 the	result	of	combined	human	effort	which	 itself	 is	
contingent	on	biological	energy:	the	way	in	which	musical	energy	is	realised	is	inseparable	from	
musicians	and	their	investment	in	musical	performance.		
	
Week	beginning	22nd	February	2016	
Beethoven	
Rehearsal:	
Without	doubt	this	was	the	most	flexible	the	orchestra	had	been	with	Symphony.	There	was	much	
more	 scope	 for	 allowing	 the	music	 to	 breathe,	 as	well	 as	 pushing	 further	 to	 the	 edge	without	
going	over	it.	As	indicated	previously,	I	was	freed	to	pay	greater	attention	to	longer	term	thinking	
and	to	simply	‘receive’	the	orchestral	sound.	
	
Performance:	
The	dress	rehearsal	was	very	unsettling.	The	orchestra	was	set	unusually	due	to	the	space,	and	
the	acoustic	made	listening	across	the	orchestra	very	challenging.	I	was	almost	convinced	that	all	
I	could	do	in	the	performance	was	focus	all	my	energy	on	assisting	the	orchestra	to	merely	just	
play	in	the	correct	place	at	the	right	time,	in	my	mind	I	thought	I	would	have	to	strip	everything	
back	in	my	gesture	and	focus	on	pure	functionality.	Nothing	could	have	prepared	me:	the	reality	
of	being	on	the	ground	with	the	musicians	about	to	perform	was	so	far	away	from	everything	that	
I	had	thought	about	in	preparation	for	the	performance.	I	knew	the	acoustic	would	be	challenging	
but	there	was	something	unexpectedly	disorientating	about	it	all	–	I’m	sure	it	was	connected	to	
the	performance	being	included	in	this	study.		
	
I	distinctly	recall	that	I	would	start	calmly	and	methodically	and	take	it	from	there.	The	orchestra	
were	extremely	attentive	and	about	half	way	through	the	first	movement	I	felt	the	sound	on	the	
stick,	as	in	I	felt	how	I	could	manoeuvre	the	ensemble.	At	that	point	I	became	less	concerned	with	
the	logistics	of	cohesion	and	entered	in	to	real-time	temporal	flow	of	the	performance.	So	much	
of	 what	 was	 happening	 in	 the	 orchestral	 sound	was	 based	 on	 just	my	 release	 or	 initiation	 of	
sound	 –	 tempi	 and	 dynamic	were	 a	 collaboration	 between	myself	 and	 the	 orchestra.	 This	was	
perhaps	 a	 result	 of	 the	 orchestra’s	 familiarity	 and	 obvious	 enjoyment	 of	 the	 music	 and	
performance,	but	I	think	also	connected	to	how	I	had	conducted	the	rehearsal	and	the	opening	of	
the	performance.	The	performance	had	an	enormous	 long	 term	growth,	 the	 trajectory	 towards	
the	fourth	movement	was	certainly	not	my	own	conscious	management.	
	
Some	thoughts	for	consideration:	why	within	the	aims	of	the	study	didn’t	I	decide	to	conduct	the	
opening	 entirely	 differently?	 Why	 didn’t	 I	 do	 it	 the	 old	 fashioned	 way	 for	 example,	 like	
Barenboim	 at	 the	 2014	 Proms	 –	 he	 has	 the	 orchestra	 start	 after	 a	 shake	 and	 slowly	 lead	
themselves.	Basically,	I	think	I	really	don't	have	the	music	in	me	like	that,	and	it	seems	artificial	to	
ask	 of	 the	 orchestra	 to	 change	 all	 that	we	 had	worked	 on.	 It	 also	 seemed	more	 interesting	 to	
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understand	subtle	rather	than	obvious	differences	in	interpretation.	The	jettisoning	process	can	
perhaps	 only	 happen	once;	 the	 interpretation	 is	 defined	 as	much	by	what	 is	 set	 up	within	 the	
rehearsal	process	as	much	as	what	is	not	set	up.		The	advantage	of	not	making	arbitrary	changes	
which	would	have	easily	summoned	a	distinctly	different	Beethoven	5	was	that	the	orchestra	was	
settled	into	a	performance	plan	in	which	eventness	could	do	its	work.	I	was	concerned	about	the	
second	performance	having	 its	own	 renewed	energy,	 indeed	my	 rehearsal	plan	was	 to	 try	 and	
engineer	for	the	performance	to	take	its	own	path	and	pleasingly	it	did.	
	
Stravinsky	rehearsal	one	
There	was	an	issue	straight	away	with	the	subdivisions,	and	though	I	persisted	for	a	while	I	had	
to	change.	The	mixture	of	players	 in	the	ensemble	was	unusual	 to	rehearse,	one	moment	I	was	
calling	out	‘key	signature’	(for	the	students)	the	next	trying	to	find	a	subtle	sound	difference	from	
the	 French	 horns.	 It	 was	 difficult	 to	 know	 at	 what	 point	 I	 could	 start	 making	 requests	 of	 the	
players	 to	 change	 or	 add	 to	 what	 they	 were	 already	 playing:	 every	 time	 I	 stopped	 there	 was	
bowing	to	sort	out,	and	quite	a	lot	of	questions	about	balance	and	dynamics.	Indeed,	so	much	of	
what	 the	 professional	 players	 wanted	 to	 know	 was	 in	 the	 domain	 of	 ‘fixing’	 approaches,	 of	
clarifying	ambiguity.	The	clarinet	even	offered	their	own	multiple	interpretability	of	the	score	in	
order	to	see	which	version	got	a	reaction.	Nearly	every	professional	contributed	something	very	
helpful	–	perhaps	 it	was	 the	education	element	of	 the	project	 (with	 them	playing	 side-by-side)	
but	I	expect	it	was	because	they	were	all	playing	very	soloistically	and	were	in	a	small	ensemble.	
So	much	work	was	trying	to	unify	the	ensemble	and	pairings	of	instruments	within	the	ensemble:	
often	it	was	because	players	came	at	the	score	with	so	much	individual	character.	
	
Simone	rehearsal	one	
Agreed	 on	 slower	 tempo	with	 cellist,	 detail	 lost	 at	metronome	mark.	 Players	 wanted	 to	 solve	
things,	didn’t	want	to	leave	things	to	just	be	–	in	one	moment	I	suggested	that	we	may	as	well	just	
‘hope	 for	 the	 best’,	 they	 actually	 then	 led	 the	 rehearsal	 themselves	 and	 worked	 it	 out	 like	
chamber	music.		
	
Simone	rehearsal	two	
With	 John	at	 the	 rehearsal	 there	was	a	 lot	of	work	on	 tempo.	Many	 tempo	modifications	were	
made	and	a	lot	of	attention	given	to	finding	the	tempo	which	unlocked	character.	Had	have	John	
not	been	at	this	rehearsal	the	performance	would	have	been	dramatically	different.		
	
Stravinsky	rehearsal	two	
I	 again	 fixed	 all	 the	 beating	 –	 did	 things	 I	 hadn’t	 done	 before.	 Players	 really	 worked	 among	
themselves.	It	simply	didn’t	work	that	I	had	the	time	or	position	to	do	deliver	things	‘top	down’.			
	
Observations	relevant	to	both	pieces:	
Everything	 is	 pointing	 towards	 collaboration,	 going	 further	 via	 risk.	 There	 is	 something	 that	 I	
have	 not	 yet	 identified	 about	 interpretive	 plans	 and/or	 hermetically	 sealed	 interpretations.		
There	is	something	going	on	with	how	things	are	different	simply	for	the	second	performance	on	
the	basis	that	you’ve	done	it	for	the	first	time	already.		Bedding	down	ensemble:	I	never	thought	
about	 the	 sound	 with	 those	 players,	 the	 sound	 was	 difficult	 to	 pinpoint	 issues	 in	 due	 to	 the	
differing	levels	of	playing	abilities.	Anything	I	said	was	targeted	at	individuals	due	to	the	size	of	
the	ensemble.	In	the	case	of	talking	to	(rehearsing)	the	professional	musicians	about	something	
specific	when	there	were	the	other	student	musicians	this	was	particularly	tricky,	or	rather	took	
some	getting	used	to.		
	
Stravinsky:	 anything	 that	we	 discussed	was	 about	 clarifying	 ambiguity,	 our	 very	 act	 of	 talking	
and	agreeing	evidences	how	and	where	multiple	interpretability	exists.	With	those	players	in	that	
rehearsal	 there	 was	 a	 lot	 of	 fixing	 towards	 a	 singular	 agreement,	 the	 jettisoning	 process	 was	
quite	 rapid.	 Sometimes	 we	 agreed	 based	 on	 the	 feeling	 in	 the	 room,	 sometimes	 it	 was	 for	
practical	reasons,	sometimes	 it	was	because	 I	had	something	which	I	 felt	was	necessary	to	add	
into	 the	 performance	 ‘mix’.	 There	 is	 no	 problem	 with	 the	 range	 of	 musical	 choices	 you	 have	
available,	 but	 it	 is	 indeed	 hard	 to	 change	 from	 one	 solution	 to	 another	 at	 the	 drop	 of	 the	 hat,	
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whether	 the	 impetus	 from	 change	 comes	 from	 my	 gestural	 lead	 or	 from	 other	 aspects	 of	
collective	music	making	doesn’t	make	any	different.	
	
Very	 interesting	with	Stravinsky	that	we	 ‘found’	a	 tempo,	we	auditioned	many	different	speeds	
somewhat	 unsystematically	 and	 eventually	 converged.	 The	 bassoon	 player	 did	 point	 out	 that	
when	it	is	not	counted	in	quavers	that	it	does	rush	on.		
	
The	being	as	‘baroque	as	you	dare’	was	me	playing	the	strategy	for	the	second	performance.	The	
thing	 with	 how	 much	 is	 it	 Bach,	 how	 much	 is	 it	 Stravinsky	 –	 it	 is	 both	 the	 whole	 time.	 You	
couldn’t	enact	the	singular	voice	of	one	for	a	whole	performance.	For	this	reason,	there	is	a	flaw	
in	 the	 interpretive	plan.	Within	 the	 temporal	 flow	of	a	breathing,	moving	performance;	 staying	
true	to	one	voice	at	the	expense	of	another	doesn’t	work	with	the	unique	terms	and	conditions	of	
performance	per	se.	What	is	left	of	the	plan?	Still	quite	a	lot,	but	only	due	to	the	plan	having	the	
sequence	 that	 it	 did:	 the	 plan	 for	 the	 second	 performance	was	 about	 having	more	 flow,	 I	 can	
always	encourage	that	and	go	further.	 	Critical	to	the	project	is	the	use	of	the	rehearsal	time	on	
Thursday,	and	to	use	that	time	effectively	I	need	to	reflect	on	the	first	performance.			
	
What	we	did	today	was	strategize	how	to	play	these	pieces,	my	points	of	attention	are	on	getting	
the	 players	 through	 in	 what	 I	 hope	 will	 be	 a	 ‘safe’	 pair	 of	 hands.	 My	 feeling	 is	 that	 my	
responsibility	is	to	keep	the	performance	safe,	is	this	somewhat	at	odds	with	eventness?	
	
Simone:	 There	 was	 a	 lot	 of	 chat	 about	 playing	 chamber	 music	 or	 orchestrally.	 Cl	 mentioned	
difference	between	‘string	time’	and	objective	reading	of	the	beat	–	deciding	the	extent	to	which	
John’s	piece	 is	 indeed	 chamber	music	orchestral	music	 is	 a	position	which	 is	 an	 interpretation	
within	 itself.	 John	 was	 unsure	 as	 to	 what	 that	 amount	 of	 strings	 was	 going	 to	 sound	 like,	 he	
thought	it	came	out	quite	orchestral	(partly	because	of	horns).	There	is	an	interpretive	decision	
as	to	how	the	ensemble	glues	themselves	together.	There	we	many	moments	where	the	celli	and	
double	basses	were	discussing	where	they	must	find	a	particular	part	of	my	beat	and	parts	where	
they	knew	they	had	to	do	otherwise.		
	
Week	beginning	29th	February,	2016	
Poetics	chronometry	exercises	
Beginning	to	B		 	 																1		
B	to	D	 	 	 	 1.58	
D	to	E	 	 	 	 3.24	
E	to	G	 	 	 	 5.32	
G	to	H	 	 	 	 5.56	
H	to	I	 	 	 	 6.52	
I	to	K	 	 	 	 8.22	
K	to	M	 	 	 	 11.34	(middle	section)	
M	to	O	 	 	 	 12.37	
O	to	P	 	 	 	 13.37	
P	to	R	 	 	 	 14.20	
R	to	end		 	 																	15.57	
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Figure	15:	John	De	Simone	Poetics	energy	graph	
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Stravinsky/Simone	rehearsal	three	
The	 rehearsal	 was	 again	 concerned	 with	 acoustic:	 I	 would	 have	 hoped	 that	 there	 was	 to	 be	
something	 more	 profound	 than	 this	 but	 as	 was	 the	 case	 with	 the	 second	 performance	 of	
Symphony	much	time	on	the	dress	rehearsal	was	spent	working	on	understanding	the	acoustic	–	
we	 eventually	 had	 to	 turn	 the	 artificial	 acoustic	 system	 off.	 The	 Stravinsky	 still	 had	 a	 lot	 of	
problem	 solving	 and	 targeting	 to	 be	 done.	 Interesting	 that	 the	 violas	 who	 did	 not	 have	 a	
professional	player	were	often	disconnected	from	the	overall	cohesion	of	the	ensemble:	though	
they	were	 often	 never	 outright	wrong	 there	was	 always	 suggestion	 of	 their	 playing	 not	 being	
right.		
	
There	 were	 multiple	 instances	 in	 the	 rehearsal	 where	 I	 reverted	 my	 beating	 to	 what	 I	 had	
planned	 to	do	before	meeting	with	 the	ensemble.	 Starting	off	 the	 third	movement	without	any	
preparatory	beat	is	one	example,	the	ensemble	had	by	this	rehearsal	memorised	the	tempo	and	it	
was	 just	 a	 case	 of	 the	 tempo	 being	 released.	 I	was	 technically	 able	 to	 instantly	 change	 due	 to	
having	considered	in	my	preparation	multiple	ways	through	the	join	of	the	movements	musically.	
There	was	also	an	instance	where	I	simply	made	a	mistake	in	not	beating	out	as	we	had	agreed,	
the	result	was	the	ensemble	fell	apart:	the	performance	was	completely	reliant	on	the	nuts	and	
bolts	agreed	in	rehearsal	–	spontaneity	was	not	going	to	come	from	me	by	gestural	means	during	
the	performance.		
	
Stravinsky/Simone	first	performance	
The	 first	 performance	 in	 the	 first	 concert	 of	 the	 Simone	did	 lift	 into	 a	performance	mode.	The	
Stravinsky	had	moments	where	 it	 lifted	but	 it	 also	had	many	moments	of	 losing	 its	way,	 there	
were	 multiple	 instances	 of	 people	 losing	 their	 place	 for	 seemingly	 no	 particular	 reason.	 The	
clarinet	 player	 described	 after	 the	 performance	 that	 their	 spare	 entry	 was	 due	 to	 a	 lapse	 of	
concentration,	 I	 myself	 recognized	 something	 tiring	 within	 the	 ensemble	 due	 to	 I	 expect	
condensing	the	extended	rehearsal	and	concert	into	a	three	hour	call	for	financial	reasons.	I	did	
notice	during	the	performance	that	there	is	still	a	little	caution	from	the	ensemble	to	collectively	
read	 my	 beat.	 Rushing	 was	 a	 constant	 hazard,	 and	 I	 do	 wonder	 whether	 Stravinsky	 himself	
deliberately	recorded	at	a	tempo	so	fast	in	order	to	prevent	it	from	rushing.		The	tempi	that	we	
arrived	 at	 for	 the	 Stravinsky	was	 a	 complete	mediation	 between	 technical	 limits,	 the	 acoustic,	
and	my	own	 suggestion.	Over	 the	 course	 of	 the	 rehearsal	 cycle	 the	 tempi	 settled	 to	what	 they	
were,	 they	 did	 not	 start	 out	 at	 the	 beginning	 of	 the	 rehearsal	 cycle	 as	 they	 ended	 up	 in	
performance.		
	
The	players	had	many	comments	about	the	first	concert	of	both	pieces.	The	double	bass	player	
rather	dryly	observed:	‘considering	all	that	could	have	gone	wrong	that	went	rather	well’.	I	also	
overheard	 the	 fg	 and	 cl	 player	 talking	 about	 a	possible	phrasing	 for	 the	beginning	of	 the	 third	
movement,	though	they	summarized	the	conversation	to	me	by	saying	that	they’re	still	thinking	
about	the	notes.		
	
During	the	second	performance	of	Simone	in	the	first	concert	I	had	a	sense	of	being	concerned	as	
to	what	the	audience	were	thinking,	 I	actually	distinctly	remember	trying	to	push	the	tempo	to	
make	it	more	exciting	or	simply	get	through	the	piece	quicker.	The	concert	had	run	overtime	and	
often	people	have	to	start	leaving;	it	was	impossible	to	prevent	concerns	of	feeling	the	audience	
were	 finding	 the	 concert	 too	 challenging	 (with	 the	 unusual	 format	 of	 presenting	 the	 Simone	
twice)	to	not	come	into	the	performance.		
	
The	 plan	 for	 the	 second	 concert	 is	 to	 balance	 the	 need	 for	 cohesion,	 but	 if	 possible	 find	 the	
baroque	counterpoint	which	 lies	past	all	 the	accents.	 I	need	to	 find	the	confidence	to	ask	 for	 it.	
The	players	don’t	have	the	cognitive	space	for	cosmetic	adjustments	here	and	there,	they	need	an	
overriding	concept.		
	
For	 the	 second	 performances	 of	 Simone	 it	 is	 difficult	 to	 articulate	 what	 we	 might	 interpret	
differently	according	the	study.		
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Stravinsky/Simone	rehearsal	four	
It	was	much	 easier	 to	 hear	 and	 as	 a	 result	 so	many	 aspects	were	 immediately	 solved.	Notable	
from	 the	 rehearsal	was	 that	 in	 Stravinsky	we	 rehearsed	 very	 calmly	 –	 so	much	 so	 that	 it	was	
completely	on	the	other-side,	it	was	routine	and	boring,	there	was	no	risk.	Though	safe	it	was	a	
compromise	in	the	wrong	direction.	I	did	manage	to	ask	for	more	Bach	than	Stravinsky.	I	sang	the	
first	two	bars	and	said	that	we	could	carry	on	like	that,	the	orchestra	understood	clearly.	Because	
of	their	increased	capacity	to	hear	each	other	I	was	able	to	be	less	demonstrative.	Key	moments	
which	 are	prone	 to	 rush	 (5/8	4/8	passage	 in	 first	movement	before	 fugato,	 second	movement	
main	 theme,	 quaver	 followed	 by	 two	 semiquavers	 in	 first	 movement)	 were	 all	 individually	
addressed.	
	
In	the	Simone	we	did	give	new	attention	to	melodic	detail,	though	work	was	mainly	on	cohesion.		
	
The	ensemble	kept	rehearsing	themselves	 in	sections	 for	a	considerable	time	after	 I	had	ended	
the	rehearsal,	as	can	be	seen	on	the	video	footage.		
	
Stravinsky/Simone	second	performance	
I	 was	 very	 aware	 in	 the	 Stravinsky	 performance	 of	 not	 having	 to	 demonstratively	 conduct	 as	
much	as	the	day	before.	I	was	able	to	sit	on	top	of	the	sound	much	more,	the	orchestra	played	a	
completely	 different	 sound	 as	 a	 result.	 The	 performance	 didn’t	 seem	 to	 suffer	 from	 the	 same	
overly-cautious	approach	that	was	evident	 in	the	rehearsal.	The	second	performance	was	more	
‘baroque’	as	a	result	of	change	in	my	gesture.	I	do	remember	recalling	in	performance	moments	
where	I	had	made	particular	arrangements	for	phrasing	and	articulation	with	particular	players,	
though	 these	players	didn’t	always	deliver	 such	subtly	as	we	agreed.	 I	 am	not	at	all	 concerned	
about	 this,	 as	what	was	played	was	more	 than	adequate:	 the	point	worth	noting	 is	 that	 simple	
cosmetic	 detail	 is	 difficult	 for	 players	 to	 consistently	 deliver.	 The	 orchestra	 responded	 much	
more	effectively	to	fundamental	changes	in	my	gesture.		
	
In	the	Simone	I	 felt	more	connected	to	the	slow	music,	 in	that	 I	was	second	time	round	able	to	
enjoy	this	more.	The	leader	and	cellist	were	working	on	extended	solo	sections	together	right	up	
until	the	final	moment.	I	do	recall	having	a	very	close	connection	with	all	the	players	through	my	
eyes,	eye	contact	was	made	 like	clockwork	always	a	 few	beats	before	each	player’s	entry.	 John	
was	particularly	enthusiastic	about	how	the	second	performance	had	a	togetherness	and	energy,	
such	 vague	 commentary	 is	 all	 that	 can	be	 articulated	 independent	 of	 actually	 listening	 to	both	
performances.	I	was	less	conscious	of	the	audience	for	the	second	performance	in	comparison	to	
the	first	concert	–	John’s	introduction	did	galvanize	something	of	how	the	orchestra	understood	
the	piece.		
	
Reflections	on	both	concerts	
Having	professional	players	did	enable	us	to	get	a	more	desirable	sound	quicker,	but	it	did	in	no	
way	alleviate	the	need	to	bed	the	ensemble	down	in	terms	of	cohesion.		It	took	me	a	long	time	to	
get	 my	 ear	 into	 the	 group	 –	 it	 wasn’t	 until	 the	 third	 rehearsal	 that	 I	 had	 confidence	 in	 my	
diagnosis	of	an	issue	and	confidence	in	the	way	in	which	I	would	gesturally	or	verbally	resolve	it.	
The	cellist	confirmed	that	it	is	never	easy	coming	together	with	a	group	of	players	that	you	don’t	
know,	that	it	 is	necessary	to	have	even	just	one	experience	under	pressure	altogether	until	you	
understand	each	other.	Working	with	players	of	 enormous	musical	 character	 and	 individuality	
created	 another	 current	 in	 the	 rehearsal	 process	 and	 performance	 dynamic.	Cf	comments	from	
several	weeks	back	about	verbal	communication	anxieties.	Working	with	professional	players	also	
forced	 me	 to	 recognize	 that	 changes	 in	 interpretation	 cannot	 be	 made	 by	 changing	 beating	
patterns	 dramatically,	 professional	 players	 are	 more	 likely	 to	 be	 demanding	 of	 a	 consistent	
approach	from	the	podium	which	does	not	undermine	their	own	playing.		
	
Constituting	the	ensemble	and	coming	to	know	the	sound	of	the	ensemble	is	critical	to	any	issues	
of	 interpretation.	 This	 is	 somewhat	 of	 an	 unexpected	 finding	 of	 the	 study.	 Independent	 of	 the	
piece	and	knowing	 the	 score,	 I	 found	 it	 critical	 to	know	 the	ensemble	and	 the	 sound	 that	 they	
make.	I	would	even	add	that	when	presenting	a	piece	to	the	public	it	is	as	important	as	diligent	
score	study.		
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Does	the	idea	of	the	ideal	performance	stem	from	the	feeling	that	we	are	often	left	with	when	we	
leave	 the	 concert	 platform?	 That	 feeling	 being	 one	 of	 wishing	 that	 we	 could	 have	 executed	 a	
passage	‘better’?	Do	we	confuse	our	biological	fallibility	with	what	appears	to	be	a	singular	view	
of	the	musical	work?			
	
Email	correspondence	from	John	Tuesday	1	March	2016	
	

Just	wanted	to	say	a	massive	thanks	for	your	hard	work	on	my	piece	–	I	was	so	pleased	with	
what	 I	 was	 hearing	 on	 Sunday,	 it	 is	 always	 such	 a	 pleasure	 to	 have	 great	 musicians	
working	on	my	stuff.	
	
Thanks	to	you	all	and	an	extra	big	thanks	to	Bede	for	setting	all	this	up	and	doing	such	a	
thoughtful,	articulate	and	thoroughly	splendid	job	bringing	my	music	to	life.	
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Appendix	B:	DVD	of	rehearsals	and	untabulated	content	analysis	
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Appendix	C:	Content	analysis	of	rehearsals	

Leonore	Overture	No.	3	–	Ludwig	van	Beethoven		

Tabulated	graphs	and	charts	for	first	rehearsal	cycle	
	

	
Figure	16:	Time	spent	rehearsing	each	section	of	Leonore	for	the	first	performance	

A=	the	slow	introduction	
B=the	allegro	up	until	the	trumpet	call	

C=trumpet	call	up	until	recap	
D=recap	
E=coda	

	

	
Figure	17:	Duration	of	each	section	of	Leonore	during	first	performance	
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Figure	18:	Gesture	priority	over	six	rehearsals	for	the	first	performance	of	Leonore	

	
A	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	ensemble)	

B	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	s/c)	
C	=	ensemble	
D	=	musical	

E	=	ensemble	rehabilitation	
F	=	musical	rehabilitation	

G	=	unclear	with	no	consequence	
H	=	unclear	with	consequence	

X	=	no	conducting	

A B C D E F G H X
Series6 36 44 10 10 0 0 0 0 0
Series5 22 38 16 9 1 4 3 0 7
Series4 30 43 5 2 5 2 0 11 2
Series3 34 11 7 11 3 3 1 2 28
Series2 16 32 8 14 3 3 0 2 22
Series1 44 9 20 0 9 1 1 2 14
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Figure	19:	Verbal	priority	over	six	rehearsals	for	the	first	performance	of	Leonore	

A	=	affirmation/encouragement	
B	=	correcting	or	rehearsal	instructions	

C	=	explaining	beating	or	ensemble	(including	counting	outloud	or	mouthed	counting)	
D	=	request	for	different	delivery	because	current	delivery	unsatisfactory	

E	=	request	for	different	delivery	to	push	boundaries	
F	=	orientation	

G	=	request	for	watching/closer	attention	
H	=	singing	

I	=	administrative	
^	=	mouthing	or	mouthed	without	any	sound	

*	=	given	whilst	playing	

A B C D D& E E& F F& G H H& I X X	^ A* B* C* D* E* F* G* H* I* 
Series6 2 4 2 6 0 6 2 2 56 4 2 6 8
Series5 5 2 10 5 0 0 1 7 0 0 2 0 1 5 50 5 0 0 4 4
Series4 2 44 40 9 2 2
Series3 8 3 13 6 1 7 2 10 0.5 1 6 0 3 13 9 3 0 7 5 2 0 1 1 0.5
Series2 3 8 1 8 0 5 1 15 0 1 7 0.3 0 2 17 4 1 13 6 2 0.3 1 3 0.3
Series1 3 4 9 4 0 5 0 7 0 3 3 0 1 9 16 4 1 10 11 0 5 1 3 0
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Tabulated	graphs	and	charts	for	second	rehearsal	cycle	
	

	

	
Figure	20:	Duration	of	each	section	of	Leonore	during	second	performance	

A=	the	slow	introduction	
B=the	allegro	up	until	the	trumpet	call	

C=trumpet	call	up	until	recap	
D=recap	
E=coda	

	

	
Figure	21:	Time	spent	rehearsing	each	section	of	Leonore	for	the	second	performance	
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Figure	22:	Gesture	priority	over	three	rehearsals	for	the	second	performance	of	Leonore	

	
A	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	ensemble)	

B	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	s/c)	
C	=	ensemble	
D	=	musical	

E	=	ensemble	rehabilitation	
F	=	musical	rehabilitation	

G	=	unclear	with	no	consequence	
H	=	unclear	with	consequence	

X	=	no	conducting	
	

A B C D E F G H X
Series3 33 33 5 13 1 0 2 2 11
Series2 36 27 5 13 1 1 0 2 15
Series1 16 30 7 26 0 0 0 5 16
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Figure	23:	Verbal	priority	over	three	rehearsals	for	the	second	performance	of	Leonore	

A	=	affirmation/encouragement	
B	=	correcting	or	rehearsal	instructions	

C	=	explaining	beating	or	ensemble	(including	counting	outloud	or	mouthed	counting)	
D	=	request	for	different	delivery	because	current	delivery	unsatisfactory	

E	=	request	for	different	delivery	to	push	boundaries	
F	=	orientation	

G	=	request	for	watching/closer	attention	
H	=	singing	

I	=	administrative	
^	=	mouthing	or	mouthed	without	any	sound	

*	=	given	whilst	playing	

A B C D D& E E& F F& G H H& I X X	^ A* B* C* D* E* F* G* H* I* 
Series3 3 3 6 1 0 0 0 9 0 0 1 0 6 27 39 0 1 1 1 0 0 0 0 0
Series2 6 8 10 5 1 3 2 10 0 1 3 0 2 13 25 3 3 3 1 0 0 1 1 0
Series1 12 8 13 4 0 7 1 17 0 0 9 0 2 3 10 1 3 4 1 1 1 0 5 0
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Figure	24:	Beethoven	Leonore	O
verture	N

o.	3	Sonic	Visualiser	tem
po	graph		
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The	Pinkbow	at	Backnamullagh	–	Simon	Mawhinney	

Tabulated	graphs	and	charts	for	first	rehearsal	cycle	
	

	
Figure	25:	Time	spent	rehearsing	each	section	of	Pinkbow	for	the	first	performance	

A	=	bars	1	-	30	
B	=	bars	30	–	67	
C	=	bars	68	–	104	
D	=	bars	104	–	119	
E	=	bars	120	–	141	
F	=	bars	141	–	176	
G	=	bars	176	–	208	

	

	
Figure	26:	Duration	of	each	section	of	Pinkbow	in	the	first	performance	
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Figure	27:	Gesture	priority	over	six	rehearsals	for	the	first	performance	of	Pinkbow	

A	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	ensemble)	
B	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	s/c)	

C	=	ensemble	
D	=	musical	

E	=	ensemble	rehabilitation	
F	=	musical	rehabilitation	

G	=	unclear	with	no	consequence	
H	=	unclear	with	consequence	

X	=	no	conducting	
	

A B C D E F G H X
Series6 50 3 11 0 0 0 0 2 34
Series5 50 1 31 0 0 0 0 2 16
Series4 48 1 38 0 4 0 0 1 8
Series3 36 1 35 0 0 0 0 3 26
Series2 19 1 54 0 0 0 1 0 25
Series1 8 0 52 0 0 0 0 2 38
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Figure	28:	Verbal	priority	over	six	rehearsals	for	the	first	performance	of	Pinkbow	

A	=	affirmation/encouragement	
B	=	correcting	or	rehearsal	instructions	

C	=	explaining	beating	or	ensemble	(including	counting	outloud	or	mouthed	counting)	
D	=	request	for	different	delivery	because	current	delivery	unsatisfactory	

E	=	request	for	different	delivery	to	push	boundaries	
F	=	orientation	

G	=	request	for	watching/closer	attention	
H	=	singing	

I	=	administrative	
^	=	mouthing	or	mouthed	without	any	sound	

• =	given	whilst	playing	
	

A B C D D& E E& F F& G H H
& I X X	^ A* B* C* D* E* F* G* H* I* 

Series6 3 6 9 0 0 2 1 17 0 0 2 0 17 30 12 0 0 1 0 1 0 0 0 0
Series5 5 5 21 1 0 2 0 10 0 0 9 0 3 16 14 1 0 11 0 0 0 0 1 0
Series4 6 10 22 2 0 0 0 16 0 0 9 0 2 5 6 0 2 15 1 0 1 0 5 0
Series3 6 7 27 1 0 1 0 16 0 0 6 0 6 1 8 0 1 17 0 0 1 0 3 0
Series2 6 5 32 3 1 0 0 12 0 0 8 0 4 0 2 0 0 23 1 0 1 0 3 0
Series1 2 4 30 1 0 1 0 19 0 0 13 0 13 0 1 0 0 10 0 0 0 0 6 0
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Tabulated	graphs	and	charts	for	second	rehearsal	cycle	
	

	
Figure	29:	Time	spent	rehearsing	each	section	of	Pinkbow	

A	=	bars	1	-	30	
B	=	bars	30	–	67	
C	=	bars	68	–	104	
D	=	bars	104	–	119	
E	=	bars	120	–	141	
F	=	bars	141	–	176	
G	=	bars	176	–	208	

	
	

	
Figure	30:	Duration	of	each	section	of	Pinkbow	during	second	performance	
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Figure	31:	Gesture	priority	over	two	rehearsals	for	the	second	performance	of	Pinkbow	

A	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	ensemble)	
B	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	s/c)	

C	=	ensemble	
D	=	musical	

E	=	ensemble	rehabilitation	
F	=	musical	rehabilitation	

G	=	unclear	with	no	consequence	
H	=	unclear	with	consequence	

X	=	no	conducting	
	

A B C D E F G H X
Series2 48 3 30 0 1 0 1 1 16
Series1 51 8 23 1 3 3 2 1 9
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Figure	32:	Verbal	priority	over	two	rehearsals	for	the	second	performance	of	Pinkbow	

A	=	affirmation/encouragement	
B	=	correcting	or	rehearsal	instructions	

C	=	explaining	beating	or	ensemble	(including	counting	outloud	or	mouthed	counting)	
D	=	request	for	different	delivery	because	current	delivery	unsatisfactory	

E	=	request	for	different	delivery	to	push	boundaries	
F	=	orientation	

G	=	request	for	watching/closer	attention	
H	=	singing	

I	=	administrative	
^	=	mouthing	or	mouthed	without	any	sound	

*	=	given	whilst	playing	

A B C D D& E E& F F& G H H& I X X	^ A* B* C* D* E* F* G* H* I* 
Series2 8 9 21 2 1 2 1 15 0 0 7 0 2 6 7 1 1 10 1 0 0 0 5 0
Series1 9 10 23 7 2 3 2 22 0 0 9 0 1 4 2 1 0 7 0 0 0 0 2 0
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Symphony	No.	5		–	Ludwig	van	Beethoven	
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Figure	37:	Beethoven	Sym
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Poetics	–	John	De	Simone	

Tabulated	graphs	and	charts		

	
Figure	38:	Time	spent	rehearsing	Poetics	for	both	performances	

A	=	bars	1-26	
B	=	bars	27-49	
C	=	bars	50-77	
D	=	bars	78-106	
E	=	bars	107-130	
F	=	bars	131-173	
G	=	bars	174-218	
H	=	bars	219-245	
I	=	bars	245-267	
J	=	bars	267-282	
K	=	bars	282-end	

	

	
Figure	39:	Duration	of	each	section	of	Poetics	in	second	performance	
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Figure	40:	Gesture	priority	over	four	rehearsals	for	the	performances	of	Poetics	

A	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	ensemble)	
B	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	s/c)	

C	=	ensemble	
D	=	musical	

E	=	ensemble	rehabilitation	
F	=	musical	rehabilitation	

G	=	unclear	with	no	consequence	
H	=	unclear	with	consequence	

X	=	no	conducting	
	

A B C D E F G H X
Series4 35 21 7 3 0 0 0 0 34
Series3 41 14 11 0 0 0 0 2 32
Series2 31 15 9 4 2 1 0 2 36
Series1 34 2 21 0 2 1 0 2 38
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Figure	41:	Verbal	priority	over	four	rehearsals	for	the	performances	of	Poetics	

A	=	affirmation/encouragement	
B	=	correcting	or	rehearsal	instructions	

C	=	explaining	beating	or	ensemble	(including	counting	outloud	or	mouthed	counting)	
D	=	request	for	different	delivery	because	current	delivery	unsatisfactory	

E	=	request	for	different	delivery	to	push	boundaries	
F	=	orientation	

G	=	request	for	watching/closer	attention	
H	=	singing	

I	=	administrative	
^	=	mouthing	or	mouthed	without	any	sound	

*	=	given	whilst	playing	
	

A B C D D& E E& F F& G H H
& I X X	^ A* B* C* D* E* F* G* H* I* 

Series4 7 11 5 3 0 4 2 12 0 0 5 0 4 36 7 3 0 1 0 0 0 0 0 0
Series3 1 14 3 2 0 3 0 7 0 0 2 0 8 50 10 0 0 0 0 0 0 0 0 0
Series2 1 7 7 5 0 4 1 9 0 0 3 0 6 32 22 1 1 2 0 0 0 0 1 0
Series1 5 8 18 3 0 1 0 15 0 0 6 0 5 25 10 1 0 1 0 0 1 0 1 0
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Figure	42:	Poetics	Sonic	Visualiser	tem
po	graph	
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‘Dumbarton	Oaks’	–	Igor	Stravinsky	

Tabulated	graphs	and	charts		
	

	
Figure	43:	Duration	of	each	section	of	‘Dumbarton	Oaks’	in	second	performance	

A	=	bar	1-39	
B	=	bar	40-77	
C	=	bar	78-129	
D	=	bar	130-149	
E	=	bar	1-52	
F	=	bar	53-94	
G	=	bar	95-122	
H	=	bar	1-49	
I	=	bar	50-101	
J	=	bar	102-125	
K	=	bar	126-212	

	
Figure	44:	Time	spent	rehearsing	each	section	of	‘Dumbarton	Oaks’	for	both	performances	
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Figure	45:	Gesture	priority	over	four	rehearsals	for	the	performances	of	‘Dumbarton	Oaks’	

A	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	ensemble)	
B	=	ensemble	and	musical	shape/character	(with	greater	emphasis	on	s/c)	

C	=	ensemble	
D	=	musical	

E	=	ensemble	rehabilitation	
F	=	musical	rehabilitation	

G	=	unclear	with	no	consequence	
H	=	unclear	with	consequence	

X	=	no	conducting	
	

A B C D E F G H X
Series4 57 18 9 3 0 0 0 0 13
Series3 48 6 17 1 2 0 0 0 27
Series2 47 7 15 2 2 1 0 0 26
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Figure	46:	Verbal	priority	over	four	rehearsals	for	the	performances	of	‘Dumbarton	Oaks’	

A	=	affirmation/encouragement	
B	=	correcting	or	rehearsal	instructions	

C	=	explaining	beating	or	ensemble	(including	counting	outloud	or	mouthed	counting)	
D	=	request	for	different	delivery	because	current	delivery	unsatisfactory	

E	=	request	for	different	delivery	to	push	boundaries	
F	=	orientation	

G	=	request	for	watching/closer	attention	
H	=	singing	

I	=	administrative	
^	=	mouthing	or	mouthed	without	any	sound	

*	=	given	whilst	playing	

A B C D D& E E& F F& G H H
& I X X	^ A* B* C* D* E* F* G* H* I* 

Series4 3 5 4 3 0 1 0 5 0 0 6 0 0 45 21 3 0 2 1 0 1 0 0 0
Series3 4 11 10 1 0 0 0 14 0 0 7 0 5 35 13 0 0 1 0 0 0 0 0 0
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Series1 4 14 11 4 0 3 1 15 0 0 10 0 3 23 8 0 1 2 0 0 0 0 2 0
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Appendix	D:	Programme	notes	for	all	works	conducted	

Leonore	Overture	No.	3	–	Ludwig	van	Beethoven	(1770-1827)		
 
Beethoven’s	Leonore	Overture	No.3	 is	one	of	 four	overtures	written	 for	Fidelio,	
Beethoven’s	 only	 opera.	 Chronologically,	 Leonore	Overture	No.3	 was	 actually	
composed	 second.	When	Fidelio	was	 first	performed	 in	1805	 the	audience	was	
practically	 empty	 for	 all	 three	 performances.	 Beethoven	 made	 significant	
revisions	to	the	entire	opera	for	the	1806	performances;	these	revisions	included	
significant	changes	 to	 the	structure	and	programmatic	content	of	 the	Overture.	
Beethoven’s	 revisions	 to	 the	Overture	were	actually	 too	effective:	 the	Overture	
portrayed	the	narrative	of	the	opera	so	well	that	it	resolved	the	drama	before	it	
had	even	begun.	For	 this	 reason,	Beethoven	composed	 two	other	overtures	 for	
the	opera,	eventually	settling	on	the	Fidelio	Overture	as	being	most	fitting	for	the	
whole	opera,	which	made	its	breakthrough	on	the	stage	in	its	1814	version.	
	
Leonore	 Overture	 No.	 3	 quickly	 became	 established	 as	 a	 concert	 piece	
independent	of	the	opera	–	today	it	is	regarded	as	a	virtuosic	showpiece	for	the	
orchestra.	The	Overture	begins	with	a	descent	to	the	dungeon	in	which	Florestan	
is	 being	 held	 captive	 for	 a	 crime	 he	 did	 not	 commit.	 The	 clarinet	 introduces	
Florestan’s	 aria	 Gott!	welch’	Dunkel	hier!	 in	 which	 Florestan	 imagines	 brighter	
days	with	his	wife	Leonore	who	appears	as	an	angel	to	him.			
	
Though	 the	 concept	 of	 individual	 liberty	was	most	 important	 to	 Beethoven,	 it	
was	also	important	that	the	opera	was	well	received.	The	core	plot	of	Florestan’s	
release	 from	 captivity	 was	 a	 common	 narrative	 of	 operas	 in	 the	 late	 18th	 and	
early	 19th	 centuries,	 which	 often	 included	 elements	 of	 opéra	 comique	 also.	
Though	 we	 don’t	 generally	 associate	 Beethoven	 with	 humour,	 parts	 of	 the	
Overture	unmistakably	hint	at	the	secondary	plots	of	the	opera	that	involve	the	
daughter	of	the	prison	guard	falling	in	love	with	Fidelio	(who	is	Leonore,	dressed	
in	disguise	so	that	she	may	rescue	Florestan).		
	
After	 the	 slow	 introduction,	 much	 of	 the	 melodic	 material	 is	 derived	 from	 O	
namenlose	 Freude	 ‘O	 unnamed	 joy’,	 the	 aria	 that	 Florestan	 and	 Leonore	 sing	
when	 they	are	 reunited.	The	offstage	 trumpet	 call	 announces	 the	arrival	of	 the	
minister	who	 is	 able	 to	 free	 Florestan;	 as	 the	 denouement	 of	 the	 opera	 it	 is	 a	
particularly	memorable	moment	of	the	operatic	repertoire	–	Fidelio	 is	revealed	
as	 Leonore,	who	 is	 praised	 as	 being	 a	 good	wife	 (something	which	 Beethoven	
never	had	himself).		
 

Symphony	No.	5	–	Ludwig	van	Beethoven	(1770-1827)	
	
It	is	often	said	that	Beethoven’s	music	scales	from	darkness	to	light,	from	despair	
to	 hope,	 from	 struggle	 to	 triumph,	 from	 repression	 to	 transcendence	 –	 such	
poetic	imagery	rings	true	when	we	consider	that	only	three	of	the	six	children	in	
the	 Beethoven	 family	 were	 to	 survive	 to	 maturity,	 Ludwig	 was	 the	 oldest.	
Ludwig’s	mother	Maria	described	her	marriage	as	‘a	chain	of	sorrows’,	she	died	
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in	1787,	Ludwig	had	to	cut	short	his	lessons	in	Vienna	with	Mozart	to	return	for	
her	funeral.	The	Beethoven	family	lived	in	dire	poverty,	at	age	18	Ludwig	took	on	
the	legal	role	of	carer	for	his	younger	brothers	as	his	father	was	incapacitated	by	
alcoholism.	If	nothing	else,	Ludwig’s	teenage	years	forced	him	to	be	self-reliant.		

In	1789	Beethoven	matriculated	at	 the	University	of	Bonn	although	there	 is	no	
evidence	of	serious	study.	He	was	court	organist	and	for	a	time	he	played	viola	in	
the	court	theatre	orchestra,	he	would	have	performed	Mozart’s	Die	Entfürung,	Le	
Nozze	di	Figaro	and	Don	Giovanni.	 In	 1792	 Beethoven	 left	 for	 Vienna	 to	 study	
with	 Haydn.	 It	 was	 in	 Vienna	 that	 Beethoven	 established	 himself	 as	 a	 piano	
virtuoso	and	composer;	receiving	sponsorship	from	leading	Viennese	nobility	he	
undertook	 tours	 to	 Prague,	 Dresden,	 Leipzig	 and	 Berlin.	 In	 1800	 Beethoven	
promoted	 his	 own	 concert	 in	 the	 Court	 Theatre	 where	 the	 first	 Symphony,	
Septet,	 and	 first	 Piano	 Concerto	 were	 performed.	 The	 concert	 enhanced	 his	
reputation	and	marked	the	beginning	of	his	career	as	a	freelance	composer.		

In	1801	Beethoven	wrote	 to	a	 friend	 from	Bonn	 ‘know	that	my	noblest	 faculty,	
my	 hearing,	 has	 greatly	 deteriorated’,	 it	 was	 not	 until	 1818,	 when	 Beethoven	
began	to	use	conversation	books	that	we	know	that	deafness	was	complete.	The	
historical	 construction	 as	 Beethoven	 as	 a	 deaf	 composer	 has	 permeated	 our	
understanding	 of	 Beethoven	 and	 his	 music;	 Guerrieri	 suggests	 ‘the	 story	 of	 a	
stone-deaf	 Beethoven	 and	 his	 dauntless	 musical	 response	 was	 too	 good,	 too	
inspirational,	not	 to	 survive.’	 It	was	Alexander	Wheelock,	 a	 scholar	who	would	
produce	 a	 pioneering	 Beethoven	 biography	 in	 1866	who	 initially	 oversold	 the	
impact	going	deaf	had	on	Beethoven;	he	claimed	that	Beethoven	was	deaf	from	
the	Second	Symphony	composed	in	1802.		

Beethoven’s	deafness	was	(ab)used	as	a	symbol	of	his	romantic	spirit,	one	of	his	
many	triumphs	in	the	face	of	adversity.	Beethoven’s	nephew	Karl	said	‘precisely	
because	of	(your	deafness)	you	are	famous.	Everyone	is	astonished,	not	just	that	
you	 can	 compose	 so	 well,	 but	 particularly	 that	 you	 can	 do	 it	 in	 spite	 of	 this	
affliction.	 If	 you	 ask	me,	 I	 believe	 that	 it	 even	 contributes	 to	 the	 originality	 of	
your	 compositions.’	 In	 the	 twentieth	 century	 Roland	 Barthes	 wrote	 a	
philosophical	 discourse	 around	Beethoven’s	 deafness,	 suggesting	 like	Karl	 that	
his	 music	 was	 revolutionary	 because	 of	 his	 inability	 to	 hear	 his	 own	 music.	
Barthes	wrote	 ‘the	 truth	 is	perhaps	 that	Beethoven’s	music	has	 in	 it	something	
inaudible...	something	for	which	hearing	is	not	the	exact	locality.’	What	ever	this	
inaudible	aspect	 of	 Beethoven’s	music	 is	we	will	 never	 precisely	 know,	 but	 its	
presence	has	been	part	of	the	reason	that	Beethoven’s	music	has	renewed	itself	
in	the	hands	of	every	generation	after	his	death.		

The	 earliest	 sketches	 of	 the	 Fifth	 Symphony	were	made	 in	 1804.	The	 sketches	
are	 in	 Landsberg	 6,	 sometimes	 called	 the	Eroica	(heroic)	 sketchbook	 as	 it	 had	
sketches	 for	 the	 Third	 Symphony	 as	 well	 as	 Fidelio,	 pieces	 said	 to	 be	 from	
Beethoven’s	 heroic	 period.	 The	 sketchbooks	 themselves	 have	 been	 part	 of	
Beethoven’s	 eternal	 proliferation	 in	 music	 history	 and	 are	 often	 used	 to	
perpetuate	Beethoven’s	image	as	a	composer	who	struggled	to	bring	his	themes	
to	life.	Such	an	image	was	amplified	by	Mozart’s	frequently	touted	ability	for	his	
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compositions	 to	 come	 to	 him	 instantly,	 a	 view	 perhaps	 held	 because	 his	
sketchbooks	didn’t	survive.		

The	 Fifth	 Symphony	 was	 sold	 to	 Breitkopf	 &	 Härtel	 along	 with	 several	 other	
works	 for	an	all-Beethoven	benefit	 concert	on	22	December	1808.	The	concert	
lasted	for	over	four	hours	and	included	the	Sixth	Symphony,	Choral	Fantasy	and	
Fourth	 Piano	 Concerto	 with	 Beethoven	 as	 soloist.	 The	 German	 composer	 and	
writer	 Reichardt	 reported	 that	 the	 rehearsals	 for	 the	 concert	were	 never	 fully	
attended,	 that	 the	 music	 was	 ‘filled	 with	 the	 greatest	 difficulties’	 and	 that	
Beethoven	 ‘vexed	 our	 patience	 in	 the	 highest	 degree’	 as	 the	 conductor.	
Beethoven	 wrote	 to	 the	 publishers	 shortly	 after	 the	 concert	 saying	 that	 ‘the	
musicians	were	particularly	 angry	because	when	 a	 blunder	was	made	 through	
carelessness	in	the	simplest,	plainest	place	in	the	world,	I	stopped	them	suddenly	
and	 loudly	 called	out	 “once	again”	–	 such	a	 thing	had	never	happened	 to	 them	
before.	The	public	showed	its	enjoyment	of	this.’		

In	1810	E.T.A	Hoffman,	who	had	associations	with	Breitkopf	&	Härtel	and	their	
journal	 Allgemeine	 musikalische	 Zeitung,	 reviewed	 the	 score	 of	 the	 Fifth	
Symphony.	The	review	was	as	revolutionary	as	Beethoven’s	music:	Hoffman	put	
forward	a	thesis	on	musical	aesthetics	by	saying	 ‘music	is	the	most	romantic	of	
all	 the	arts’	and	that	 ‘only	 instrumental	music,	which	scorns	all	assistance	from	
the	combination	with	other	art,	can	express	with	purity	music’s	peculiar	nature.’	
Hoffman’s	 writing	 was	 a	 creative	 extension	 of	 Beethoven’s	 music	 that	
contextualised	music	 in	 the	 artistic	 landscape	 of	 the	 time	 in	 a	 way	 that	 other	
music	 critics	 and	 composers	 were	 to	 emulate.	 Guerrieri	 observes	 that	
‘Hoffmann’s	Romantic	aesthetic	espouses	not	an	art	that	resolves	the	world,	but	
one	 that	 shows	 how	 the	 world’s	 emotional	 messiness	 is	 a	 door	 into	 a	 deeper	
understanding,	past	logic	and	reason.’		

Such	 hermeneutical	 trends	 of	 interpreting	 Beethoven’s	 Fifth	 Symphony	
throughout	the	nineteenth	century	extended	into	the	twentieth	century,	though	
they	collided	with	methods	of	analysis	that	were	created	to	free	the	music	from	
exaggerated	 rhetoric;	 arguably	 such	 methods	 just	 cast	 the	 music	 in	 another	
foreign	translation	altogether	again.	Until	recently	written	interpretations	of	the	
Symphony	 threatened	 to	displace	 interpretations	 of	 the	music	 that	were	being	
made	 in	actual	sound	by	musicians	on	 the	concert	platform.	 It	was	all	 in	aid	of	
answering	 the	 Pandora’s	 box	 of	 musicological	 questions:	 If	 Beethoven’s	 Fifth	
does	mean	anything	at	all,	what	 is	 that	meaning	and	where	does	 it	come	from?	
The	first	four	notes	alone	have	had	the	following	such	interpretations:		

That	they	are	inspired	by	the	Greek	paeon,	Aristotle	spoke	in	his	Rhetoric	
about	 the	 power	 of	 a	 rhythmic	 footprint	 of	 three	 short	 and	 one	 long	
syllable.	Berlioz	wrote	about	Beethoven’s	 interest	 in	Greek	 literature,	he	
believed	 that	 Homer’s	 Iliad	 inspired	 the	 Third	 Symphony.	Perhaps	 the	
most	famous	of	all	paeon’s	today	is	Martin	Luther’s	I	have	a	Dream.		

Carl	Czerny,	a	pupil	of	Beethoven	recalled.	‘The	song	of	a	forest-bird	(the	
yellowhammer)	gave	him	the	theme	of	the	C-minor	symphony,	and	those	
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who	heard	him	fantasize	on	it	know	what	he	was	able	to	develop	from	the	
most	insignificant	few	tones.’		

Anton	 Schindler	 in	 his	 1840	 biography	 of	 Beethoven	 wrote	 that	 he	
‘expressed	 himself	 in	 something	 like	 a	 vehement	 animation,	 when	
describing	to	me	his	idea:	-	“It	is	thus	that	Fate	knocks	at	the	door.”’	The	
idea	that	Beethoven’s	Fifth	is	about	the	power	of	Fate	over	man	all	stem	
from	Schindler,	who	has	been	discredited	by	many	scholars	as	often	being	
overly	imaginative	and	self-serving	in	his	writing.	Schenker	is	particularly	
scathing	 of	 the	 fate	 theory	 writing	 that	 ‘even	 supposing	 that	 in	 the	
master’s	imagination	there	had	been	an	association	of	ideas	between	the	
rhythm	of	the	motive	and	Fate	knocking	on	the	door,	it	is	the	obligations	
of	 art,	 not	 of	 Fate,	 that	 are	 discharged	 in	 the	 motive’s	 development.’	
Schenker	cites	 the	similarities	between	the	opening	of	Beethoven’s	Fifth	
Symphony	 and	 the	 fourth	 piano	 concerto,	which	 has	 a	 similar	 rhythmic	
note	 repetition.	 ‘Was	 that	 perhaps,	 a	 different	 door	 on	 which	 Fate	 was	
knocking,	or	the	same	door	but	a	different	kind	of	knocking?’	he	asks.		

The	performance	of	Beethoven’s	Fifth	Symphony	today	is	still	a	significant	event.	
Some	may	feel	that	the	music	will	become	exhausted	if	we	do	not	give	it	a	rest,	
that	we	should	perhaps	put	a	quota	on	performances	and	only	allow	the	music	
out	on	special	occasions.	To	think	this	way	is	to	disregard	inherited	wisdom	that	
teaches	 us	 that	 the	 moment	 of	 confrontation	 with	 a	 work	 of	 art	 is	 the	 most	
beautiful:	 each	 generation	 has	 lived	 and	 will	 live	 with	 the	 Fifth	 Symphony	 in	
their	own	way.	If	the	nine	Symphonies	by	Beethoven	were	once	the	yardstick	by	
which	the	ambition	and	success	of	Symphonic	composition	was	measured,	then	
the	Fifth	Symphony	today	is	the	yardstick	from	which	we	can	measure	how	far	
we’ve	all	come	as	musicians,	listeners	and	musical	thinkers.	If	we	can	surmount	
the	challenge	of	 finding	a	place	for	the	Fifth	 inside	us	that	we	feel	has	 integrity	
and	 meaning,	 what	 ever	 we	 make	 that	 to	 be,	 we	 give	 ourselves	 a	 portal	 to	
embrace	the	ambiguity	that	is	at	the	heart	of	the	music	that	endures.	In	his	most	
eloquent	and	aphoristic	tone,	Rosen	explains:		

‘In	 the	 end,	we	must	 affirm	 that	 no	 single	 system	 of	 interpretation	will	
ever	be	able	to	give	us	an	exhaustive	or	definitive	understanding	of	why	a	
work	of	 literature	or	music	can	hold	an	enduring	interest	 for	us,	explain	
its	charm,	account	for	its	seduction	and	our	admiration.	A	recognition	of	
the	 inadequacy	of	 any	 system	of	 interpretation	 is	 essential	 to	 our	being	
able	to	gain	a	fresh	experience	of	the	work.	We	need	at	times	to	acquire	
the	talent	of	reading	a	work	of	 literature	or	 listening	to	a	piece	of	music	
with	 innocent	 eye	 and	 ear,	 untainted	 or	 unblocked	by	 critical	 studies,	 a	
state	 of	 objectivity	 unrealisable	 in	 all	 its	 purity,	 but	 which	 may	 be	
approached.’		

Would	the	Fifth	be	what	 it	 is	 today	 if	we	could	ring	Beethoven	up	and	ask	him	
about	it,	if	we	could	satisfy	our	need	to	know?	What	if	like	Wagner	we	exhumed	
him	and	asked	him	to	comment?	The	German	philosopher	Nietzsche	imagined:		
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‘He	would	probably	for	a	long	time	stay	dumb,	undecided	whether	to	raise	
his	 hand	 in	 a	 blessing	 or	 a	 curse,	 but	 at	 length	 say	 perhaps:	 “Well,	 yes!	
That	 is	neither	 I	nor	not	 I	but	 some	 third	 thing	–	and	 if	 it	 is	not	exactly	
right,	it	is	nonetheless	right	in	its	own	way.	But	you	had	better	take	care	
what	 you’re	 doing,	 since	 it’s	 you	who	 have	 to	 listen	 to	 it	 –	 and,	 as	 our	
Schiller	says,	 the	 living	are	always	in	the	right.	So	be	 in	the	right	and	let	
me	depart	again.”’		

Concerto	in	Eb	‘Dumbarton	Oaks’	–	Igor	Stravinsky	(1882-1971)		
	
The	 commission	 for	 ‘Dumbarton	 Oaks’	 came	 from	 the	 Bliss	 family	 of	 the	
Dumbarton	Estate;	the	Estate	was	donated	to	Harvard	University	in	1940	and	is	
now	a	research	 institute.	Mildred	Bliss	asked	Stravinsky	for	a	 ‘little	concerto	 in	
the	style	of	the	Brandenburg	Concertos’	to	celebrate	the	Bliss’s	thirtieth	wedding	
anniversary.	 ‘Dumbarton	Oaks’	was	 first	performed	 in	May	1938	 conducted	by	
Nadia	Boulanger.		
		
Though	 frequently	 performed,	 ‘Dumbarton	 Oaks’	 in	 comparison	 to	 Le	Sacre	or	
the	Octet	 is	 not	 often	 used	 to	 exemplify	 issues	 related	 to	 the	 performance	 and	
reception	of	Stravinsky’s	music.	The	work	 falls	within	Stravinsky’s	neoclassical	
phase,	a	label	which	is	as	helpful	as	it	is	deceiving.	If	we	broadly	accept	that	the	
‘style’	of	 the	 piece	 has	 some	 relationship	 to	 Bach’s	 Brandenburg	 Concertos	 an	
interesting	 question	 emerges	 for	 us	 as	 performers	 and	 listeners:	 how	much	 of	
the	piece	can	we	hear	as	Stravinsky	and	how	much	of	it	can	we	hear	as	Bach?		
	
The	neoclassical	(rather	neobaroque)	elements	of	the	music	are	reflected	in	the	
Concerto	 Grosso	 structure	 of	 the	work	 (tutti	 sections	 contrasting	with	 smaller	
episodes	for	soloists),	and	the	very	close	resemblance	of	the	first	bar	of	the	viola	
part	 to	 the	 opening	 bar	 of	 Bach’s	 Third	 Brandenburg	 Concerto.	 Stravinsky	
writes:		
		

‘The	 Concerto	was	 begun	 almost	 immediately	 upon	my	 return	 to	 Europe	
after	 Jeu	de	cartes;	 in	 the	 spring	 of	 1937,	 I	 had	moved	 from	Paris	 for	 the	
summer	to	Annemasse	in	the	Haute	Savoie	[in	Switzerland],	to	be	near	my	
daughter	 Mika	 who,	 mortally	 ill	 with	 tuberculosis,	 was	 confined	 to	 a	
sanatorium	 there.	 Annemasse	 is	 near	 Geneva,	 and	 [conductor]	 Ernest	
Ansermet	was	therefore	a	neighbour	and	also	a	close	and	helpful	friend	at	
this,	perhaps	the	most	difficult	time	of	my	life.	I	played	Bach	very	regularly	
during	 the	 composition	 of	 the	 Concerto,	 and	was	 greatly	 attracted	 to	 the	
Brandenburg	Concerti.	Whether	or	not	the	first	theme	of	my	movement	is	a	
conscious	borrowing	from	the	third	of	the	Brandenburg	set,	however,	I	do	
not	know.’	

		
Ingolf	Dahl,	one	of	Stravinsky’s	contemporaries	who	Stravinsky	trusted	to	write	
programme	 notes,	 places	 the	 influences	 on	 ‘Dumbarton	 Oaks’	 in	 a	 wider	
contemporary	aesthetic	that	extends	to	jazz,	which,	if	one	is	inclined	to	listen	for,	
will	 undoubtedly	 hear	 in	 the	 piece.	 In	 the	 liner	 notes	 to	 the	 first	 recording	 of	
‘Dumbarton	Oaks’	Dahl	writes:		
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‘The	affinity	of	contemporary	music	to	the	aesthetics	and	techniques	of	the	
baroque	 period	 in	 music	 has	 often	 been	 noted.	 The	 baroque	 orchestra	
(Concerto	 Grosso)	 in	 particular,	with	 its	 flexibility	 of	 instrumentation,	 its	
chamber	music	texture,	 its	clean	divisions	into	passages	for	tutti	and	solo,	
its	objectivity	of	expression	and	unified	dynamic	levels	are	reflected	by	our	
jazz	 bands	 and	 our	 radio	 concert	 works.	 ‘Dumbarton	 Oaks’,	 differing	 in	
several	 ways	 from	 the	 18th	 century	 prototype,	 could	 best	 be	 called	 a	
portrait	of	the	Concerto	Grosso,	painted	by	a	modern	artist.’	

		
If	 one	 of	 the	 responsibilities	 of	 the	 performer	 is	 to	 assess	 the	 defining	
characteristics	of	a	piece	of	music,	then	understanding	the	neoclassical-ness	(or	
shall	we	say	neobaroque-ness)	of	 ‘Dumbarton	Oaks’	so	that	a	performance	does	
not	 defy	 those	 characteristics	 must	 be	 a	 priority.	 The	 linear	 construction	 of	
‘Dumbarton	Oaks’	does	create	what	could	be	described	as	a	baroque	articulation	
of	time;	the	constant	rhythmic	flow	of	the	outer	movements	in	particular	recalls	
baroque	‘movement’.	Stravinsky	said	‘all	music,	whether	it	submits	to	the	normal	
flow	of	time,	or	whether	it	disassociates	itself	therefrom,	establishes	a	particular	
relationship,	a	sort	of	counterpoint	between	the	passing	of	time,	the	music’s	own	
duration,	and	the	material	and	technical	means	through	which	the	music	is	made	
manifest.’	 The	way	 ‘Dumbarton	Oaks’	 articulates	 time	 is	 indeed	 comparable	 to	
Bach	and	his	third	Brandenburg	Concerto,	but	it	is	still	music	by	Stravinsky	with	
nothing	but	his	own	harmonic	language	and	methods	of	construction.		
	

The	Pinkbow	at	Backnamullagh	(2014)	–	Simon	Mawhinney	
	
The	 Pinkbow	 at	 Backnamullagh	 by	 Simon	 Mawhinney	 was	 written	 for	 and	
premiered	by	St	Andrews	New	Music	Ensemble	at	Queens	University	Belfast	 in	
March	 2014.	 The	 title	 reflects	 the	Mawhinney’s	 sighting	 of	 a	 pink	 rainbow	 or	
‘Pinkbow’	 when	 driving	 home	 on	 Backnamullagh	 Road	 in	 County	 Down,	
Northern	 Ireland.	 Though	 Mawhinney	 doesn’t	 describe	 himself	 as	 having	
synesthesia,	he	does	in	The	Pinkbow	of	Backnamullagh	compose	colouristically	to	
his	 own	 vision	 of	 differing	 shades	 of	 pink.	 Backnamullagh	Road	 itself	 is	 also	 a	
source	of	inspiration	for	the	piece,	Mawhinney	describes	that	driving	the	road	is	
like	 being	 on	 a	 Rollercoaster.	 The	 energy	 and	 exuberance	 of	 this	 motion	 is	
captured	 in	 the	 seven-minute	 piece.	 Though	 rich	 with	 poetic	 imagery,	 in	 the	
composer’s	words	 the	 title	 is	more	 a	 ‘dedication	 to	 the	moment’	 rather	 than	 a	
suggestion	of	any	semantic	content	of	the	music.		

Poetics	(2015)	–	John	De	Simone	
	
Poetics	was	 commissioned	 by	 Bede	 Williams	 for	 the	 St	 Andrews	 New	 Music	
Ensemble	with	funds	provided	by	the	Hope	Scott	Trust,	and	was	first	performed	
in	April	2015	at	the	Byre	Theatre,	St	Andrews.	The	commission	was	for	a	piece	
based	 on	 the	 instrumentation	 of	 Stravinsky’s	 ‘Dumbarton	 Oaks’.	 De	 Simone	
studied	 at	 The	 Royal	 Conservatory	 of	 The	 Hague	 in	 Netherlands,	 many	
composers	who	 cut	 their	 teeth	 at	 The	Hague	were	 gripped	by	 the	 influence	 of	
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Louis	 Andriessen.	 Andriessen	 is	 acknowledged	 as	 the	 leader	 of	 The	 Hague	
‘school’	 of	 composers,	 he	 was	 himself	 a	 devotee	 of	 Stravinsky	 and	 as	 such,	
Stravinsky	was	a	key	influence	for	all	those	who	followed	Andriessen.		Much	can	
be	said	about	the	connection	between	Stravinsky	and	Andriessen:	in	the	simplest	
terms	both	composers	use	rhythm	as	a	structuring	element	in	a	way	that	might	
normally	be	associated	with	melody,	both	also	have	an	open	eclecticism	in	their	
music.	These	very	basic	building	blocks	can	be	heard	 in	Poetics,	so	named	after	
Stravinsky’s	 Poetics	 in	 the	 form	 of	 six	 lessons,	 given	 at	 Harvard	 University	 in	
1939-40.	 De	 Simone	 describes	 that	 ‘by	 focusing	 on	 the	 internal	 potential	
narrative	 of	 the	 opening	 motif,	 I	 ended	 up	 with	 an	 odd	 mix	 of	 Stravinsky,	
Shostakovich,	Louis	Andriessen,	Mahler	and	Beethoven!’	
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