








98 Frederick Neurnann

meant to condemn my performance suggestion is, I submit, not an
argument, but a deceit: by distorting a directive, almost any suggestion
can be twisted into irrationality.

This exercise in demagoguery has a worthy sequel in an extraordinary
statement. Mozart’s autograph Index is on a few occasions inexact about
the date and is often inexact in the rendition of the incipits. On that
basis Ferguson proclaims that "in no case can it [the Index] be used as a
[my words:] ‘document [which] shows Mozart’s flexibility regarding the
denominations [of Vorschlige]”" What Mozart writes, she decrees, is
irrelevant, indeed unusable. If we want to appreciate the profundity of
this nonsense, we should consider what exactly we are after when we
search for historically correct, or as it is now fashionable to say,
“authentic" performances. What matters, or what ought to matter above
everything is the composer’s idea of the work. Everything else is only
peripheral. Now it is precisely the discrepancies of the index entries
from the original that provide us a priceless glimpse at the way Mozart
thought of his work when, after finishing it, he recalled its start.
Painstaking precision would have provided no new performance clues.
But the discrepancies do, because they add, as it were, a new
triangulation point for getting better bearings on Mozart’s ideas. Thus,
when he gives the tempo of the Figaro Overture as "allegro vivace"
instead of "presto" we have a further reason — in addition to the mostly
overlooked C meter — to find fault with the breakneck speed favored by
most conductors. When in the String Quartet in F K590 the Index has in
the second measure a "sf" instead of a forte, while the forte starts in mid-
measure with the descending scale; and when furthermore a ¢ replaces
the C of the original, we get a more vivid picture of Mozart’s idea of this
opening than the autograph provided. We gather that, on second
thought, Mozart conceived of a more ingeniously differentiated dynamic
shading for the initial motive; and moreover that he wished the tempo to
be feit not in four but in two beats. When in "Das Veilchen,” as noted
before, the index has 16th-note instead of 8th-note Vorschlige and when,
by contrast, in our example of the String Quartet K575 it has 8th-notes
instead of 16th-notes, we have a right to infer that the denominations can
be interchangeable and that an insistence (like Ferguson’s with her "a"
and "eu" argument) on their litcral meaning can be misleading. The
Index is a treasure trove of fascinating glimpses into Mozart’s thought
processes and notational habits."> The statement that "in no case” must
the Index be used for such a purpose, is at best grossly misguided.

13. In an article (on Handel) in Early Music, August, 1986, I listed in note 3
(p- 406) a number of discrepancices in the Index that provide important performance clues.
Far more needs to be done in this matter.




Interpretation Problems 99

To provide some variety from appoggiatura agonies, Ferguson takes me
to task for misinterpreting two of Mozart’s turn symbols from the Violin-
Piano Sonata in B flat, K454, shown in Ex. 7 in the facsimile of the
autograph (giving the violin part on the top stave and the piano on the
two lower staves).

Ex. 7. K454/1 autograph
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In this passage the NMA had mistakenly placed the turn symbol above
the first of the 32d-notes instead of after the dotted 8th-note. Anybody
who has seen just a few of Mozart’s autographs and who has an open
mind will agree that certainly the first of these signs belongs between the
notes, hence has the well-known meaning of a turn that follows the more
or less extended sound of the principal note. And if the first of these
turns conveys this unmistakable graphic message, the second turn, as a
scqucntia] figure, has to follow suit. That here the symbol might give the
impression of being placed above the first 32d-note has a very good
reason. In his excellent preface to the facsimile edition'> Eduard Melkus
recounts the famous story of this Sonata, which Mozart wrote literally in
the last minute for a concert he gave with the violinist Strinasacchi.
Pressed for time he wrote in the score first the complete violin part (both
performers played from the same music) and sketched in fragments of
the piano part, which, as suggested by different ink, he finished at a later
date. Since the violin part determined the disposition of the barlines, the
piano part had to be fitted in, forcing occasionally extraordinary

! ‘E (pmno)

'IIIM

14. This example is reprinted by kind permission of the Stifteisen
Musikkulturens Fraemjande, Stockholm, and of the Kungl. Musikaliska Akademien, also
in Stockholm.

15. Sonat for cembalo och violin av W.A. Mozart, facs. ed., Stockholm, 1982.



