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Musical Design

A final component, Musical Design (in its broadest implications), merits
more sustained examination than it has received thus far.* Potential
areas of investigation are listed in Table 2.

TABLE 2

1. Whether or not to observe the repeats indicated by the composet.45

Reordering the movement cycle: for example, by exchanging the
position of the slow movement and the dance movement.

3. Reducing the movement cycle by eliminating one or more movements:
e.g., Beethoven, Violin Sonata op. 30, no. 2, delete the Scherzo;
Mozart, "Haffner" Serenade K. 250(248b), delete one or more of the
eight movements in concert performance.

4. Augmenting the movement cycle: for Beethoven’s Quartet op. 130,
include both the new finale and the Great Fugue.

5. Substitution of movements: for example, replace the original finale of
Mozart’s Piano Concerto K. 175 with the Rondo K. 382.

6. Choosing the original or a substantially revised version of a work: for
example, Beethoven’s Quartet op. 18, no. 1 (for the original, see the
performance by the Pro Arte Quartet, Laurel Record, LR-116).

7. Realizing the composer’s "ideal" intention or his "final" version: for
example, Beethoven’s Fifth Symphony/Ill, five-part version vs. three-
part version.

8. Incomplete or Unfinished Works: supplementing the preserved
components with other movements, as in Mozart’s Mass in C minor,
K. 427(417a); supplementing an incomplete orchestration, as in C.R.F.
Maunder’s amplification of Mozart's Requiem (W.A. Mozart,
Requiem, cond. Christopher Hogwood, L'Oiseau-Lyre 411 712-1).

9. Doubtful or Spurious Works: the Sinfonia Concertante K. 297b (Anh.C

» 14.01) is a particularly controversial examplc.47

44, Newman, Performance Practices, Chapter 14, provides a good beginning for
Beethoven.

45. For a recent survey of a longstanding question, see Elfrieda Hiebert,
"Beethoven’s Pathétique Sonata, op. 13: Should the Grave Be Repeated?", PQ 133 (Spring
1986): 33-37.

46.  Sieghard Brandenburg, "Once Again: On the Question of the Repeat of the
Scherzo and Trio in Beethoven’s Fifth Symphony," Beethoven Essays: Studies in Honor of
Elliot Forbes, ed. Lewis Lockwood and Phyllis Benjamin (Cambridge: Harvard University
Press, 1984), 146-98.

47. Daniel N. Leeson and Robert D. Levin, "On the Authenticity of K. Anh.C
14.01(297b), a Symphonia Concertante for Four Winds and Orchestra," MJb (1976/77):
70-96. Announced for some time, Levin’s Who Wrote the Mozart Four-Wind Concertante?
(Pendragon Press) has not yet appeared.
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10. Opera, a challenging area of investigation:

a. Cuts

b. Insertions

c. A particular version, e.g.,, Idomeneo in its Munich form
(W.A. Mozart, Idomeneo, cond. Nikolaus Harnoncourt, Telefunken
6.35547-00-501); Fidelio in its 1804-5 version (Beethoven, Leonore,
cond. Herbert Blomstedt, Arabesque Recordings 8043-3L).

d. Sequence of components, e.g., the now discredited
Moberly/Raeburn hypothesis for Figaro, Act II1.

e.  Libretto, e.g, Die Zauberflote.?

Closely related is the matter of appropriate settings, acoustical and
otherwise. For example, should Haydn’s symphonic masses be presented
in concert performances? Not only are the liturgical connections
severed; the unbroken stretches of tonic key can become tiresome!

In sum, impressive work has been accomplished; much remains to be
done. @ While a comprehensive, single-volume overview appears
premature, praiseworthy models exist for numerous types of specialized,
potentially fruitful investigation. Needed especially, in terms of
components, is more exploration of sound (to include 18th-century
technique, instruments other than fortepiano and violin, the voice, and
adaptation to modern instruments), phrasing and articulation, musical
design, even rhythm /tempo. Needed equally are more exhaustive studies
of the performance practices of individual composers (notably C.P.E.
Bach and Haydn), more attention to the larger genres, particularly opera
(to include staging), and sustained coverage of specific compositions. 0

For this overview, I have isolated the various components. The
performer must integrate them. The appropriate execution of an
ornament, for example, might influence the choice of tempo.>! Danger
lurks and frustration arises in a subject that involves taste and feeling to
such a degree. At the same time, challenge, reward, and a variety of

48. Robert Moberly and Christopher Raeburn, "Mozart’s ‘Figaro”: the Plan of
Act IIL" ML 46 (April 1965): 134-36. For information about the rediscovered primary
source that refutes their hypothesis, see Alan Tyson, "Le nozze di Figaro: Lessons from
the Autograph Score," MT 122 (July 1981): 456-61.

49. Michael Freyhan, Toward the Original Text of Mozart’s Die Zauberflote,"
JAMS 39 (Summer 1986): 355-80.

50. For an example of a promising multi-media type of study, see Paul Badura-
Skoda, "A Master Lesson on Mozart’s Fantasy in C Minor (475)," PQ 125 (Spring 1984):
36-39, with accompanying recording.

51. See Neumann, Ornamentation and Improvisation, p. 155, concerning Mozart’s
overture to Le nozze di Figaro.
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acceptable solutions to almost any given problem await the adventurous.
Assisted by a host of sources, the performer-scholar is well equipped to
negotiate the Classic period, guided by a final caution from Taruskin:
beware, he warns, of "reliance upon authentic editions, authentic
instruments, or authentic performance practices learned from authentic
treatises in place of careful and independent consideration of the music"
("The Musicologist and the Performer," p. 112). Thus supported and
advised, the modern performer is in an enviable position to undertake,
through reflection, study, and "extensive experience and practice"
(Quantz, p. 297), his/her return "back to the land."



