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Ritual 129 J=52 K 52 "whether or not metronomically
Action of correct, this tempo di hoochie-
the Ancestors koochie is definitely too
slow"

Bl 69 *— but rhis is too fast"

B2 56 “this is good"

M 60 "this is good"

S 66 "the passage is better played

here as a whole than in the
other recordings."

Sacri- 142 J=126 K 116  "sluggish tempo"
ficial Bl 132 "fast but good"
Dance (157 138 "unsuitably fast"
142 B2 120 "a little slow, but clear, and
incomparably better than

Boulez's old recording”
M 132 "rushed”
S 120

For "Augurs of Spring," (marked J = 50), a range of 50-54 was
apparently acceptable, while 56 was definitely too fast. Stravinsky’s own
tempo of 54 seems to set an absolute upper limit, and even here he
commented that "the end of the movements is rushed."””

The marked tempo for "Ritual of Abduction," J. = 132, was judged "very
fast, but good," suggesting this as an upper limit, while a "perniciously
slow" or "sluggish" tempo of 116 should be avoided at the other extreme.
Speeds of 120-132 seemed to be acceptable here, with a preference for
the marked tempo.

Stravinsky’s comments on the tempi of "Spring Rounds" (marked, at
48, | = 108) clearly illustrate his predilection for favoring a narrow
range of possibilities. His remark that Boulez’s tempo of 100 was "on the
slow side, but greatly to be preferred to my own very hurried reading”
( ] = 112), suggests a preferred range of 104-108, as marked. The
passage beginning at 54, however might be taken slightly faster than the
marked | = 160 (Mehta’s 168 was judged "brisk and good"), but not
more slowly.

Neither the three performances of "Ritual of the Rival Tribes" ( | =
168) at 160 nor the one at the marked speed elicited comments,
suggesting a possible range of 160-168. An even slightly slower tempo,
however, should be avoided (152 was "too slow").

19.  Stravinsky, Themes and Conclusions, 235.




Stravinsky, Tempo, and Le sacre 69

Stravinsky’s comments on tempi for "The Sage" imply, for the first time, a
real dissatisfaction with the marking in the score ( | = 42). He judged
his own performance at the marked tempo "no better than the other
two," in other words, too fast. If Boulez’s | = 52 was "approximately
twice too fast" and his | = 58 was "more than twice too fast,” perhaps a
tempo of ) = 50-54 might be appropriate. In any case, the tempo
should not exceed the indicated speed, and should probably be slower.

Stravinsky’s suggestion that "a slightly faster tempo than the metronomic
168 would not be amiss" for "Dance of the Earth," and his comment that
Mehta’s performance at ] = 160 was "the best of the three" implies a
tolerance of a range of tempi from about 160-176 for this dance, with a
preference for the faster tempi. A speed of 152, on the other hand, is
definitely too slow.

Establishing the proper tempo for "Introduction II" (marked | = 48) is
problematical. As in "The Sage," another relatively slow tempo,
Stravinsky did not seem satisfied with any of the performance tempi.
Von Karajan’s performance at 44 was described as "sleepy," while those
of both Boulez and Stravinsky himself, which begin at the marked speed
but accelerate to 54 and 58 respectively at one measure before 85 were
"too fast." Although Stravinsky was usually clear in distinguishing
between unacceptable basic tempi and undesirable (always, unless
marked) modifications of tempo, it is possible that his real dissatisfaction
here was with the later, faster tempi. Craft’s statement that "the
composer upholds the metronome marking in the score"?® supports this
view. Perhaps the solution would be to perform the movement at the
marked tempo throughout.

"Mystic Circles" (| = 60) should evidently not exceed a speed of 66 —
tempi of 72 and faster are "too fast." "Glorification of the Chosen One"
( JJ = 144), however, may be effectively performed at 132 ("the tempo
is good"). Stravinsky’s observation that Mehta’s tempo of 138 "sounds
rushed all the way" may refer more to an instability of tempo than the
basic speed, since Boulez’s performance at the same tempo elicited no
comment.

A slightly slower tempo than is marked (o = 144) seems appropriate for
"Evocation of the Ancestors" as well, since Boulez’s performances at 138

20. Robert Craft, "The Performance of the ‘Rite of Spring’," in Igor Stravinsky,
The Rite of Spring: Sketches, 1911-1913 (London: Boosey and Hawkes, Ltd., 1969),
Appendix IV, 46-47.
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and 132 were enthusiastically praised as "perfect." Tempi of 112-126 are,
however, too slow.

"Ritual Action of the Ancestors" (] = 52) is another relatively slow
tempo about which Stravinsky apparently had second thoughts, as his
remark about von Karajan’s performance makes abundantly clear.
Tempi of 56 and 60 were described as "good," while 69 was "too fast."
Stravinsky favored his own performance at 66 overall, although he did
not comment specifically on the tempo. A range of 56-66 may be
postulated, with 66 as an absolute upper limit.

Stravinsky seemed to favor his marked tempo of ' = 126 or one slightly
faster for "Sacrificial Dance." The range of possibilities is narrow here,
and the limits are clearly drawn — 120 was "a little slow," 132 was "fast
but good," and 138 was "unsuitably fast."

Thus, in seeking to establish performance tempi for Le sacre du
printemps in accordance with the composer’s conception, we cannot
unquestioningly accept either his metronome markings or his own
recorded performance tempi as reliable guidelines. A study of his
reviews of five performances of the work suggests that 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. The
limits of what Stravinsky considered acceptable or desirable are narrow,
but may, in a number of cases, be clearly defined when his evaluations of
several different tempi are considered.



