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ABSTRACT

The expansion of the recordiné industry has brought with it the
produétion of multiplée recordings of certainvworks'by prominent com-
posers, which might lead to the conclusion that a great variety of
“interpretations of a giveﬁ'work are possible. A study of recorded
performances of the late Beethoven string quartets, covering a period
from the eafly days of the recording industry to recent times,
suggests however, that interpretations by earlier ensembles shéw
greater diversity than those of quartets of the last three decades.

’ The last six string quartets by Beethoven (0p.127 in Eb major,
Op.130 in Bb major, Op.131 in‘C# minor, Op.132 in A mindr,‘Op.l33 in
Bb major and Op.135 in F major) are of particular in£erest in a study
of interpretation because of their innoVatiQe and intricate forms,
which would seem to provide ample opportunity for variety of
interpetation, |

This study examines four performances of each of these works,
including recordings.by nine ensembles. These ensembles are, in
chronological order: Flonzaley Quartet, Busch Quartet, Pascal Quartet;
Budapest Quartet, Hungarian Quartet, Smetana Quartet, Paganini Quartet,
Fine Arts Quartet, and Amadeus Quartet. |

The research involved an examinatién of each recbrdiﬁg, taking
into consideration twelve aspects of performance interpretation.

These various aspects fall into four ﬁain categories: technical
proficiency, stylistic devices, tehpo and interpretation of notation.

The study of technical proficiency deals With standard of inton?
ation, rhythmic accuracy, and precision af ensemble playing. The -

two stylistic devices discussed are vibrato and portamento. The
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comparison of tempo differences considers the basic tempo of each
section or movement, the range covered by unindicated changes of
tempo and the frequency of their occurrence, the amount of rubato
within a given tempo, and unmarked ritardando or accelerando at the
ends of movements or sections. The study of differences in inter-
pretation of various notational indications deals specifically with
length of staccato notes, articulation of phrasing slurs, and certain
dynamic markings.

The results of the research reveal that in most of the above--:.
mentioned performance variables, the interpretations by ensembles
from earlier this centuryvshow greater diversity, while still
following the composer's instructions in the score, than do those of
quartets of recent decades, indicating a tendency towards standard-

ization of interpretation.



CHAPTER 1
INTRODUCT ION

Statement of the Problem

The last fifty years have seen a great increase in the import-
ance and influence of media in all areas of society. A clear
example of this is the enormous expansion of the recording industry,
which has resulted in the output of massive Iibrarieslof recordings
of musical compositions.

Not surprisingly, multiple recordings of popular art-music works
by prominent -composers have been produced to satisfy market demand and
to create a market advantage for the competing record companies.

The existence of multiple recordihgs of given works would, therefore,
seem to suggest that a variety of interpfetations would be available.
However, it appears that among recordings of recent decades, there

is a tendency towards an increasing standardizatjon of performance
interpretation, particularly noticeable when recent recordings are
compared with those from earlier this century.

A comparison of recorded performances of the late Beethoven
string quértets (Op. 127 in Eb major, Op. 130 in Bb major, Op. 131
in C# minor, Op. 132 in A minor, Op. 133 in Bb major and Op. 135 in F
major) may be taken to serve as an example of this tendency. The
existence of ten recordings of the complete set of the late quartets

currently available on the world market] plus twenty recorded per-



formances of the various works that have been set to disc but are no
longer in production2 suggests that there is quite a diversity of
ﬁossible interpretations of these works. |

The potential for variety of interpretation would seem to be
considerable because of the highly abstract and philosophical ideas

3

the late quartets are expressing” and the new and intricate forms
which Beethoven developed as a mieans of expressing such concepts.
The individual style which Beethoven developed involved not only an
adaptation of form, but also the introduction of unusual technical
devices, such as extreme and sudden contrasts in dynamics, constant
changes of tempo and the adventurous use of harmonic, rhythmic and
timbral relationships, all of which offered the performer greater
scope for exploratioh and individuality of expression.

Considering these issues, an increaéing similarity in recent
recordings of these late quartets suggests an undesirable trend in
performance interpréetation.

Purpose of the Study

The purposes of this study were (1) to document the tendency
towards standardization of interpretation in performance, and (2),
to demonstrate, in terms of specific musically technically variables,
how this standardization is occurring, in order to suggest ways in
which such a tendency might be altered.

From the point of view of a performer, it is important to real-
ige the full extent of possibilities for individual expression so as
to achieve the déepest and most satisfying interpretation of a work.
The significance of this study is in showing, in technical performance

terms, how varied interpretations can be, while remaining faithful to



the composer's intentions, expressed in the performance of the

score.
Hypotheses

The hypothesis forﬁulated was that the recordings made by
quartets earlier in this century demonstrated more variation and
individuality of approach than did those made by contemporary
ensembles, as shown in a consideration of the following variables:
standard of technical proficiency; use of stylistic instrumental

devices; tempo; and interpretation of notation.

Research Procedure

Recordings of pefforﬁances of the late Beethoven string quartets
by nine prominent ensembles were used as sources of data in studying
the differences in interpretation of these works. The ensemblies
were selected according to the time period in which they worked, so
as to allow a comparison of performance practices from different
parts of this century.

Four performances of each work were studied, two from the early
part of the century and two by more recent ensembles. This allowed
a comparison of the two from the same period to be made and the amount
of diversity.in interpretation between the two pairs to be assessed.
The procedure was repeated for each of the six works, using different
combinations of four ensembles, thus enabling some general conclusions
regarding differences in interpretation during this century to be

drawn.



The examfnation of each performance was based on a number of
specific interpretation variables. These variables covered several
aspects of technical proficienéy.instrumental devices such as vibrato
and portamento, tempo and unindicated changesbof tempo, and the in-
terpretation of certain notational indications, such as dynamics and
phrasing slurs.

Delimitations and Assumptions

The following delimitations were observed:
1. The works used in this study included only the last six string
quartets by Beethoven (Op. 127, Op. 130, Op. 131, Op. 132, Op. 133 and
Op. 135). It was assumed that a study of the differences in playing
styles and interpretations of these works would serve as a valid
illﬁst;ation of differing playing styles and approaches to interpret-
.ation in the times in which the recordings were made because the
individua]ity of the works offers as much, if not more, possibility
for difference in inferpretation as any other compositioné in the
literature. |
2. The data was collected from recérded performances:rather than
from performances in concert dr class situations so as to allow more
accurate and deiailed analysis. It was assumed that recordings give
a sufficiently valid representafion of performaﬁée practices for the
purposes.of thfs study. . | -
3. Récorded performancesléf only four interpretations of egch work
were analysed, as this was considered a sufficient number to allow for
a comparison of earliér performance practices and practices of more

recent times, and to give a general overview of the scope of possi-

bilities in interpretation and of the technical means which could be



used to achieve them. The selection of the particular recordings used
in this study was ba;ed upon the assumption-that they. are represen-
tative of the playing styles of their time. |

4. The study considered only variables whiéh,could be assessed by
the human ear without recourse to any advanced technology or instru-
ments other than a metronome. It was considered that the particular
variables in questjdn, although not dealing with certain finer aspects
of playing, covered a sufficiently broad range of technical and
interpretatiVe considerations to allow for the formation of general

principles regarding the differences in interpretation in the various

eras.
Limitations
The following limitatfons were obserVed:
1. By usihg recordings rather than live performances as sources of

informatioﬁ, the éffectiveness of the study was restricted because
the recording equipment used in the early parf of the century was
much less accurate in reproducing the performances than is the equip-
ment in use today. The possibilify for comparison between the earlier
and later recordings was, therefore,somewhat limited in the following
variables: | |

(a) dynamics, in that more modern equipment allows ]quder

sounds to be recorded and reproduced;

(b) tempo, in that the older equipment was unable to achieve
the control of speed at which the recording was made and
which the precision of more modern equipment allows.

2. The study was limited by the accuracy of the metronome and

reliability of the score used.



3. Only recordings by outstanding and high]y-régarded string quartets
are available on the market, so the choice of recordings was limited

to those by ensembles which are most Iikeiy to display individuality

and originality in their intérpretations rather than to those of

""average'' standard.

ﬁ; Unavailability of many of the recordings.of earlier ensembles
limited the choice and number of recordings from before 1940. In-
terpretative attitudes of that era are, therefore, represented by

fewer ensembles than of recent decades. As a result, only one record-
ing made before 1940 was considered in the studies of Op. 131, Op. 132

and Op. 135.

Review of Related Literature

Published discussion of performance practices relevant to
Beethoven's string quartets seem to be minimal.5

However, one paper did discuss a speciftc aspect of a general
challenge which faces all performers - the problem.of notational in-
térpretatidn. A dissertation by Donald Clarke Todd6 compared bowings
“in the Joachim-Moser edition of the six quartets of Op. 18 and the
three quartets of Op. 59 with those in the Urtext edition and quartet
manuscripts, with particular reference to Op. 59, No. 3.

Although it does not discuss Beethoven's last six string quartets,
Todd's study doés present two ideas which could be aép]ied to the late
quartets as readily as to the earlier works. The first idea is that
the aim in altering bowings from the manuscripts is to substitute
those which are better suited to the instruments and which better
fulfil the composer's musical intent. This view assumes that the

instrumentalist has some freedom to alter markings concerning aspects



relating purely to instrumental technique.

The second point made in this dissertation is that while many
of the bowings found in the Joachim-Moser edition are superior to
those in the manuscripts, others were found by Todd to Be inferior to
the composer's bowings. It is suggested that in Op. 59, No. 3, 282
of the alterations improve upon the bowings indicated by the composer,
55 are equally good and 13 are inferior.

If this view that the performer has some right to use his dis-
cretion in followng the composer's instructions where matters per-
taining to instrumental technique are concerned is supported, it
indicates one of the factors which can lead to differences between

various performances of any one work.

In Chapter I, research relating to the performance variable
of notational interpretation is discussed. Chapter 11l includes de-
tails of the ensembles used in the study of each work, details of the
performance Variables upon which the study was based, and the research
procedure for comparing differences in interpretation in the different
“parts of the century. Findings of the study are presented in
Chapters 11l :=d VI.  The summary, conclusions and implications
formulate Chapter Vit. : )

The appendices include tables and graphg of the detailed results
of the variables concerning portémento and tempo and are followed by

the collected musical examples.
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CHAPTER 11
METHODOLOGY

The Recordings

Four recordings of each of the last six Beethoven string
quartets were used as sources of data for the study. It was con-
sidered adequate to use this number of recordings as this arrange-
ment allowed for a comparison to be made between two recordings
produced earlier in this century and two more recently recorded
performances. The degree of difference between the two pairs could
then be estimated. As six works were examined and different com-
binations of performers were used in the study, some general
tendencies regarding differences in interpretatioh could, therefore,
be identified.

A veryvlimited number of recordings of earlier groups are
available now, so_the earlier recordings were selected on the basis
of availability. Choices of later recordings were made, guided
largely by the times in which the various groups were functioning
and by listening availability. The aim was to have a large variety
of groups representing the widest possible time range.

Recorded performances by the following ensembles, listed in
chronological order, were studied: Flonzaley Quartet, Busch Quartet,
Pascal Quartet, Budapest Quartet, Hungarian Quartet, Smetana Quartet,
Paganini Quartet, Fine Arts Quartet and Amadeus Quartet. -The
earliest group, the Flonzaley Quartet, was formed in 1902 and three

of the gfoups, the Smetana, Fine Arts and Amadeus Quartets, are still
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functioning at the present time, so the study compares performances
from the earliest days of the recording industry to very recent
recordings.

For each work, the four eﬁsembles whose performances were
compared were, in chronological order:

Op. 127 Flonzaley, Busch, Hungarian and Smetana Quartets.

Op. 130 Pascal, Budapest, Smetana and Amadeus Quartets,

Op. 131 Busch, Hungarian, Fine Arts and Amadeus Quartets.

Op. 132 Pascal, Hungarian, Smetana and Amadeus Quartets.

Op. 133 Pascal, Budapest, Hungarian and Amadeus Quartets,

Op. 135 Flonzéley, Busch, Paganini and Fine Arts Quartets.

In order to appreciate the time range covered by the four re-
cordings of each work and to understand which period each of the
ensembles represents, certain biographical and recording detailé
are necessary.

The earliest quartet whése recordings were examined in this
study was the Flonzaley Quartet. It was established in 1902 and dis-
banded in.1928,and was one of the first quartets to make gramophone
recordings.] Although the exact date of their recordings of Op. 127
and Op. 135 are not known, it is presumed to have been in the early 1920's.

The original Busch Quartet was formed in 1919 but changed two
members in 1921, In 1930? a new cellist joined the quartet and it
was with this personnel that the recordings of Op. 127, Op. 131 and
Op. 135 were made in 1536. The group disbanded on the death of the
first violinist, Adolf Busch; in 1952.2

The precise date of férmation of the Pascal Quartet is uncertain.

One encyclopedia states that the quartef was established in 1919 by
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one Andre Pascal3 but two others maintain that.the name was taken

from a Leon Pascal.h The Reiman Musik Lexicon gives the names ofvthe
other members of the quartet and these agree with the notes included
with the record. This Source was, therefore, concluded to be the

most reliable, but unfortunately gives no formation date:of the Quartet.
However, it does giQe the date of birth of Leon Pascal as 1899 and that
of the second violinist, the youngest member of the group, as 1915,

so it was assumed that»the quartet was formed after the mid-1930's.

The recording date of their performances of Op. 130, Op. 132 and dp.
133 is not given in £he information which accompanies the records, but
Pascal is known to haVe left the quartet in 1956, aftér which time it
continued to exist under anothef name until 1969.

The Budapest Quartet was originally established in 1917 but
“underwent seVeraI changes of membership uhtil, in 1936, with completely
different players, it took the form in which the present recordings.
of Op. 130 and Op. 133 were made.s‘ The quartet disbanded in 1969,
but the exact recording date of these Beethoven quartets is not known.

The Hungarian Quartet was founded in 1935 but underwent four
changes of personnel before its dissolution inv1970. The recordings
of Beethoven's late string quartets were mad¢ in 1967 with a member-
ship which was in existence siﬁce 1959.6

The Smetana Quartet was formed in 1945 and also changed member-
ship before reaching the form in which the late Beethoven quartets
were recorded. The final change occurred in 1955 and thé quartet is

7

still functioning in this form today. The recordings used in this

study were made in 1967.
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The Paganini Quartet was founded in 1946 and stayed together
for twenty years before disbanding. The recording date of its per-
formance of Op. 135 is not known, so although there were some
personnel changes during its career, it is not certain in which form
the quartet was functioning at the time of the recording.8

The Fine Arts Quartet was founded in 1946 but changed second
violinists in 1954 and has had four différent violists during its
career. The recordings of Op. 131 and Op. 135 were made in 1968 and
the violist on these recordings was replaced later the same year, but
it is not known for how long he had been with the quartet.9

The Amadeus Quartet was formedvin 1947 and has continued with
the same personnel until the present day.10 The recordings of the
late Beethoven string quartets were made in 1963.

Quartets formedvsince 1945, namely the Smetana, Paganini, Fine
Arts and Amadeus Quartets, were considered to represent recent in-
terpretative styles. Those quartets which were formed earlier were
generally taken to represent earlier styles, although the Hungarian

_Quartet, formed in 1935, made their recordings of the late Beethoven
string quartets in 1967, which is four years later than the record- -

ing date of the Amadeus Quartet's performances of these works. All

recordings were transferred to cassette tape for the convenience of

stﬁdy.
Scores and Equipment
For the investigation of differences in tempo, a Taktell piccolo
metronome was used. This metronome was considered to be of suffic-

ient accuracy for the purpose of comparison as there were other
factors which could have caused error in the reproduction of the orig-

inal tempo of a performance. For example, equipment used in the
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production of 78 r.p.m. discs oftén gave an inaccurate impression of
the original speed. The tempo heard on the cassette tapés was also
dependent on the reliability of the playing speed of the machines -
used in the taping and playing back of the recordings.

Performance Variables

The research into the technical and interpretative differences in
performance, considering both the individual and ensemble aspects,
covered twelve areas in which performances can vary.. These twelve
variables fall into fogr main categories and are discussed in the
following chapters.

The first category deals with the technicélproficiency of.each
quartet and considers the standard'of intonation, fhythmi; accuracy,
and accuracy of co-ordination between the individual parts, or ensemble
piaying.

_The second category includes two stylistic devices commonly
used in string playing, vibrato and poftamento.

The third category deals with tempo. In this sectibn, the
basic tempo is considered, as well as the range of speeds covered by
the deviations from that tempo and the.number of unmarked tempo
.changes within a movement or»sectione the amount of rubato within a
given tempo, and unmarked ﬂiiandando or accelenando at the end of a
movement or section.

‘The fourth category includes aspects of performance in which
differences can be attributed to the inadequacy or ambiguity of certain
notational indicatidns. This category deals specifically with

length of staccato notes, articulation of phrasing slurs, and dynamics.
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The study of dynamics considers differences in the dynamic range, the
performance of sudden dynamic changes, repeated fonte or 4forzando
markings, and cnrescendo followed by a sudden piano.

Research Procedure

In order to determine whether there is greater diﬁersity of in-
terpretation between quartets from earlier in the century than between
those of more recent years, a detailed study of each recording was
undertaken with each of the abovemenfioned aspects of performance
interpretation. The differences between the earlier quartets and
the differences between the 1ater>quartets were obserVed, followed by
a compariéon of the amount and degree of differenqe between the earlier
and later quartets. The findings from the ranalysis of each of the
separate aspects of interpretation were then considered together,
showing in what particular areas the earlier or later groups more often
vary and whether the greatest Variety occurred consistently in one
time period or another.

The comparison of accuracy of intonation involved first an
obserVation of any deviations from correct pitch as could be detected
without the aid of any pitch assessors or mechanical aids. ' Both
individual inaccuracies, such as were found in solos or sections where
the indiVidual parts could be clearly heard, and inaccuracies in the
intonation of the group together, which could arise from the four
parts not forming correct intervals within the chords, eVen though
the indi?idual lines might sound correct when heard separately, were

considered in the examination.
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In_comparing the two earlier recordings of each work and the
two later ones, the difference between both the frequency of occurr-
ence of intonational inaccuracies and the degree of deviation from
correct pitch were assessed and on this basis, a general impression
of whether the earlier or later performances showed greater differ-
ence was. formed.

In considering rhythmic accuracy, uneven pulse and incorrect
subdivisions within a beat, as well as uneVenness resulting from lack
of bow control, were assessed. These aspects were observed in each
recording, followed by a comparison of the two earlier performances
and the two more recent ones of each work. The amount of difference
between earlier and later recordings was then estimated.

To compare standards of ensemble playing, the players' con--
sistency of co-ordinatihg‘performance of their respective parts was
‘observed for each performance, followed by a comparison of earlier
and later recordings-and comparison of differences between quartets
from earlier in the century with those recording more recently.

Thé study of vibrato was made by obserQing the type of vibrato
most commonly used by the plaYersvin each quartet and, aTso, the amount
of variety in types of vibrato.used for special effects. From all
performances by each group, a general assessment was made and differ;
ences between each group were then obserQed.

The differences in the use of the instrumental device of porta-
mento were found by counting the number of times this effect occurred
in each performance, the type of portamento favoured by each quartet
and such mechanical characteristics as the amount of pressure in the

sliding fingef and the speed taken for the slide. The comparisons
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were made between the four recordings of each work and conclusions
were reached by estimating the number of works in which the>earlier
or later quartets showed greater diversity.

The first step in the research into tempo differences was to
find the metronome markings for each performance, observing all changes
in tempo and any minor deviations from a regular pulse within each
section. On the basis of the data thus gathered, all aspects of tempo-
and changes of tempo were assessed and compared.

In all performénces, Variations in tempo within>a section were
observed, so.the basic tempo was taken to be the tempo at which most
. of a section was played. In some instances, there was such continu-
ous tempo change within a small range or different speeds at which
different themes wére consistently played. that to find one metronome
marking as a basi;_tempo was impossible. Sometimes, therefore, the
basic tempo is given as a range between two markfngs. For the purbose
of consistency in comparison, the slowest tempo marking was used, but
the range is reported in the study.

Taking each section separately, the differences between the two
earlier performances and the two later ones were estimated, then a
comparison of the differences was made. For each work, the number of
times the earlier or later groups showed greater variation was calcu-
lated and coﬁclusiohs were reached by obéerving which of the two groups
most often varied in the six works.

I'n different parts within a section of a given tempo indication,
the tempo was often found to vary with changes of dynamics, themes or
character of the music. From the data collected by a comparison of

each performance with a metronome, the range of tempo covered in the
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deviations from the basic tempo and the number of times such changes
occurred were estimated. Conclusions were reached by comparing the
figures of the four recordings of each work then finding whether the
differences were most consistently greater between the earlier or
later recordings of the six works.

To .compare differences in the amount of rubato used by the various
quartets, the number of .bars in which a slight deviation from the basic
tempo of a section occurred were counted. In longer bars, particulafly
those in slow movements, more than one tempo deViation was sometimes
obser?ed, in which case the separate examples of rubato were counted.
Where the tempo changed gfadual]y away from the basic speed then
gradually moved back to it again err the space of more than one bar,
it was taken.to be part of the one rubato effect. This effect was
often found in conjunction with gradual changes in dynamics.

The four performances of each work were compared by counting
the number of sections in which the amount of rubato Varied'mdre in the
earlier or later recordings, showing in which time period the greatest
diversity occurred for each work, then finding if there was any con-
sistency in the results by comparing results from all six works.

The final aspect of interpretation concerning. tempo variations
which was used in the comparison of the recordings was a consideration
of unindicated gradual changes of tempo at the ends. of sections or
movements and this invoIQed comparing the two recordings of each work
from a similar time period, then counting the number of sections in
which the two performances varied. For each work, the number of
differences between earlier and later recordings was compared, giving

an indication of whether diversity of interpretation was more apparent
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in the earlier pe}formances or in thosg made in recent years.

The range‘of dynamfcs used by each duartet wés compared from
general observation of the extremes of dynamics and how often these
extreme limits were used in all performances by eaéh gréup.

Difference; fn the performance of the special dynamic effects
involving sudden and contrasting dynamic.;hanges,repeated gonte or
Aéonzandq_markings and cnescende followed by a sudden piano were ob-
served by first studying the techniques and effects used in all record-
ings in order to find tHe general tendencies and patterns of each
quartet.v The methods of interpretatiqn by quartets from similar time
periods were then compared to determine the degree of diversity be-
tween the earlier and later performances.

The study of differences in interpretation of the staccato mark-
ing considered both the length and type of bow stroke most commonly
used by each quartet and the varfety in length of staccato notes wfth-
in each performance.- By examiﬁing all performances by each quartet,
the methods of interpretation of each group were‘fqund. The diversity

between quartets from similar timeperiods was then assessed so that
the amount of vafiation in interpretation between earlier and later
performances could be determined. |

Othér'aspects of bowing considered in the comp;rison of stylistic
differénces were the audibility and emphasis of changes of bow and

the clarity of articulatién of slurs and phrasing markings. All
performances by each group were studied to find the style and tendency
of each quartet. The quartets of similarAtime periods were then com-
pared, followed by an assessment of the diQersity in intefpretation

between earlier and later recordings.



19.

To determine whether stylistic differences in the interpretation
of the late Beethoven string quartets were greater between ensembles
from earlier in the century than between those recording in recent
years, the results of the study of all the above-mentioned perform-
ance variables were considered together. It could then be observed
whether there was more consistent diversity in the interpretafion

of the earlier groups than was found in the performances by more

recent groups.
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CHAPTER |11

TECHNICAL PROFICIENCY

The ensembles used in this study are among the most well-known
for their time perfods and might be considered to represeﬁt the
highest standard of technical achievement of their respective times.
" This study'of'various aspecté of performance technique, as demon-
strated in these recordings, indicated.that, during the course of the
century, there has been a general improvemént‘ih the standard of in-
tonation of both individuals and groups, in rhythmic accufacy and
in precision of ensemble;playing. Within this improvement, differ-
ences in technical standard still existed between quartets wquing
during similar time periods. However, in recent recordings, the
differences are noticeably less with regard to intonation and
rhythmic accuracy, but show more variation in precision of ensemble-
b]aying.

Intonation

Intonation is a continuous problem in string playing, and par-
ticularly so in the playing of string quarteté. The instruments in
a string quartet, being tuned in per%ect fifths,. can never have the
lower and upper strings exactly in tune with each other, unless an
adjustment is made in the tuning. This then causes problems with
playing interva[s on adjacent strings, so that constant compensation
must be made with the fingers. The problem iscompounded when the
violin plays with the viola and cello, both of which ‘tune lower than

the violin. This circumstance results in an even greater deviation
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from perfect intervals between the open strings of the four
instruments, 3

Therefore, in practical terms, perfect intonation in a string
quartet is an impossibility and intonation in different performances
‘can only be compared by considering how close the players come to the
theoretical ideal of perfect intonation. In this study, intonation
was judged according to whether the harmonies.were clear or marred
by very inaccurately-placed notes and whether the inaccuracies were
obvious to-a listening ear without the aid iof any pitch assessors.

From the study of performances of the late Beethoven string
quartets by nine different ensembles, it was observed that the standard
of intonation in the recordings by earlier ensembles varied consider-
ably in both the individual parts and in the ensembles. Performances
Aby later groups were more similar in achievihg a higher standard of »
quartet intonation and, although the accuracy of intonation in the
individual instruments showed some variation, less différence was
observed between individual players of those quartets recording in
recent years and in the quartet intonation than in those from the
earlier part of the century.

This point is illustrated in a comparison of.the recordings of
Op. 127 by the Flonzaley, Busch, Hungarian and Smetana Quartets. In
the Smetana Quartet's performance, the intonation generally sounds
very accurate, although there are occasional flaws in the individual
parts, as, for example, in firét violin part of bars 5-7 of the fourth
movement (see.Examp]e 1.)1 in which the first note of each bar is sharp.
The performance by the Hungérian Quartet displays more noticeable in-
accuracies in the individual parts and in the harmonies, as in bar 5

of the second movement (see Example 2.), but apart from the inconsis-
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tencies, the general impression of the intonation is one of clarity
and accuracy.

In the two earlier recordings, the difference in-standard of
intonation was found to be greater than between the recordings by the
Smetana and Hungarian Quartets. The inaccuracies in intonation of
the individual parts in the recording By the Flonzaley Quértet are
more noticeable and more frequent than those in the Busch Quartet's
recording, resu]ting in much less accuracy and clarity in the inton-
ation of the harmonies. This is demonstrated in bars 290-292 of the
fourth merment'(see Example 3.).

| A comparison. of the Amadeus and Smetana Quartets' performances
of Op. 130 showed that both maintain a fairly consistenf leve] of
accuracy in their intonation. HoweVer, although the Smetana Quartet
could not be said to play noticeably ''out of tune', the Amadeus Quartet
achieved a slightly clearer sound due to éven greater accuracy of in-
tonation within the group.

The difference in intonation between the two'earlier recordings
of Op. 130, by the Pascal and Budapest Quartets, results mainly from
the difference in consistency and degree of accuracy of intonation
in fhe individual parts. In the performahce by the Budapest Quartet,
the separate instruments play consistently quite well in tune but,
together, do not form very accurate chords, as in bar 6 of the third
movement (see Example 4.). The Pascal Quartet, on the other hand,
hgsg(slightly better group intonation, but the indiQidual parts are
less reliable and more prone to error, as, for example,-in the first
Qio]in part of bars 204-205 of the first movement of this work (see

Example 5.). The difference in standard of intonation of the indiv-
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idual players in these two groupé is very noticeable and results in
a greater difference between the two recordings than.was found in the
compariéon of thé Amadeus and Smetana Quartets' recordings.

The recording by thé Amadeus Quartet of Op. 131 displays a very
high standard of both individual and group intonatfon, although in
the fifth ana sixth movements, the group intonation is marginally less
accqrate'than_in other movements. An exaﬁple of,this-can be found
in bar 5 of the sixth movement (see Example 6.). In the performance
of the same work by the Fine Arts Quartet, the intonation of the
group is not quite as accurate in all movements and the errors in in-
 tonation by the individual players are more conspicuous. This is
demonstrated in the viola part in bar 98 of the first merment (see

Example 7.) and in the cel]o solo iﬁ bar 224 of the fourth movement
(sée Example 8.).

The fléws in intonation in the indiVidual pérts occur more fre-
quently in the Hungarian Quartet's recording of Op. 131 and the inton-
ation of the ensemble is generally less accurate than that of the
ane Arts Quartet, as can be heard in bar 126 of the fourth moVement

(see Example'é.). The intonation both of individual parts and of the
group in the performance of this work by the Busch Quartet is of an
altogether lower standard of accuracy than is shown in any of the
other recordings. A clear example of this point occurs in bars 95-97
of the fourth moVemént (see Example 10.), in which all four instru-
ments play in octaves with each other.

A comparison of recordings of Op. 132 by fhe Smetana and Amadeus
Quartets found the intonation of both.quértets to be very accurate.

However, although there were occasional noticeable inaccuracies of
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intonation in the individual parts in both performances, thos¢ in the
recording by the Smetana Quartef were more obvious and deviated more

from correct pitch. An gxample of this point occurs in the:first |
violin part of bars 142-145 of the second movement (see Example 11.).

In the recording of Op. 132 by the Hungarian Quartet, the general
standard of intonation is lower because of frequent inaccuracies in
intonation in tﬁe individual parts and in the chordé. An example of
individual inaccuracy occurs in the first violin part of bars 182-184
.in the second movement (see Example 12;), in which the cqntihuous
quayers of the first violin are noticeably out of tane w}th the chordal
accompaniment of the other instruments. An example of the inaccuracy
which is sometimes found in the group intonation occurs in bar 11 of
the  third movement (sée Example'13.).

The Pascal Quartet's recording of Op. 132 is interesting in that
in some sections, the le?el of accuracy of group intonatioﬁsis much
closer to that of more recent quartets than is achieved by the
Hungarian Quartet, but the inaccuracies are, at times, so considerable
 that théy would be quite unacceptable to today's standards. Examples
of this are the octave passage between the two Qio]ins in bars 373-
374 of the last movement (see Example 14.) and the octave passage be-
tween .the second violin and viola in bars 389-392 of the same movement
(see Example 15.). :

The intonation in the Amadeus Quartet's performance of Op. 133
demonstrated a high level of accuracy, with only very occasional minor
flaws, such as occur in the octave passages between various instruments
in bars 234-236 (see Example 16.). In the performance of this work

by the Hungarian Quartet, the individual parts are reasonably well in
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tune but the group intonation is less accurate than in the Amadeus

Quartet's performance.; An example of ‘this is the chordal passage in — " -

octaves between all four instruments in bars 665-681 (sge Example 17.).

The difference in intonation between the two earlier groups, the
- Budapest and Pascal Quartets, is more noticeable in their recordings
of Op. 133, than is the difference between the Amadeus and Hungarian =~
Quartets. In the recording by the Budapest Quartet, there.are some
lapses in accuracy in group intonation, but more frequent lapses in
the {ndiQidual parts, such as is demonstrated in bar 177 (see Example
18.), in which the first violin is sharp in relation to the chordal
accompaniment. In the Pascal Quartet's performanﬁe, the general
level of intonation is quite accurate but the flaws in both group and
individual intonation, when they do occur, are more noticeable than
those of the Budapest Quartet. For example, in bars 167 and 170
(see Example 19.), the viola plays very sharp in.relation to the second
violin and to the pitch of the group in the preceding bars, and in
bar 609 (see Example 20.), the first violin is inaccurate on the
tHird note.

In the performance of Op. 135 by the Fine Arts Quartet, although
the generai standard of intonation is quite high, there are noticeable
inaccuracies ih both individual parts and in the intonation of the
group. These points are illustrated in bar 38 of the third move-
ment (see Example 21.), in which the cello plays sharp in relation to
the other instruments, and in baré 119-122 of the second movement (see
Example 22.), where the chords are consistently out of tune. By

comparison, the individual parts in the Paganini Quartet's recording
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of Op. 135 are more accurate,.although there are also some lapses in
the accuracy of group intonation, as in bars 37-38 Qf the second move-
ment (see Example 23.).

0f the recordings of this work by the two earlier groups, the
Busch and Flonzaley Quartets, the Flonzaley Quartet was . observed to
be more consistently accurate in both the indiVidual parts and the
group intonation. However, there are flaws in the intonation of the
individuals, as, for example, in bar 53 of the fourth movement (see
Example 2L4.), in which the cello plays sharp. The basic standard of
intonation iﬁ the Busch Quartet's recordfng of Op. 135 was found to
be less accurate, with more noticeable flaws in intonation in both
the individual and group playing occurring so frequently as to result
“in a lack of clarity in the chords. This is gemonstrated in the last
two bars of the third movement (see Example 25.) in which the individ-
Vual-parts can be heard clearly and it can be obserQed that the chords
are not in tune.

Rhythmic Accuracy

Rhythmic accuracy depends partly on precision of counting and
partly on control of thé bow. The study of these aspects of perform-
ance revealed that recordings made by earlier quartets’indicate more
variation between the groups thén was fodnd in recent recordings.

For example, of the four recordings of Op. 127, the Flonzaley
and Busch Quartets show greater difference than do the recordings by
the Smetana and Hungarian Quartets. In the Smetana Quartet's re-
cording, only one example of rhythmic inaccuracy was observed (i.é.,

in bars 68-72 of the fourth movement [see Example 26.], the first and
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third beats of each bar in all'parts are early in relation to the
time taken for the second and fourth beats, so an uneven rhythm re-
sults).

In the performance by the Hungarian Quartet, one éhythmfc error
_ was also observed. In bars 202, 204 and 206 of the third movement
(see Example 27.), all four players are not precise in a rhythmic
figure which is often performed inaccurately by string players, but
qtherwise the bow-control and rhythm of these players are equal to
those of the Smefané Quartet.

The Busch Quartet maKe the same rhythmic error as the Hungarian
Quartet, but in this recording, it occurs each time the figure éppears
and is so marked that at times the three crotchets sound like two
quavers and a crotchet in duple time. In the fourth movement of this
work, a lack of bow control by the first violin results in uneven
quavers in bars 215-218 (see Example 28.), and this teédenc% along
with a lack of co-ordination between the fingers of the left hand and
the bow by the first violin, mars the clarity ofvthisAsection.

By comparison, in the Flonzaley Quartet's performance, the
three-crotchet pattern shown in>Example 27 is pfayed.correctly‘and
Aprecisely. However, the first violin increases tempo in bars 218
and 280 of the fourth movement (see Examples 28. and 59.). Apart
from these flaws in bow-control, there are fewer rhythmic inaccuracies
than in the Busch Quartet's performance.

Of the four recordings of Op. 130, there were no discernable
instances of lack of bow control in either the Smetana or Amadeus
Quartets' performances, but three inaccuracies in the performance by

the Pascal Quartet and four in that by the Budapest Quartet.
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In the Budapest Quartet's recording, these occur in bar 64 of
the third movement (see Example 30.), in which the first violin begins .
the third beat late but then hurries in the demi-semi-quavers;in bar
23 of the fifth movement (see Example 31.), in which the triplets
played by the second violin are very uneven; in bar51418-421 of the
sixth movement (see Example 32.), in which the semi-quavers in the
~second violin and viola parts begin late but are played faster so as t§
arrive.on the next beat in tfme; and in bar 448 of the sixth movement
(see Example 33.), in which the evenness_of the semi-quaverg of the
first violin is disturbed by the shift to the second note.

The rhythmic inaccuracies in the performance by the Pascal.
Quartet were only found in the sixth merment. They occur in bar 40
(see Example 34.), the second violin playing uneQen]y in the semi-
quavers; in bar 225 (see Example 35.), in which the first violin begins
" the semi-quaver;'too.ear]y; and in bar 468 (see Example 36.) and the
following bars of similar rhythmic pattern, which is the same rhythmic
problem as that-in bars 418-421 of the Budapest Quaftét's recording.

A comparison of the four recordings of Op. 131 found the BuscH
Quartet to make the most rhythmic errors although there were some
’prob]ems éommén'to all four groups. For example, all quartets had
Adifficulty wifh the fhythmic figure which occurs in bars 87-90 in the
fifth movement and is repeated in bars 253-256 of thg same movement
(see Example 37.). - In all recordings, the entries by the v{o]ins are
inaccurate, resulting in unsteadiness of the tempo. In the Fine Arts
Quartet's recording, the unsteadiness occurs - only in the first

section. In the performances by the Amadeus and Hungarian Quartets,
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it occurred only in the second section but in the Busch Quartet's
recording, it-occurred both times.

Apart from this general problem, two rhythmic flaws were observed
~in the recording by the Amadeus Quartet, the first being in the cello
part in bar 177 of the fourth moVement'(see Example 38.) and also in
bar 186 of that movement where the séme notes recur, the rhythmic
placement of the last qaner of the bar being incorrect. The second
rhythmic inaccuracy was found in bars 264 and 266 of the seventh
movement (see Example 39.), again in the cello part, in which the
quavers start late an& are then played fast to maintain-a regular beat.

This Iétter problem was also observedbin the recordings By both
the_Fine Arts and Hungarian Quartets in the cello part of bar 264
(see Example 39.) and also in the same rhythmic pattern in the second
violin and viola parts of bars 268 and 270. In the Hﬁngarian Quartet's '
recordiﬁg, this same figure is also played inaccurately by the first
violin in_bar 269.

Several différent errors occur in the perférmance of this work
by the_Busch Quartet, all appearing in the fifth moVement. In bars
251-254 (gee Example 37.), the viola and cello are unsteady and in bars
255;266 the violins are unsteady in the same rhythmicvpattern. In
bars 307, 311 and 312 (see Example 40.), the first violin is uneven
and in bar 310, the first violin part is unclear because of lack of
co-ordination between left hand and bow.

in the recordings of Op. 132, the eifferenceibetween the earlier
performances and the difference between the later ones was found to be

similar. No rhythmic inaccuracies were observed in the recording by
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the Amadeus Quartet, while one flaw was found in each of the record-
ings by the Smetana énd Hungarian Quartets and two inaccuracies were
observed iﬁ the PascalbQuartet'S'performance.

In the Smetana Quartet's recording, the inaccuracy occurs in
bar 328 of the fifth movement (see Example 41.),.in which the cello
plays uneven quavers. In the recording by the Hungarian Quartet,
the only flaw was observed in bar 376 of the fifth movement (see
Example 42.), invwhich the first violin increases tempo.

The two rhythmic inacéuracies‘in the recording by the Pascal
Quartet occur in bars 43 and 44 of the second movement (see Example
43.), in which the first violin plays the quavers too quickly,Aand in
bar 128 of the third movement (see Example 44.), in which the first
violin starts on the first beat instead of playing after a semi-
quaver rest énd spreads the first three notes to sound like quaver
triplets instead of the printed semi-quaver triplets.

Rhythmic accuracy was consistent in the performances of Op.133
by the Amadeus, Budapest and Pascal Quartets, but in the recording
by the Hungarian Quartet, éne rhythmic érfor occurs in bars 120-126
(see Ekample 45.), the firét violin starting the semi-quavers late and
. theﬁ'playihg faster to compensate.

In the recordings of 0p.135.by the Fine Arts, Paganini, Busch
and FlonZdley(hJértets, no rhythmic errors were observéd;

Ensemble Playing

From the study of these recordings of the late Beethoven string
quartets, it appeared that quartets earlier in the century, although
less accurate in their precision. of ensemble playing, were quite sim-

ilar in their attainments, while the level of accuracy in this respect
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of performance technique showed some variation between quartets of
recent years, the Paganini and Fine Arts Qﬁartets displaying less
precision than the Smetana or Amadeus Quartets.

In the recording of Op.127 by the Hungarian Quartét, the ensemble
playing is not as coﬁsistently accurate as in that of the Smetana
Quartet; particularly in the second and fourth moVements. An example
occurs in the last beat of bar 52 of the second movement (see Example
46.), in which the first violin entry is late in relation to the other
parts.

The performance of Op.127 by the Busch Quartet maintains a
greater precision of ensemble playing than is achieved by the Eipnzaiey
Quartet in all except the last movement, in which theElonzaley Quartet
is more accurate. For example, in bar 31 of the first mévement (see
Example 47.), the quavers are played more evenly by the Busch
Quartet than theFﬂthaJey'Quartet, but in_bar 86 of the fourth move-
ment (see Example 48.), the third beat is not together in the Busch
Quartet's recording but is accurately placed by theEioﬁzAle(luartet.

Invbotﬁ the Amadeus and Smetana Quartets' performancésvof
Op.130, the ensemble playing is very precise, except in the fourth
movement of the Smetana performance in which occasional inaccuracies
dccur, such as in bar 4 (see Example'49.)_wheré the second quaver beat
is not played'by all parts together.

More difference Was observed in the recordings of this work by
the Budapest and Pascal Quartets, the study of,whiéh revealed - that
there are more frequent minor flaws in the .ensemble playing of the
'Budapest Quartet, whereas the Pascal Quartet are more consistently

accurate but the flaws are more noticeable. An example of this can
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be seen in bars 77 and 78 of the third movement (see Example 50.), in
which the Budapest Quartet are very slightly inaccurate‘with'most
notes, but thé Pascal Quartet plays well together except in the second
and fourth beats of the bér, in which the ensemble playing is
_imprecise. |

The ensemble playing in the Fine Arts Quartet's performance of
Op.131, while generally quite accurate, was observed to lack the con-
sistent precision shown in the performance of that work by the
Amadeus Quartet. This point is illustrated by a comparison of the
two perfofmances in bars 26 and 28 of the first movement (see Example
51.), in which it can be seen that in the Fine Arts Quartet's record-
ing, the viola is late on the second beat of bar 26 and the cello is
late on the second beat of bar 28, whereas in the Amadeus'Quartet's
récording, the four parts «~coincide very accurately.

The performances by the Hungarian and Busch Quartets show more
similarity in that the precision of ensemble playing varies between
mévements in both recordings. In the Hungarian Quartet's -performance,
more inaccuracies occur in the first and sixth movements, as, for
example, in bar f»of the sixth movement (see Example 52.), in which
the third beat is not together. In the Busch Quaftet's recording,
the last three movements do not maintain the»standard of precision
shown in the earlier movements. An example of this lack of precision
occurs in bar 194 of the seventh moﬁement (see Example 53.), in which
the viola and cello do not begin the last crotchet together. |

The ensemble playing in both the Amadeus and Smetana Quartets?.
performances of Op.132 achieves a high degreé of accuracy, with only

minor lapses occurring in either performance. For example, in the
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recording by the Amadeus Quartet, the first beat of bar 8 in the first
movement (see Example 54.) is not played exactly together by all
instruments, and in the recording by fhe Smetana Quartet, the second
minim of the fourth bar of the same movemént (see Example 55.) is not
quite together.

More difference was observed between the recordings of this
work by the Hungarian and Pascal Quartets. In the Hungarian Quartet's
performance, the ensemble playing.is usually quite precise, although
errors do occur, as for example, in bar 30 of the third movement (see
Example 56.), in which the third and fourth beats of the bar are not
played together. The Pascal Quarfet was found to be less consistent
in its accuracy of ensemble playing, as can be seen in bars 37-39 of
the fourth movement (see Example 57.), in which none of the crotchets
in the second violin, vioia and'cello are piayed precisely together.

All fnur performénces of Op.133 demonstrate very precise ensem-
ble playing; although occasional inaccuracies occur in all and are
slightly more common in the recordings by the Hungarian and Budapestb
Quartets than in those by the Amadeus and Pascal Quartets.

In their recordings of Op.135, both the Fine Arts and Paganini
Quartets weré found to be generaily very precise, but with some
lapses in accuracy occurring in both performances. In the recording
by the Fine Arts Quartet, for example, the second and third beats of
bar 124 in the second movement tsee Examplé 58.) are not quite to-
gether. An example of the type of error in the recording by the
Paganini Quartet occurs in bar 80 of the first movement tsee Example
59.), in which the second and third quaver beats are not together.

The recordings by the Busch and Filonzaley Quartets are also
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similar in tﬁat the inaécuracies in both are more noticeable and
more frequent than>are those in the recdrdings by the Fine Arts or
Paganini Quartets. In the performance by the Busch Quartet, an
example of this point occurs in bar 19 of the third movement (See
Example 60.), in which the third and sixth qua&ers of the bar are
clearly not played together. An example'of the inaccuracies found
in the recording by'fhe Flonzaley Quartet occurs in bars 109, 110,
112 and 113 of the fourth movement (see Example 61.), in which most

of the notes display lack of precision of ensemble playing.
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CHAPTER 111

Musical examples will be found on pages 78 - 108.
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CHAPTER IV

STYLISTIC DEVICES

In soﬁe areas of instrumental teﬁhnique, the ideal to which
the performers aspire consists, not of a common and constant value
of technical perfection, but of an ideal which varies according to
the change in aécepted fashions of playing at diffeient times. In
string instruments, this applies particularly to two aspects of
technique or style - vibnaio and porntamento.

Vibrato . _

In the eighteénth centurf, vibnatb, or trhemolo, as it was then
called, was used only on certain notes for special effect.l', Séme
editions of string music publiSHéd earlier in this century still
;pecify on which notes vibrato was to be applied and devised a sep-
arate notation for that indication. Yet, whate?er the prevailing
custom, vibrato usually varies somewhat from one player to another.

In these recordings'of the late Beethoven string.quartets,
certain similarities were observed in the type and frequency of use
of vibrato in .groups. of the same time period, but‘eaéh group was
found to have a chgracteristic sound which distinguished it from any
other group.

~ . Among the moré recent recordings, the Pagaﬁini and Amadeus
Quartets were notable_for their individuality, the Paganini for a
slower vibrato and the Amadeus for a faster vibrato which fluctuates

more within phrases. Diversity'was also found among the earlier
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groups, the Pascal Quartet being the most unusual in the speed of
vibrato and the wide range of effects created by different types of
vibrato. The Flonzaley Quartet was remarkable as the group who leastb
employed vibrato as an integral part of their usual soﬁnd.v The
variety in type and frequency of use of vibrato was found to cover
a wider range amongst earlier recordings than is found in those of
more recent decades.

Fof example, the Flonzaley Quartet's recordings showed them to
be selective but varying in their use of vibrato, as was the custom
of their time. In fast movements, its application was observed to
be restricted mainly to long notes, as is illustrated in bars 174-
178 of the third movement of 0p.127 (see‘Example 62.). This ensemble
useé vibrato more consténtly in slow passages, as, for example, in
the opening bars of both the second movement of Op.127 (see Example 63.)
and the third movement of Op.135 (see Example 64.). The speed of
vibrato is usually quite slow, although it does Vary within a certain
range for purposes oflexpression, as can be seen'by comparing the
three preﬁiously mentioned examples. |

The vibrato used in the Busch Quartet was observed to be less
wide (i.é. of less amplitude) than that in the Flonzgléy Quartet, but )
is considerably faster and used more constantly. This is illustrated
in bars 210-215 in the first movement of Op.127 (seé Example 65.)..

The éascal Quartet was found to use a wider range of vibrato
styles than either the Flonzaley or Busch Quartets, or, indeed, than
any of the other quartets whose recordings are examined in this study.
Iﬁ‘many soft passages, very little or no vibrato was used, as in bars

247-257 of the fifth movement pf Op.132 (see Example 66.), whefeas in
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louder_Sections, a very different effect was created by an iﬁtense
vibrato, fast and quite wide in amplitude. An example of this can bel
seen in bars 268-271 of the fifth movement of Op. 132 (see Example
67.). |

In the recordings by the Budapest Quartet, a more constant use
of vibrato was observed; Their sound was typified bj‘a slower and
less wide vibrato, but the intensity was found to vary as a means of
accentuating phrasing, as is illustrated in bars 55 to 60 of'the fifth
movement of Op. 130.(see Example 68.). , |

The Hungarian Quartet achieve a very sweet sound with a wider,
faster vibrato than is shown in the Budapeét Quartet's recordings,
_although their sound lacks the intensity heard in recordings by the
Pascal Quartet. The Hungarian Quartet also makes more constant use
~of vibrato, a typical example of the style occurring in bars 191-194
of the fourth movement of Op. 13i (see Example 69.).

The Smetana Quartet werc found to have a sound which, although
continuous within a given passage, shows variety between sections |
for expressive purposes. Two very different types of vibrato, one
small and restrained, .the other wider and faster, are used fér
contrasting effects and can both be seen in bars 138-142 of the
first movement of Op. 132 (see Example 70.).

- The vibrato in thebPaganini Quartet's performance is slower
than that of the Smetana Quartet but similar in its continuity, as is
shown in the opening bars of the third movement of Op. 135 (see
Example 64.).

An examination of the Fine Arts Quartet!s'playing in bars 191-

194 in the fourth movement of Op. 131 (see Example 69.) shows that in
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comparison with the performance by the Hungarian Quartet; the Fine
Arts Quartet use an equally continuous but thinnér (i.e. less amplitude)
vibrato, which was found to be maintained quite consistently in the
reéordings examined in this study.
The vibrato of the Amadeus Quartet was observed to be very sim-
.ilar to that of the Smetana Quartet, although sometimes wider and often
a little faster. It is used quite continuously but with slight
Vgriations within a phrase. - These differences are evident in the
same section which is used as an illustration of the vibrato of the
Smetana Quartet, bars 138-142 of the first movement of Op.132 (see
Examplé 70.). |
' Portamento
Frequent differences in fingerings were heard in the recordings,
but their effects on interpretation were of less significance thaﬁ the
manner in which fingerings were executed. There were clear differences
in the way shifts of the left-hand position were played and, partic-
ﬁlarly, in the use of that aspect of shifting called portaments or
slide. |
'Although Beethoven did not use any marking to suggest portamento
effects, it 1is aséumed in modern string pedagogy that the traditional
form of pbrtamento, which is sometimes called the "Classical shift"
or "lower portamento'', was in common use even before Beethoven's time.
The lower portamento involves moving to a higher position with the
outgoing finger retaining some pressure on the striﬁg until the new
position is reached. |
Anéthef type of portamento which is known to have been used by

Kreisler and Ysaye but was introduced as part of the regular instru-
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mental technique by Heifetz, was originally known as the '"gypsy slide".
It is now ofﬁen termed "upper portamento', the sliding effect being
created by the incoming or upper finger-in the shiff'to a higher
position.

In changing to a lower position, the traditional method of per-
forming a downward portamento is to slide down with the outgoing finger,
although a slide with the incoming finger is occasionally used. Yet
another portamento effect is created by retaining some pressure on
the string while changing position on the same finger. This device
is- known to have been in use at least since the time of Haydn and is
specifically indicated in some of his string quartets.

Differences in the use of portamento were found in.the frequency
of their occurrence, the amoun; of pressure retained on the string by
the sliding finger and, to a certain.extent, by the bow, and length
of time taken for the slide. From the recordings examined in this
study, it was found that the tendency during the course of the century
has been towardé'less frequent use of fhe portamento effect, less
pressure on the slide and a faster change of position, resulting in
less obvious slides.

It is possible to make a shift with no discernible slide, so it
may be assumed:that an audible portamento is intentional and has a
specific purpose in enhancing the expressi?eness of the playing.

However, tﬁe effect énd acceptability of portamento is partly depen-
dent on prevailing geheral opinionvor.fashion at any given time.
The differences betweén groups in the manner of performance of these
device; shouid, therefore, be considered in relation to the acceptable

styles in their respective times.
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By comparing tﬁe number of pertamento effects in each perform-
ance (given.in Appendix-A, Table I), it was found that in four of the
'six works, the earlier quartets differ considerably more than the
later grdups.

In one, Op.133, the difference is greater between the later
quartets, but in Op.132, the numbers are similer. The conclusion
concerning this aspect of interpretation, therefore, is that the earlier
quartets show more diversity in their playing than the later quartets.

The research revealed that the Flonzaley Quartet, the oldest
recorded ensemble used in this study, made thick-sounding slides,
resulting from a slow change of hand-position and little release of
pressure in either the left-hand or the bow. In some instances, up
"to half the time value of the previous note is taken for the slide.

An example of this effect oecurs between the first two notes in the
second violin part of bar 200 in the fourth movement of Op.127 (see
'Example 71.). ~Another illustration of the thick, slow slides, and
also of the frequency of their use, occurs in bar 37 of the secohd
movement of Op.127 (see Examble 72.), in which a downward portamento
occure in the‘first violin part three times.

It was found that the Flonzaley Quartet favour the use of the
lower portamento. In their performance ovap.léf; the lower porta-
mento was used 74 times, the upper-portamento 12 times, the downward
poftamento 26 times and a slide with the same finger 14 timeS. ‘The
device was used less often in their perfermance of Op.135, in which 13
examples of lower portamento, 14 of upper portamento, 22 of downward

portamento and 4 slides with the same finger were observed.
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The Busch Quartet was observed to use fewer slides than the
Flonzaley Quartet in their performance of Op.127, but more in Op.135.
Like the earlier group, the Bﬁsch Quartet favour the lower portamento
in 0p.127 where 57 examples of this type were noted. 0f the upper
portamento type there are 11 exémples, 21 of the downward portaménto
and one slides on a position change with the same finger.

In the recording of Op.135, the most commonly-used slide is the
downward portamento, of which there are 52 examples. The lower por-
tamento is used more often than the upper portamento, there being 28
of the first type and 13 of the second, and there are 5 insténces of
slides on the same finger. The recording by the Busch Quartet of
Op.131 again makes most frequent use of the downward portamento, 104
examples of this type being noted. Unlike their performance of Op.
135, howeVer, the upper portamento is used more frequently than the
lower portamento. Of the formér, 61 examples were observed, and of
the latter, only 39 examples. Of thé type wheré the slide occurs on
a position change with the same finger, 24 instances were noted.

While it wés found that the Flonzaley Quartet use'éimilar'pressure
and speed on most slides, the Busch Quartet vary both factors to create
a greater range of sounds and expréssive effects in their use of the
portamento. In some cases, the slide is quite heaVyvand slow, as
between the first and second notes of the first violin part in bar 18
of the second moVement of 0p.127 (see Example 73.). A lighter slide
is sometimes used, giving a very different effect, as is illustrated
once again in.the first violin part between the third and foufth notes
in bar 186 of the fourth movement of Op.131 (see Example 74.). In
both the Flonzaley and Busch Quartets, the portamento is used most often

by the first violin, but also by all other instruments at various times.
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In the recordings by the Pascal Quarté;’of‘Op.ISO, Op.132 and
Op.133, it was observed that, as in thé Busch Quartet's recordings,
different thicknesses of slides were used for variety of exéréssion.
The use of poftamento is less frequent and there is also less pre-
dominance of lower portamento in the performance of Op.132 and Op.
133. In their performance of Op.130, however, 19 examples 6f
lower portamento were noted and only 8 of the upper portamento type.
0f the downward portamento, 27.instances were observed and of slides
on é shift with the same finger, 12 examples. In the recording of
Op.132, there are 16 examples of lower portamento, 17 of upper
portamento, 14 of the downward type and 9 on the‘same finger. In
Op.133, 5 examples of each of the first thrée types were observed,
‘with one slide on the same finger. The portamento device was found
to be used more by the ségond violin, viola andbcello than in the
Busch or Flonzaley Quartets, although itvis still most frequently
used by the first>violin.v

The range of effects achieved by different pressure and speed
in the slides was found to be similar in the Pascalvanﬁ Busch
Quartets! reéordings, but the Budapest Quartet have a more limited
range and make a clearer distinction between shifts where no slide is
desired and those where the portamento'effect is intended.  They
also make slightly less:use of portamento. In Op.130, 19 of the
lower type, 5 of thevupper, 21 of fhe doanard portamento ahd one
.slide on the same finger were observed. ,.In their éecording of Op.133,
there were again slightly fewer portamento effects than in the Péscal
Quartet's recording. Four examples of each of thé first three
types were observed, with one slide on the same finger.. In this
group, the prédominance of slides‘by the first violin is greater than

in previously mentioned groups.
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The Hungariani Quartet were found to make less frequent use
of the portamento device, with more examples of upper than lower.
'poftamento being noted in their recordings of both Op.131 and Op.
132.  Both recordiﬁgs also show numerou§ examples of the dowhward
portamento. In the performance of Op.131, there are 16 slides of |
the upper portamento type, only 4 of the lower type, 21 of the down-
ward portamento and three slides with. the same finger. In Op.132,
14 examples of uppervportamento were observed, as well as 3 of the
lower portamento type, 15 downward slides and 5 on the same finger.
The performance by this group of Op.133 uses only one of each of
the first three types and no slides with the same finger.

The portamento used by the Hungarién Quartet tends to be quite

thick but faster than that used by earlier groups. This point is
illustrated by the upper portamento to the second note in the first
violin part of bar 139 in the third movement of Op.132 (see Example
75.). Invthis group, even more than in the Budapest Quartet,
portamento effects occur mainly in the first violin part.

The Smetana Quértet, although it was observed to use portamento
more often than the Hungarian Quartet, obtain a very different. effect
by using less pressure. An example of this iighter type of porta-
mento can be found in bar 14 of the fifth movement of 0Op.130 (see
Example 76.), in which the first violin plays a downward portamento
to the last note of the bar. In this group, the cellist uses more
pressure on hisvslideé than do the other players, and slides from
the second violin and viola are rare. It was observed that the ten-
denéy in the group was towards use of more lower portamento than

upper portamento. In their performance of Op.127, there are 15 exam-
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- ples of lower portamento, 6 of upper, 3 downward and ‘one slide in a

shift on the same finger.

The Smetana Quartet plays the original flnal movement, which
is now known as 0Op.133, as the last movement of Op.130, so only
the first five movements are considered in this study. In this
 work, 6-examples of lower portamento and 2 of upper portamento were
observed, as well as 6 of the downward type. No examples of slides
on a shift with the same finger were found. In their recording of
0p.132, a predominance of the upper portamento type is used, with 13
examples of this type being noted and only 7 of the lower portaménto.
There are also 26 dbwnward slides and 2 on the same finger.

The Paganini Quartet uses a slightly heavier slide than'Was
observed in the Smetana Quartet's recordings.. A good example is
the downward portamento to the first'beat in the first violin part
of Bar 69 in the firsf movement of Op.135 (see Example 77.).  Three
slideg were no£ed in the cello part but all others are played by
the fifst violin. In Op.135, thefe are 3 examples of lower porta-
mento, 7 of upfer, 10 downward and none on the same finger.

The Fine Arts Qﬁartet varies the type of portamento effect
with different degrees of pressure and speed, but most commonly makes
a clearly audible slide, similar to the type used by‘the Paganini
. Quartet. This is illustrated in bars 31-33 of the first movement of
0p.135 (see Example 78.), in whichvthe first violin makes a lower
portamento to the fourth quaver beat of bars 31 and 33 and the second
violin-makes an upper portamento to the same beat. |

In their performance of Op.131, a much largef number of the
'upper portamento type occurs, with 26 of this type, 12 of the lower

portamento 13 downward portamento and five on the same finger being
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observed. In Op.135, the distribution is more even, with 16 of the
lower portamento, 14 of the upper, 13 of the déwnwwn};mrtamento and
7 of siides on'the same finger,

The Amadeus Quartet, like the Fine Arts Quartet, uses varying
amounts of pressure‘and speed to produce_different portémento effects,
‘but generally make quite thick slides. A typical example occurs in
bar 184 of the first movement of Op.132 (see Example 79.) in which
the first violin makes a lower portamento to fhe second note of the
third beat. Few pertamento effects are used by instruments other
than the first violin and, as with fhe Fine Arts Quartet in Op.135,.
 there is no clear predominance of the lower or upper portamentb type.

In the recording of.Op.13Q by the Amadeus Quartet, 12 of the
lower portamenfo, 12 of the upper, 5 downward and two on the same
finger were observed. | In 0p.131; there are 14 examples of lower
portamento, 17 of upper portamento, 17 downward slides and 6 on the
same finger. In the recording of Op.132, a large number of downwérd
portamento effects are used, there being 32 of this type observed.
Eighteen of the lower portamento and 15 of the upper portamentoveffect
were noted, as well as four slides on the same finger. The lower
portamento effect is most common in their recording of Op.133, in
which ten of this type, two of the upper portamento and six downward

slides occur.
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49.

CHAPTER V

TEMPO

The variables concerning intonation, rhythm, ensemble playing,
vibrato and portamento which.have so far been discussed are those
in which the performers are, to some extent, influenced by external
considerations, such as those répresenting accepted technicalbstan—
dards or the matters of taste prevailing at any given time.
PThere are certain aspects of pléying, howeVer, where éxternal in-

fluences on the performers are minimal, so personal tastes and

interpretations of the performers can more easily be observed. =

Basic Tempo

AN

The most obvious of these aspects, and the first which beéoméé
apparent to tﬁe listener, is the basic tempo of a performance. In
this study, the basic tempd was taken to be the tempo at which most
of a section or movement was played.

In the last six quartets by BeethoVen, tempo indications but
no metronome marks are given. Tempo must, therefore, be decided
on the basis of understanding Beethoven's style and intentions; and
is inevitably influenced by the personal taste of the performer.

| Rosen believes that Beethovén's tembo indications "must be
taken very seriously indeed, because they reveal the character of
the work, and‘Béethoven was very careful.about his markings ;.. He
never wrote a simple 'Allégro' when he meant 'Allegro maestoso' or
'Allegro ma non troppo'U% In one of his letters (no. 262), Beetﬁoven

¢

!'speaks of Allegro, Andante, etc., as those 'senseless terms' in
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that the music often expresses something quite contrary to them”?
so the performer's interpretation of the character of the music is
necessarily an important factor in deciding the tempo and is one of
the causes of differences between various interpretations.

In order to determine the degree of difference between the
groups in tempo of the various sections and movements of the late
Beethoven string quartets, the basic tempo of each section was first
ascertained. (Detailed results appear in Appendix A, Tables II-VII.)
To facilitatevcomparison between performances, the information was
plotted in graph form (see Appendix B). This study revealed that
significant tempo changes frequently occurred even within a given sec-
tion, as, for example, in Flonzaley Quartet's performances bf the .
first Adagio ma non thoppo e molto cantible section of the second move-
ment of Op. 127, in which the tempo raﬁges between J\= 96_and 4P = 126.
Where this is the case, the differences between the slowest and fastest
teﬁpo is shown in the graph by a dotted line. In such cases, the
slowest tempo was used to provide a consistent basis for comparison.

It was found that in five of the six works, there was more
difference in tempo between earlier groups than between later ones.
However, the ratio between the figures in two of the works (including -
Op. 130, in which the later groups were found to differ more than the
eérlier_groups) was not very high.

The recordings of Op. 127 by the Flonzaley, Busch, Hungarian and
Smetana Quartets showed nine sections in which tempo difference was
greater bétween the two earlier groups (i.e. Floﬁzaley and Busch
Quartets), five in which the later groups vary more and two in which

the differences are minimal.
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In the recdrdings of Op.130 by the Pascal, Budapest; Smetana
and Amadeus Quartets, the tempo difference was greater between the
earlier groups (i.e. Pascal and Budapest Quartets) in three sections,
between the later groups in six sections and was equal in one»sectfon.
These differences were not considered wide enough to\be significant.

. The recordings of Op.131 by theABusch, Hungarian, Fine Arts

and Amadeus Quartets reveal more frequent differences in tempo between
the two earlier groups. Sixteen sectiéns were observed in which the
tempo difference between the earlier groups was greater, nine in which
the later groups vary more and five in which the differences are
minimal. |

In the recprdings of Op.132 by the Pascal, Hungarian, Smetana
and Amadeus Quartets, tempo differences between the earlier groups were
greater thirteen times, between the later groﬁps sik times and were
minimal once. ' |

The>study of recordings of Op.133 by the Pascal; Budapest,
Hﬁngarian-and Amadeus Quartets showed that diversity of tempo was
alﬁost as common in later groups as in the earlier oneé; The earlier
quartets weré found fo differ more in six sections, the later groups
in four sections and in one séction the differenéés were minimal!

In the recordings of Op.135 by the Flonzaléy, EUSch, Paganini
and Fine Affs Quartets, the tempo differeﬂces were greater between
the earlier groupé in nine.sections, the later groups in two sections
and were minimal in one séCtion, again indicating a tendency for the
earlier quartets to show more diversity in their interpretatibn of

‘

tempo indications.
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Unindicated Tempo Changes

Within movements or sections of a given tempo marking, unindi-
cated changes of tempo were always found. These'changes usually
occur at the beginnings of new themes or where the character of the
music changgs.

One point of variation .between the recordingé is the amount of
deviation from the basic tempo, in terms of the range bethen the slow-
est and fastest speeds within a section. In this study, a deviation
from tempo was taken to be a change to a new tempo, rather than just
rubato, when it was maintained consistently for a long enough period
to warfant~a new metronome marking. |

| The range and amouﬁt of variation between the slowest and fastest
speeds within each section (given in columns i and 2 respectively
in Tables VIII-XIII of Appendix A) was found to be greater between the
earlier quartets than the later ones in all six works.

In the recordings ofIOp.127, for example, there was more differ-
ence in the range of tempo between the earlier performances than the
later ones in nine sections (i.e., sections 1, 2, 4, 6, 8, 9, 11, 15
and 19) and more difference between the more Tecent recordings in
geven sections (i.e., sections 7, 10, 14, 17, 18, 20 and 21).

The earlier performancés of 0p.130 showed alwidér range in
eight sections (i.e. sections 2, 3, 4, 11, 16, 18, 21 and>22) while
the later performances vary more than the earlier ones in only four
sections (i.e. sections 1, 10, 17 and 19).

The most significant results were found in the recordings of
Op.131,-in which the diversity ‘was greater between the earlier groups
in fifteen sections (i.e. sections 1, 2, 3, 5, 7, 8, 9, 10, 12, 14,

18, 22, 26, 27 and 28) and between the later groups in only eight (i.e.,



53.

sections 4, 6, 11, 13, 15, 21, 23 and 25).

In the performances of Op. 132 and Op. 133, the earlier groups
showed greater range of tempo in only one section more than was ob-
served in the later groups. In Op. 132, the earlier groups varied
more in six sections (i.e., sections 5, 7, 8, 9, 16 and 17) and the
léter groups showed more diversity in five sections (i.e. sections 4,
10, 13, 14-and 15).  The performances of Op. 133 varied more between
the earlier quartets five times (i.e., in sections 1, 4, 5, 7 and 8)
and varied more between the latef quartets four times (i.e., in
sections 2, 3, 6 and 11).

The recordings of Op. 135 showed the earlier groups to vary more
in the range of tempo in eight sections (i.e., sections 1, 3, 4, 5, 8,
10,.11 and 13) and the later groups to vary more in only three
sections (i.e., sections 2, 6 and 9).

Some sections of each work have nof been listed above. These
are the sections in which there was no tempo variation in any recording
or in which the range of tempo was similar in both earlier and later
recordings.,

Another aspect in the consideration of unindicated tempo changes
is the frequency of their occurrence. Findings indicate clearly
that there is a tendency for earlier quartets to vary more in this
respect than in the range of unmarked tempo changes (see Column 1. of
Tables XIII-XIX in Appendix A). In all except two works, the
earlier recordings show more variety, but in Op. 133, the later record-
ings vary more in five sections (i.e., sections 1, 2, 3, 4 and 11)
while the earlier groups only vary more_in four sections (i.e.,
sections 5, 6, 7 and 8) and in Op. 131, the later quartets make more
unindicated tempo changes in seventeen sections (i.e. sections 4, 6, 7,

8, 10, 11, 12, 13, 15, 17, 19, 20, 21, 25, 26, 27 and 29) while the
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earlier groups change tempo more often in only seven sections (i.e.,
sections 1, 2, 3, 5, 9, 16 and 23).

In the recordings of 0p.127, the earlier groups. showed ﬁore di-
versity in this aspect of interpretation in seven sections (i.e.,
sections 4, 6, 7, 8, 9, 10 and 20) while the later groups vary more
in five sections (i.e.,sections 11, 16, 17, 18 and 19).

There is an even clearer difference in the recordings of Op.130,
in which the earlier récordings show more variation in ten sections
(i.e., sections 1, 2, 3, 4, 9, 10, 15, 17, 19 and 22) and the later
groups vary more in only four sections (i.e.,sectiqn$ 16, 18, 20 and
21).

In the recordings of Op.132, the earlier quartets again show
more diversity of interpretation, the earlier groups varying more in
the frequency of unﬁarked tempo changes in eleven sections (i.e.,
sections 1, 2, 4, 6, 7, 9, 10, 11, 12, 13 and 15) and the later groups
varying more in four sections (i.e., sections 14, 16, 17 and 18).

Thé performances of Op.135 also indicate a tendency for the
earlier groups to show more diversity in the number of témpo changes,

" these occurring in six sections (i.e.,sections 1, 2, 3, 5, 8 and 11)
while the later groups vary more in four sections (i.e.,sections 4, 6,
10 and 13).

Rubato

From the writings of some of his contemporaries, it is clear
that Beethoven expected the performers of his works to use some degree
. of rubato, although opinions expressed in those writings vary on the
extent to which it should be employed. According to the reminis-
cences of one of Beethoven's friends, Ignaz Seyfried, an opera conductor

and composer, 'he [Beethoven] was very meticulous with regard to
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expréssion, the more deiicaté shadings ... and an effective 'tempo
rubato'".3 Schindler, Beethoven's amanuensis and first biographer,
adviicated much more agogic freedom than did Carl Czerny, who was a
piano pupil and friend of the composer.4 Neverthelesg, Czerny, in
discussing the interpretation of some of Beethoven's works, often
cites cases where unmarked ritardando and accelerando® or slight
deviations from tempo6 should occur.

When even Beethoven's contemporafies diségreed on the amount of
rubato to be used, some variation in interpretation by present-day
perférmérs would seem inevitable. In this study, the variation in
use of rubato was considered by obéerving thé number of bars in which
some deviation from temﬁo takes place, including gradual tempo changes
with dynamic changes or with phrasing and slight fluctuations for em-
phasis and expressive effect on certain notes or sections of a phrase.
(Detailed resu1£s appeaf‘in Column 2 of Tables XIII-XIX in Appendix
A) '

| In these recordings, the amount of rubato was found to vary con-
siderably between the Qarious groups. The measuremént of the differ-
ences'betﬁéen performances by earlier quartets and between those of
later groups indicated the diversity ih the use of rubato is similar
in both time periods.

The earlier groups vary more iﬁ two works, Oﬁ;lSO and O0p.135,
the later ones show more diversity in'0Op.127 and Op.133 and the amount
of difference between recordings is similar in 0Op.131 and Op.132.

In the re;ordings of Op.127, the earlier quartets show more
difference in the number of ruba;o effects used in six seétions (i.e.,
sections 2, 4, 5, 11, 16 and 20) while the later quartets véry more

in nine sections (i.e., sections 1, 3, 6, 7, 8, 10, 15, 17 and 19).
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In the comparison of use of rubato between the four recordings
of Ob.130, the earlier groups show more variety in eight sections
(i.e. sections 1, 3, 5, 16, 18, 20, 22 and 23) while the later groups
vary more in only six sections (i.e.,sections 2, 4, 10, i7, 19 and 21).

In Op.131, the earlier performances were found to vary more in
their use of rubato in eleven sections (i.e., sections 1, 2, 3, 8, 9, 12,
13, 22, 28 and 29) and the later groups showed more variety in eleven
other sections (i.e. sections 5, 6, 7, 11, 15, 16, 17, 20, 21, 27 and
30).

A similar amount of diversity was also observed in the record-
ings of Op.132, in which the earlier groups vary'more in seven sections
(i.e. sections 1,'4, 6, 8, 13; 14 and 17) and the later groups vary
more in seven sections, also (i.e. sections 5, 7, 9, 10, 11, 12 and
18).

In the recordings of Op.133, the later groups were observed to
vary more in four sections (i.e, sections 3, 4, 5 and 6) while the
earlier quartets showed more diveisity in three sections (i.e.,
sections 2, 8 and 11).

The comparison of recordings of Op.135 sﬁowed the earlier quar-
tets to vary more in their use of rubato in seven sections (i.e.,
sections 2, 3, 4, 5, 6, 8 and 10) while the earlier groups show more
diversity in only two sections (i.e.,sections 1 and 9).

Unindicated Tempo Changes at Ends

of Movements or Sections

In his discussion of interpretation of some of Beethoven's
piano sonatas and chamber works with piano, Czerny often advocated a

v_ﬂi{a@danéq at the ends of movements or before pauses, even though
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there may be no indication to this effect in the printed scofe?? so
some deviation from the printed markings would seem to be acceptable
in this regard. In the last six string quartets, some movements
contain several sections of entirely different characters and tempo
indications, so the transitions from each section to the next, as well
as the ends of movements, would seem to provide ample possibility for
differences between various performances.

The results of the'studyAindicate that the recent groups vary
as much as the earlier ones in their interpretations. In both Op.127
and 0p.130, the later groups differ from each other in more sections
than the earlier groups. There are six instances in which the later
quattets differ (i.é” at the ends of sections 3, 13, 14, 15, 18 and 20)
énd only two in which the early quartets vary (i.e.,at the ends ofb
sections 14 and 16) in 0p.127. In Op.130, the later quartets vary'inj
their interpretatioﬁs'in nine sections (i.e., sections 5, 7, 8, 9, 12,
13,‘14,f15 and 19) while the earlier quartets differ in seven sections
(i.e., sections 2, 6, 8, 11, 12, 14 and 17).

The earlier quartets vary_mdre than the later ones in the per-
formances of 0Op.132 and.Op.133. Iﬁ Op.132, there are four sections
in which the earlier groups differ (i.e;rsections 5,'9, 11 and 14)
and three sections in which the later groups differ (;.eﬁ'sections 3,
14 and 16). From the recordings of Op.133, the earlier quartets were
found to differ in five sections (i.e, sections 2, 7, 9, 10 and 11).
and the later groups in only three (i.e., sections 2, 3 and 9).

In the performances of Op.131, both earlier and later quartets
differ from each other iﬁ three sections. The earlier groups vary
in their interpretations at the ends of sections 22 and 25, and before

the pause in bar 376 of the fifth movement, while the later groups
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differ at the ends of secfions 6, 21 and 30. The number of differ-
ences is also equal in the recordings of Op. 135, with four sections
in which the earlier groups differ (i.e. sections 2, 8, 12 and 13)
: and-four in which the later groups differ (i.e., sections 2, 6, 8

and 13).
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CHAPTER VI

INTERPRETATION OF NOTATION

Dynamics

One aspect of interpretation which will inevitably vary be-
tween performers, but which is difficult to assess with accuracy
from recordings, concerns dynamics. The range of dynamics and the
balance between instruments can be limited or adjusted with the equip-
ment used in the recording and reproduction of a performance, but
certain gradations- of dynamics can be assessed agcurately enough to
allow for comparisons betwéenvvaridus interpretations.

All the groups whose recordings.were examined were found to
follow the dynamic indications in the score quite strictly. The
differences 1ie.n6t in whether they play the marked dynamics but in
how they play them. The problem for the interpreter is in under-
standing the composer's intentions in the finer details which cannot

be notated. Henri Temianka, the leader of the Paganini Quartet, ex-

pressed the problem very clearly in his book Facing the Music. "The
dead sheet of music in front §f-the performer,is only a set of
primitive hieroglyphics, little dots etched on telegraph poies, little
shorthand messages likel"p” or "4" to indicate soft and loud. But
how soft is soft, how loud is loud?"1 N

The louder sounds are those which suffer most through the re-
cording process. The performgnceé by earlier quartets were all softer

in the ﬁ@&é?_passagé§ than were those by later groups but no other

significant ‘differences were discernible. All quartets achieve an



61.

extremely soft dynamic in some pL{ano and pilanissimo sections.

Within the general markings, it was observed that some groups
more than others tended to vary fhe dynamics with the phrasing}
For example, the Flonzaley, Busch, Pascal and Amadeus Quartets were
found to take the most liberal interpretation of dynamics as a means
of enhancing the expression. The Budapest, Hungarian, Fine Arts
and Paganini Quartets all used a certain amount of dynamic variation,
but less than the groups mentioned above, and the Smetana Quartet

used the least, particularly in the recording of Op.130.

One of the most obvious differences between the recordings with
regard to dynamics involves the use of special dynamic'effects,
particularly the sudden and very contrasting changes of dynamics,
repeated forte and éﬁonZando markings within a phrase, and crescendo
indications which are followed not by a louder dynamic marking, but
instead by a sudden drop back to pianoc.

The results of this research indicate that with regard to sudden
and contrasting dynamic changes, the earlier quartets show more di-
?ersity in their interpretations, varying in the degree of contrast
and in the abruptness of the change. The later quartets were all
observed to make some anticipating diminuando or cneécendo before an
indicated sudden change, although the Smetana Quartet differ from other
recenf quartets in that the degrge of contrast is less.

Differences in the playing of repeated fonte or sforzando mark-
ings were found between both earlier and later groups.A The study of
the ways of interpreting the indication of a Cﬂeécendo followed by a

drop to planc found that all the later quartets vary within any one
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performance, whereas the earlier groups are more consistent but differ
from one another. The .general conclusion, therefore, is that the
interpretations of dynamic markings vary more betweenensembles from
earlier in the century than between those of the last two decades.

"In these works, the Flonzaley Quartet often anticipated sudden
changes with an unmarked crescendo or diminuendo such as occurs in
bars 222-223 of the first movement of their recording of Op.127 (see
Example 80.). In some instances, however, the contrast is quite
sudden, as in the last two bars of the second movement of Op.135
(see Example 81.). Where repeated forte or 4forzando markings occur,
this group gives clear and quite sharp accents, as in bars 28-31 of
the first movement of Op.127 (see Example 82.). | The Flonzaley Quartet
~ used various devices to achieve a sudden dropAto péanb affer a
crescendo.  Most commonly, a slight diminuendo occurs before the
piang as in bar 155 of the first movemeﬁt of 0p.135 (see Example 83.).
In some cases, however, there is a gap in the sound and the piano
note is slightly delayed, as in bars 66-67 of the second movement of
Op.127 (see‘Example 84.).

In the performance of sudden changesvof dynamics, the Busch
Quartet aéhieves a more abrupt change but the contrast between the loud
and soft sections is not so great aS in the Flonzaley Quartet's
recordings. This difference is illustrated by comparing the two
performances in bars 271<2 of the second movement of Op.135 (see
Example 81.). In phrases where repeated 60&£é or Aﬁoﬁzando afe
marked, the Busch Quartet does not give as much accent as the Flonzaley
Quartet, and an example of this can be found in bars 28-31 of the

first movement of Op.127 (see Example 82.). " Where a cnescendo is
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followed by a sudden drop to piano the Busch Quartet make only a
small crescendo, so, although the piano comes quite suddenly, the con-
trast i$ not very great. This point is demonstrated in bars 57-58
in the fourth movement of Op.131 (see Example 85.).

The Pascal Quartet, like the Busch Quartet, achieves only a
Acertain amount of contrast in dynamics where sudden changes occur,
even though the changes are quite abrupt. An example of their tech-
nique of accomplishing sudden changes is found in'bars 15-16 of the
first movement of Op.130 (see Example 86-5. In repeated gfoite and
sforzando sections, a clear but not very loud accent is given, as in
bars 43-46 of the same movement (see Example 87.). As with the Bﬁsch
Quartet, the Pascal Quartet do not make a big crescendco when such a
marking is followed by pdiano. This is illustrated in bars 8 and 9
of the fhird movement of Op.130 (see Example 88.).

Sudden dynamic changes by the Budapest Quartet are usually
accompanied by very noticeable anticipations of the approaching change,
as in bars 27-29 of the fourth movement of Op.130 (see Example 89.),
in which the piano is preceded by a diminuendo. Where repeated
gjornte or sforzando is marked, this group gives stronger accents than
the Busch Quartet, as is illustrated by a comparison'of their perform-
ance of bars 43-46 of the first movement of Op.130 (see Example 87.).
Where a cneécendo.is followed by piano the Budapest Quartet plays
more chescendo than the Busch or Pascal Quartets and drops to pianc
quite suddenly. An example of this point can be found in bars 193-
194 of the first movement of Op.130 (see Example 90.).

The Hungarian Quartet anticipates sudden changes ?efy slightly

* but the contrast between loud and soft sections is quite marked, as in
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bars 60-62 of the second movement of Op.132 (see Example 91.).
Repeated forte and 4forzando beats are performed by this group with
noticeable but not very strong accents, as in bars 61-65 of the fifth
movement of Op.131 (see Example 92.). An example of their playing
of crescendo followed by pianooccurs.in bars 129-131.of the same
movement (see Example 93.) where quite a big cheécendo is followed
by a sudden drop to piano in a manner similar to the Budapest Quértet.
In the recordings by the Smetana Quartet, it was obserVed that
sudden changes of dynamié were usually accompanied by a slight antici-
pation of the change and that contrasts between loud and soft sections
were not_great, as in bars 222-223 of the first movement of Op.127
(see Example 80.). Where repeéted gornte or §6oﬂdando indications
appear, the Smetana Quartet give strong accents, as in bars 43-48
of the first ﬁovemént of Op.130 (see Example 87.). Their playing
of crescendo followed by pilano varies, with sometimes very iittle
crescendo and at other times much more. Both types can be found in
bars 8 and 9 of the third movement of Op.130 (see Example 88.), where
the cnrescendo in bar 9 is bigger than that'in bar 8.
Very few instances of sudden dynamic changes occur in Op.135
~apart from those in staccato sections. However, in the recording
by the Paganini Quartet of this work, a big contrast in such cases
was obsefved, as can be found in bar 17 of the first movement (see
Example 94.). The dynamic effect of repeated forte or 4forzando
does not appear in Op.135, but Beethoven often indicates a crescendo
followed by a sudden piano, and in the Paganini Quartet's performance
of this effect, some variation was observed. Ihvmany cases there is
a noticeable diminuendo before the piano, as in bars 49-50 of the first

movement of Op.135 (see Example 95.). In others, the change of dyn-
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amics is very 'sudden, as in bars 9-10 of fhe same moveﬁeﬁt (see
Examp1e 96.).

The Fine Arts Quartet génerally anticipates sudden changes of
&ynamics with a slight crescendo or diminuendo, but the contrasts are
considerable. This is well illustrated ih their performance of
bars 133-138 ih_the second movement of Op.131 (see Example 97.).
Repeated £6onzandq and gorte sections are played with only a gentle
extra accent, as in bars 140-146 in the same movement . (see Example
98-.). As Qith the Paganini Quartet, their playing of the cneécendo
to plano effect varies, but they most often make a slight.diminuendo
before the plano, as in bars 49-50 of the first moﬁement of 0Op.135
(see Example 95.). |

The Amadeus Quartet was observed to make big contrasts in
sudden dynamic changes, and was usually found to anticipate the change
with an unmarked crescendo or diminuendo, as in bar 141 of the first
movement of Op.130 (see Exampie 99.). At times, however, the change
was found to be very abrupt, as in bars 189-190 in the third move-
ment of Op.127 (see Example 100.).  Repeated forte and 4 fordanzo
indications were taken by this group to mean strong acceﬁts, as illus—
trated in bars 57 and 58 qf,the fourth movement of Op.127 (see
Example 101.). In many éases wher¢ a cnescendo is followed by a
sudden piano, the Amadeus Quartet were again observed to anticipate
the changé by méking some diminuendo before the pianc, as in bars
72-75 of the first movement of Op.130 (see Example 102.). Another
technical device which they sometimes use in the performance of this
type of dynamic marking is to make a complete break in sound after
the crescendo and slightly delayi::7 the piano entry, as in bars 170-

172 of the same movement (see Example 103.).
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Bowings
The difficulty of understanding a composer's intentions from
the indications in the score applies very much to notational in-
dications éoncerning long legato slurs and note lengthé.
Beethoven was known to have béen very precise and particular in
his use of slurs and various typés of staccato markings. In a
letter (No. 414) to the violinist, Carl Hdlz,.he wrote, "where °

is over the note, there must be no ' also vice versa!... [They] are

not the same thing ... The slurs just as they now stand! It is
e
not ‘a matter of indifference whether you play —F—ff—
or . |I2 . ‘
- ' .

Despite all Beethoven's attention to detail and the best of
intentions on the part of the performers, variations in interpret-
ation Still-oqcur. The study of these recordings showed differences
in the length of staccato notes, in the émount of separation and
articulation of notes as an integral part of the phrasing and for
expressive effect, and differences in the audibility.énd emphasis
of bow changes. Where_iegato slurs ‘are marked pVer sections of
such length that they are obviously ihtended for phrasing rather
than bowing slurs, the bow changes are,at some timeg, Indiscernible
and, at others,.in the same place in all recordings. The greatest
difference between the recordings in the interpretation of this
marking was found in the audibility of the bow changes, rather than
where they occur. |

Staccato Note Length

The results of this study show that the earlier groups, par-
ticularly the Flonzaley Quartet, used a greater diversity of types

of staccato than do the later quartets. The Flonzaley and Budapest
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Quartets took more freedom within a given section in their inter-
pretation of this notational indication. = The later groups were
found to be more consistent and more similar to each other in length
and type of staccato used.

The Flonzaley Quartet demonstrated considerable diversity in
>its interpretation of the stéccatOimarking. Very ofteﬁ, particular
in thythmic sections, the staccato notes were Qery short, as in bars
22-29 of the first movemént of Op.127 (see Example 104.), but the -
same example illustrated the tendency to lengthen the short notes if,
for reasons of bow division, the player finds himself in the wrong
part of the bow for playing staccato. In the violin part of bars
23 and 25, the two quavers of the third.beatband second beat,.
respectiQely, were longer and more on the string than other staccato
notes in the saﬁe instrument.or the accompanying quavers in the other
instruments, which are very short and played off the string. An
example of the liberties taken by this quartet in the interpretation
of étaccato can be found in bars 250-255 of the fourth movement of
0p.127 (see Example 105.). The staccato notes increase in lengtﬁ
with the diminqendo until, in bars 254 and 255, they are quite long
'and.only articulated by a slight emphasis at.thevbgginning of each
note.

More consistency was'observed in the BuSch Quartet's inter-
pretation of the staccato marking, although the length does vary in
different sections. A compariéon of their recording of bars 22-26
of the first movement of Op.127 (see Example 104.) with that of the
flonzaley Quartet shows that the short qﬁavers are of more similar
length in the Buséh Quartet's performanceé. .This group 9oesLQaryi¢hé

lengths in different contexts, however, as can be seen in bars 158-161
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of the first movement of Op.135 (see Example 106.). The staccato
quavers in bars 158 and 159 are very short and are longer in bars
160 and 161.

The Pascal Quartet also varies the length of staccato notes
from one section to another, but shows greater diversity in their in-
terpretation than does the Busch Quartet. The Quavers in bars 308-310
in the sixth moveﬁent of 0Op.130 (see Example 107.) are extremely
short, while those in bars 149-150 in the first movement of Op.132
(see Example 108.) are much longer and less lifted.

The Budapest Quartet was usually found to play in a short and
crisp manner in staccato sections, as in bar 18 of the third movement _
of Op.130 (see Example 109.). However, the marking is often inter-
preted quite freely to suit the expression, as can be seen in the
previous bar (see Example 109.), where the staccato semiquavers in
the second half of the bar are much longer than the staccato quavers
in the first half. |

In the performances by the Hungarian Quartet, it was observed
that the staccato notes were of very even lengths within a section,
although there is some variation with different sections. An exam-
ination of their performance of bars 22-29 of the first movement of
Op.127 (see Example 104.), compared with performances by the Flonzaley
and Busch Quartets, demonstrates their tendency toWafds‘consistently
short staccato notes played very much off the string; The length
of staccato changes from bar 66 to baf 67 in the fourth movement of
the same work (see Example 110.) with the change of dynamic and
character.

The Smetana Quartet Qas observed to follow the printed staccato

markings quite precisely. In bar 22 of the first movement of Op.127



69.

(see Example 104.), for example,'it'Was the only group to play the
staccato crotchets longer than the staccato quavers of the following
bar. In bars 25-29 of the same movement (see Example 104.), the
staccato quavers are short and precise, illustrating their general
manner of performing this notaﬁional indication.

Staccato in the Paganini Quartet's recording is usually very
short and light, as is illustrated in bars 97-102 of the second move-
ment of Op.135 (see Example 111.) and bars 160-161 of the first
movement of the same work (see Examﬁle 104.). In certain instances,
however, the staccato.notes afé played slightly longer, as in bars
158 and 159 of the first movement of 0p.135 (see Exémplé 106.).

The Fine Arts Quartet, in comparison, generally plays staccato
a little longer than the Paganini Quartet, as can be observed in’
their perfdrmances of both these examples.

The «'Amadeus Qﬁartet uses a staccato which is verybshort and
crisp, similér to that of the Pagahini Quartet, but with a slightly
tighter ;ound. This is well illustrated in bafs 22-29 of the first
movement of Op.127 (see Example 104.).

Articulation and Bow Changes

Articulation of certain notes can be brought aboﬁt in several
ways, such as variétion in bow pfessure or speed, different ﬁlace—
ment of the bow in relation to the bridge, or variation in pressure
and speed of contact of the fingers of the left hand with the
§tring. Such differences are subtle and often.imperceptible from a
recording, but the generél effect and clarity of articulation is more
obvious and was found to vary noticeably between recordings by

different groups.
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The degree of articulation in phrasing was observed to vary
more between the earlier recordings than the later ones, with the
Flonzaley Quartet making the clearest articulations. Among the
later recordings, the Amadeus Quartet articuiated phraéing most
clearly, but the Smetana, Paganini and Fine Arts Quartets were found
to be quite similar in the amount of emphasis given in this aspect
of interpretation. | |

With regard to audibility of bow changes, the earlier groups
were again found to show more diversity, with the Flonzaley Quartet
making the smoothest and least discernible changes and the Pascal
Quartet once more ﬁsing the clearest articulation.

In the recordings, the Flonzaley Quartet was notable for the
v smoofhness of its playing, a very legato effect being achieved in
long phrases and sometimes also where staccato or:slurs are marked.

A good example of the type of legato playing occurs in bars 7-13 of
the first movementvof Op.127 (see Example 112.), where the changes

of bow in the violin parts are just audible, but the general effect

is Very smdoth and sustained. In bar 21 of the same movement (see
Example 113.), however, the playing is so legato that the effect of
the slurs and staccato are almost lost. The articulation of the
phrasing is much clearer in bar 117 -of fhe first movement of Op.135
(see Example 114.), where the slurs are played with a slight dimindendo
and shortening of the second and fourth notes.

Articulation of notes within a phrase is clearer and bow
changes are more audible in the recordings by the Busch Quartet, as
can be seen in bars 7-13 of the first movement of Op.127 (see Example
112.). The slurs aﬁd staccato effects in bars 9 and 13 are much more
deliberate and there is a siight separation of the second and third

quavers of these bars.
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The Pascal Quartet articulates phrasing marks very ciearly,
often slight separating notes to emphasize the effect. This
point is illustrated in bars 223 and.224 of the first movement of
Op.130 (see Example.lls.). In this sectioﬁ,the first-note in each
slur is very élightly accented, the second is shortened, and the
separate note is played staccato. The bow changes within long
phrasing slurs are clearly audible in this group's performances,
as, for example, in bars 610-614 of Op.133 (see Example 116.).

The articulation effects in the recording by the Budapest
Quartet are not so marked as in the Pascal Quartet's recordings.
but, nevertheléss, the slurs and phrasing indications arevwell
followed. The differences between the two groups are,oﬁyious in a
comparison of bars 223 and 224 of the first movement of Op.130 (see
Example 115.). Within long phrasing slurs, the»changes of bow are
discernible but are nof emphasized as much as in the Paséal Quartet's
,perfbrmance; as can be seen by again comparing the two performangés
in bars 610-614 of Op.133 (see Example 116.).

The Hungarian Quartet‘makesvery smooth bow changes Qithin long
légato slurs, as in bars 43-45 of the firstAmovement of 0Op.131 (see
Example 117.), in which this marking appears frequentiy. ' Although
their articulation of phrasing is not flayedAin such’ an obvious
manner as some other groups, it is,nevertheless, quité clear and
 follows the composer's indications, as in bars 9 and 13 of the first
movement of 0p.127 (sée Example 112.).

The bow changes of the Smetana Quartet were usually clearly
discernible, but were quite sﬁoothly performed. An example occurs
in bars.7-13 of the first movement of Op.127 (see Example 112.).

The same example serves to illustrate the articulation of their
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phrasing, the staccato notes being very slightly shortened and the
slurs sounding only like clear bow changes, rather than being given
any special emphasis;

The Paganini Quartet alsomakes smooth but audible:bow changes,
as is illustrated in bars 2 and 4 of the fourth mo?ement of Op.135
(See Example 113.). Where staccato and slurs are marked as phrasing,
there is usually no special emphasis given and staccato notes are
only slightly shortened; as in bars 147 and 149 of the first movement
of 0p.135 (see Example 119.). A notable exception occurs in bars |
62-70 of the same movement (sée Example 120.L where the first note
of the slur is given strong emphasis and is followed By a big diminuendo.

| The Fine Arts Quartet uses only a small amoﬁnt of articulation
in phrasing. In bars 147 and 149 of the first moVement of Op.135
(see Example 119.), for example,. the last note of the slur is slightly
lightened and the staccato note very slightly separated. Bow changes
within long phrasing slurs are quite audible and even very slightly
emphasized, as in bars 43-45 of the first movement of Op.131 (see
Example 117.).

The Amédeus Quartet is unusual in the clarity of its articu-
lation of phrasing. An example occurs in bars 313 and 314 of the
sixth movement of Op.130 (see Example 121.), in which the first note
in each slur is quite strongly emphasized and is followed by a
diminuendo, with the second note shortened. Bow chénges are usually
clearly discernibie but not emphésized, as 1is illugtrated in bars

43-45 of the first movement of Op.131 (see Example 117.).



FOOTNOTES

CHAPTER VI

1. Henri Temianka,

2. Kalischer,

Facing the Music (New York: David

McKay Company, 1973), p.121.

Beethoven's Letters, p.36l.

73.



74.

CHAPTER VII

SUMMARY OF FINDINGS, CONCLUSIONS AND IMPLICATIONS

0f the twelve interpretation variables investigated, it was
found that in only one, concerning precision of ensemble playing,
did the more recent ensembles show greater diversity than the
earlier ones. In the areas of rubato and unindicated tempo changes
~at ‘the ends of sections or movements, the more recent performances
display as much diversity as do the earlier ones.

In all other areas, however, it was clearly seen that the
more recent recordings showed less diversity of iﬁterpretation-than
was found in those from earlier in this century.

Some of the variables concern.aspects of interpretation in
which the accepted technical standards or fashions of playing have
undergone an alteration during the course of the century. However,
it was still found that within the standards and styles of thé
different periods, there was more variation between the performances
by-earlier groups, except in the three variables previously mentioned.

The other aspects of interpretation concern areas which are
much more dependent on the personal taste or opinion of each performer,
but are, nevertheless, subject to certain external influences.

These influences include the increased.availability and accessibility
of recordings by many different performers, and the increased ease of
travel, resulting in performers from various national and musical

backgrounds being heard in many countries of the world. The outcome
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seems to be a more universal and cosmopolitan attitude to music which
ig reflected in a decrease in diversity of interpretations.

All the aspects of interpretation which have been discussed in
this stddy involve areas in which diversity is possible, even while
adhering to the composer's indications'in the score, so it cannot be
said that one particular interpretation is more correct or valid than
another, In fact, diversity of interpretation might be considered
desirable, as there is no reason to suppose that an ideal or correct
interpretation exists. This view is supported by the comments of
Beethoven's pupil,_Czerny, concerning the variability of Beethoven's
performances of his own works. Czerny wrote,

his [Beethoven's] performance depended on his

constantly varying frame of mind, and even if it

were possible exactly to describe his style of

playing, it would not.always serve as a model...;

and even the mental conception acquires a different

value through the altered taste of time, and must

occasionally belexpressed by other means, than were

then demanded."

‘The tendency for recent recordings to show more similarity in
interpretation is, therefore, seen as an indication of an undesirable
tendency towards standafdization~of performance and reduced freedom
of individual expression by performers of recent times.

Further study, considering these variables in more detail,
and also finer aspects of performance interpretation and performances
of other works, may provide more detailed information on the ways in
which this standardization is being ﬁanifested.

The influences of the recording industry and the increased
ease of communication between musicians have been of great benefit

in improving the technical standards of performers over the course

of the century. It is ironical to reflect that the same influences
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may also have set in motion a trend towards standardization Qf
interpretation - which is arguably an undesirable effect,

On the positi#e side however, studies such as the present one may
serve to alert the performing world to the less desirable side of
these influences, thus enabling musicians once again to accept

direction from the rich diversity of. their own special environments.
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Example 4. Op. 130, third mvt., bars 5-6
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Example 5. Op. 130, first movement, bars 204-6
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Example 6. Op. 131, sixth mvt., bars 1-11
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Example 8. Op. 131, fourth mvt., bars 222-224
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Example 9. Op. 131, fourth mvt., bars 125-129
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Example 10. Op. 131, fourth mvt., bars 95-99

il il
ity 7
Wl R
.W-L THels- .L.
(Y88
ﬂm,ﬂ 781 i |
QL [T$™- Al
LAl
am{ | NTh- (84l
P.H TiET™ A |
o] T .rv. Jadd]
Can
4] TIHTe:
N
.‘T.u 1hiLe Ly
U]
"xm‘ LS M1l e
1 g
kndL Hiete- Wl HHS
NI HI | o
-4 I l-|v- m ¥ rllm
‘ §
L4 LLE § x"x.W
L s SHIL el
?1” ks i u"
(1558 T 14id i
L st Wl Rl
Hir s
1 HETs. L
L4 w.lﬂ rJr
o mr. ny ‘r‘ ¢ 118
Lt Hiele. Q] ]
g2
it -af. ‘| E n..u T Ll
- J e w 3 b ]
<N b N
\ _ i

Example 11. Op. 132, second mvt;, bars 142-148
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Example 12. Op. 132, second mvt., bars 177-184
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Example 14. Op. 132, fifth mvt., bar
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Example 16. Op. 133, bars 233-238
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Example 17. Op. 133, bars 662-681
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Example 18. Op. 133, bar 177
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Example 19. Op. 133, bars 165-170
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Example 20. Op. 133, bars 605-614
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Example 21. Op. 135, third mvt., bars 35-38
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Example 22. Op. 135, second mvt., bars 113-122
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Example 23. Op. 135, second myt., bars 37-46
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Example 24. Op. 135, fourth mvt., bars 50-58
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Example 28. Op. 127, fourth mvt., bars 215-218
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Example 32. Op. 130, sixth mvt., bars 416-422
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Example 34. Op. 130, sixth mvt., bars 33-40
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Example 35. Op. 130, sixth mvt., bars-218-225
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Op. 130, sixth mvt., bar 468
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Example 37. Op. 131, fifth mvt., bars 247-256
Example 38. Op. 131, fourth mvt., bars 171-179
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Example 40. Op. 131, fifth mvt., bars 307-312
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Example 41. Op. 132, fifth mvt., bars 32§-333
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Example 42. Op. 131, fifth mvt., bars 369-378
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Example 43. Op. 132, second mvt., bars 41-48
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Example 44, Op. 132, third mvt., bars .126-131
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Example 48. Op. 127, fourth myt., bars 81-86
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Example 51. Op. 131, first mvt., bars 25-33
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Example 53. Op. 131
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Example 54. and Example 55. Op. 132, first mvt., bars 1-9
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Example 56. Op. 132, third mvt., bars 20-30
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Example 57. Op. 132, fourth mvt., bars 36-40
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Example 58. Op. 135, second mvt., bars 123-131
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Example 61. Op. 135, fourth mvt., bars 102-122
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Example 62. Op. 127, third mvt., bars 171-178
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Example 63. Op. 127, second mvt., bars 1-3
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Example 64. Op. 135, third myt., bars 1-8
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Example 65. Op. 127, first mvt., bars 210-215
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Example 66. Op. 132, fifth mvt., bars 247-258

L0~ s,

-

[

£z
.

& L{
m} I .m_: i (E
z i i
S Wil . L
$q T 4 v rTr
s Hie sl
.m&tt 3 13 S 4 S HKIS
' o {4 '
.uu A .;
vl -1 i
il lﬂ Mu Ui
Rill, .h.. ji. mlll
wll bl (HIC
i IWT .Jnnw mil
sllilie [THEmsiITT L?o
SR SRS I
N

Example 67. Op. 132, fifth mvt., bars 268-276
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Example 68. Op. 130, fifth mvt., bars 55-60
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Example 69, Op. 131,. fourth myt., bars 191-194
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Example 72. Op. 127, second mvt., bars 35-37
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Example 73. Op. 127, second myt., bars 16-18
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Example 74. Op. 131, fourth mvt., bars 180-186
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Example 75. Op. 132, third mvt., bars 138-142
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Example 78. Op. 135, first mvt., bars 28-33
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Example 79. Op. 132, first mvt., bars 182-187
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Example 80. Op. 127, first mvt., bars 222-223
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Example 81. Op. 135, second mvt., bars 262-272
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Example 87. Op. 130, first mvt., bars 42-49
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Example 89. Op. 130, fourth mvt., bars 27-29 (whole group)



100.

uee 1Al o
A
D H
B i
L) \ ;
-
i
LI
n
“ 3
& & i i} ..'“p (I\...!il&, T
w : R
) | O 1
R M 18 el pa A
s I sl g
ﬁv ; wor.._ I 44d ‘j
e i A “il
< w1 L H 7
WWV Hi o C B L ﬂ * R ..ur‘w
»/ |lH1e  [Hth — R N
. @m s | fs A WL Y GRM
Sl E /g o
il s i 5 . ST ,ﬂ_f wjf
u : . J
1 £ u i iy (]
. r L) Tmmut. N- et vy Y x: J’
1 Av/.m e (WHIEN .”‘L.AP P, U
B A e
1 =] H N R L (sl
\33 H 2 & \
5 | 0 A ks i s Lmﬁ -
R 1
o a0 s Y L4 1 JERLVEE
| > | 7 il
: i 3 iy %”;F hmlu. T~
" et L“vz — ﬂ‘hmx ﬁ ﬂ { i
m" I -T‘ Dol ” H /rnxx V3 {1 renmrmens .\
il I S St aes s el
o] L . ol ' '
t A 1 = i (LY ,;_
o > u o
ENUIE LI g o odmit W (L
! S TR|s arﬁ.cAr H © .ID.. t.ﬁ .xxﬁ LiiL 14
] ﬁ# o IR E i N1 @; CoHk
\ e ,\ rw._A /nnw.uﬁ t] mmm.. \,

b

.

1

-8 - =

o o
-

ra—oid

y e m

T
14

yi

. —
S — . $

cresc. -
cresc. -

T
T+
- —

N’

. me .-

b S0 U ww 9 0
= e

="
y - ——

4)"‘2} ae L e 88

p

-4

i
T

130
£
v

P

=

[ T === [ PcrescT
i.u{

D A2 D B I8_4

y = e
y- S -

T
e
2
T

- w R P M N

£
",’
pcresc. -
cresc.

T

Ln

TP

T

U g

. EE Eef

a

o
&
T
=
.go:—

TaPt

NEL
To—

T

==
=

T
R—

y- s — o -4

.
—
0" R . .4

T UF, amat

r e

/R
L w s
v:ins
*g
B

Example 91. Op. 132, second mvt., bars 58-65

Example 92. Op. 131, fifth mvt., bars 59-67
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Example 94. Op. 135, first mvt., bars 15-20.
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Example 95. Op. 135, first mvt., bars 47-52
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Exampie 96. Op. 135, first mvt., bars 7-14
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Example 97. Op. 131, second mvt., bars 127-143
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Example 98. Op. 131, second mvt., bars 140-146.
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Example -100. Op. 127, third mvt., bars 182-190
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Example 105. Op. 127, fourth myt., bars 250-255

Example 104. Op. 127, first mvt., bars 17-32
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Example 108. Op. 132, first mvt., bars 148-151
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Example 112. Op. 127, first mvt., bars 7-15
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Example 116. Op. 133, bars 605-614
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Example 117. Op. 131, first mvt., bars 42-48
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Example 118. Op. 135, fourth mvt., bars 1-4
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Example 119. Op. 135, first mvt., bars 145-149
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Example 120. Op. 135, first mvt., bars 58-73
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Example 121. Op. 130. sixth mvt., bars 210-316
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110.

plays the original last movement, Op.133.

0 TTower "Upper Downward Same Total
‘Ng‘ Quartet Portamento | Portamento | Portamento Finger a
127| Flonzaley 74 12. 26 14 126
Busch 57 11 21 1 90
Hungarian 1 0 0 -0 1
Smetana 15 6 -3 1 25
“130} Pascal 19 8 27 12 66
Budapest 19 5 21 1 46
Smetana + 6 + 2 + 6 + 0 + 14
Amadeus +12 + 8 + 3 +1 + 24
131| Busch 39 61 104 24 228
Hungarian 4 16 21 3. 44
Fine Arts 12 21 13 5 56
Amadeus 14 17 17 6 56
132{ Pascal 16 17 14 9 56
Hungarian 3 14 15 5 37

Smetana 7 13 26 2 48 -
Amadeus 18 15 32 4 70
133| Pascal 5 5 5 1 16
Budapest 4 4 4 1 13
Hungarian 1 1 1 0 3
Amadeus: 10 2 6 0 18
135{ Flonzaley 13 14 22 4 53
Busch 28 13 52 5 98 .
Paganini 3 7 10 0 20
Fine Arts 16 14 13 7 50

TABLE I.. NUMBER OF PORTAMENTO EFFECTS p

. l,\::"e‘-ﬁi the
+ Not including the sixth movement, as the Smetana Quartet ?f?ﬁ
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Section Bar

Number |Mvt. | No.- |Unit | PASCAL HUNGARIAN | SMETANA AMADEUS
1 1 1 £ | 76-88 69 66 69
2 7 4 50 48 54 52
3 75 J 76 72 69 76
4 81 d. 50 46 50 54
5 135 & 72 76 63 72
6 139 | d. 50 46 50 46
7 2 1 l | 100-126 76 100 100
8 38 / 88 96 100 96
9 59 d 80 69 72 92
10 76 Py 116 76-92 116 108
11 3 1 | 4 56 60-63 56 56
12 70 4 66 58 80 70
13 144 | 4 | 152 152 152 152
14 281 P 56 63 54 56
15 4 1| 4 116 112 112 120
16 256 | # | 112-120 138 162 152

TABLE II. BASIC TEMPO OF EACH SECTION OF OP.127.

Sectidn Bar :

Number | Mvt.| No. | Unit | PASCAL BUDAPEST SMETANA | AMADEUS
1 1 1 P 1 66-76 60-72 69-84 92-104
2 15 | o 126-138 104-132 100-138 | 132-144
3 2 1 d 160-168 168-176 160 160-168
4 17 | o 176 168 168-176 168-184
5 54 | o 176 138 112 168
6 64 | d 168 176 160 168
7 3 1] o 58 56-58 56 60
8 66 | o 58 60 56 60
9 4 1] 48-52 54-60 54-58 69
10 5 1] 4 44-72 60-64 66-72 66-88
11 6 1] 4 120 144 - 138-144

TABLE III. BASIC TEMPO OF EACH SECTION OF OP.130.
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Section Bar

Number | Mvt.|No. | Unit | BUSCH HUNGARIAN | FINE ARTS { AMADEUS
1 1|1 J 63-66 63-66 63-72 72
2 2 |1 dJ 66 76 72 72
3 3 1. | 76 120-126 92 72
4 6 J 58 80-120 80 60-63
5 4 |1 4 88-92 104-112 | 88-104 100
6 66 . 108-132 152-176 120 138
7 % | 4 60 100 54-56 76-84
8 130 a4 92 84 80 80- 88
9 162 o 92-112 100 84 66
10 187 J 88-108 132 100 104
11 231 Jp 60 96 63 92
12 241 J 80 100 92 96
13 254 | 52 96 66 92
14 264 J 92 72-96 66-84 104
15 5 1 o 126 120 112 120
16 33 J 112 120 104 120
17 37 o 116 116 108 112
18 45 o 116 116 112 120
19 69 o 112 112- 108 108
20 199 d 126 116 108 108
21 203 o 112 116 108 112
22 211 o 112 116 116 116
23 235 o 108 112 108 108
24 27 | o 112-120 112-116 | 112-116 116
25 1365 | & 126 116 100 116
26 369 o 112 116 - 108 116
27 413 g 126 116 9% 116
28 417 o 112 £ 120 108 116
29 6 1 J 54-72 88 80-88 80-96
30 7 1 0 132 116-120 132 132

131.

TABLE IV. BASIC TEMPO OF EACH SECTION OF OP.
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|Section Bar

Number |Mvt.| No. |[Unit PASCAL HUNGARI AN SMETANA AMADEUS
1 1 |1 Jd | 132-176 76 92 92
2 9 . 116 132 138-144 100
3 21 J 76 76 80 56
4 22 4 116-120 132 126 116
5 131 | o 72 80 72 120
6 132 | 120 120-126 126 112
7 2 |1 & 46-48 60 60 60
8 218 | d 69 126 9 92
9 222 | . 48 63 58 63
10 3 1 P) 63 84 66 72
11 31 P 84 92 84 80
12 84 Py 58 84 80 88
13 115 | o 84 92 84 76-80
14 168 | & | 54-58 72 72 66-72
15 4 |1 4 126 138 132 126
16 25 J 69 88 66 80-100
17 40 d 144 152 72-144 168
18 46 J 96 76 72 40-80
19 c |1 S 48 54-60 56-60 60
20 280 d 72 72 72 72

TABLE V.

BASIC TEMPO OF EACH SECTION OF OP.132.
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Section| Bar , ‘

Number | No. | Unit| PASCAL BUDAPEST | HUNGARIAN | AMADEUS
1 1 J. 120-138 116-168 144-152 144
2 17 J 96 88 138 126
3 26 J 126 104 88-92 126
4 30 o | 132-138 116-120 116 132-138
5 159 P 112 46 72-76 52-54
6 233 J. | 126-132 144 152-160 144-160
7 493 c"‘ 120 . 112 144 116
'8 533 o | 126-132 . | 144-152 152 144-152
9 657 o 120 112 100 92
10 660 3 100 80 100 92
11 |663 J- |126-138 132-144 144 . 138-144

TABLE VI. BASIC TEMPO OF EACH SECTION OF OP.133.
Section | . . Bar
 |Number | Mvt. | No. |Unit | FLONZALEY. | BUSCH = | PAGANINI. | FINE ARTS
1 1 ) 120 112-120 | 144-152 | 108-132
2 2 1 | J. | 112-120 | 112-116 | 108-112 | 116-120
3 3 1 i 112 63-69 9% 100
4 23 | & 92-100 58 76 80-96
5 33 | 11 66 88 9
6 4 1 D) 58 58-80 50 66
7 12| & 72-80 54 44 60
8 13 | o 72-76 66 72-80 76-80
9 161| o 80-84 100 69 80
10 174| o 72-76 66 72-76 72-76
11 248| & 112 100 132 76
12 250] o 72-80 69 76 80
TABLE VII. BASIC TEMPO OF EACH SECTION OF OP.135.
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Section

Bar PASCAL HUNGARIAN SMETANA AMADEUS
Number (Mvt.l No. |Unit 1 2 - 1 2 1 2 1 2
1 |1 1 'l" 76-88 | 12| 52-69 |17 | 66 |0 69 0
2 7 | & | 42-54 | 7| 42-50 | 8 | 48-56 |8 |50-58 | 8
3 75 | & 76 0 72 0 69 |0 76 0
4. 81 | d. | 46-50 | 9| 44-48 | 4 |50-56 |0 |52-56 4
5 135 | 2 72 0 76 o l. 63 |o 72 0
6 139| o | 46-52 | 6| 44-48 | 4 | 46-54 |8 |46-54 8
7 |2 1 4| 96-126| 30 | 63-100 |37 | 72-116 |44 |84-100 |16
8 38 | & | 80-92 | 12| 80-100 |20 | 92-104 |12 |84-100 |16
9 59 | & | 40-44 | 4| 58-69 (11 |69-84 |15 [92-100 | 8
10 76 | & | 108-144 36 | 76-108 |32 | 88-120 |32 |92-112 |20
11 |3 |1 d | 138-174 38 | 56-63 |7 |50-56 | 6 |52-60 8
12 70 | 4 66 | 0 58 0 80 o] 76 0
13 75 | o 168 | 0 63 |0 84 0| 48 0
14 78 | d 66 | o|. 58 0 |54-56 | 2| 72 0
15 81 | d- | 168-1764 8| 60-66 - | 6 |54-58 | 4 |52-56 4
16 144 | d- | 138-157 14| 144-160| 16 |138-152| 14]120-152 | 32
17 269 | o 56 | 0 63 0 54 0 |56-58 2
18 281 4. 56 | 0| 63-66 |3 54 0 |54-56 2
19 |4 1 J T 112-120 8 | 104-116 | 12 | 88-120] 32|108-126 |18
20 256 | ) | 112-120 8 | 132-150 | 18 |104-116| 12]126-160 | 34
TABLE VIII. OP.127 RANGE OF UNINDICATED TEMPO CHANGES

Column 1. Range

Column 2.

Difference between slowest and fastest tempo.
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SMETANA

AMADEUS

Section Bar PASCAL BUDAPEST
Number Mvt.|No. |Unit

| 1 2 1 2 1 2 1 2
1 111 | 6976 | 7| 6676 |10 | 69-76 | 7| a6-50 | a
2 15 | J |128-138 |12 ] 132 0 138 | 0| 144 0
3 20 | 4| 66-76 | 10| 72 0| 76-80 | 4| 48 0
4 25 | o |112-132 | 20 |104-132 | 28 | 116-144 | 28 | 120-144 | 24
5 ot | 4| 72 o| 69 0 80 o| 48 0
6 9 | & 144 ol| 104 0 138 o| 138 0
7 97 | & | 76 o| 69 0 76 o| 48 0
8 10| 4 | 72 0| 108 0 138 ol 138 0
9 100 4 | 66 ol 60 0 84 o| 50 0
10 104| o |108-138 | 30 |104-132 |28 | 120-138 | 18 | 120-144 |24
11 214] & | 60-66 | 6| 69 o | 72-76 | 4| 48 0
12 218| 4 | 144 0| 126 0 132 | ol 138 0
13 219 J‘ 66 0| 66 0 80 0 46 0
14 220| & | 138 0| 126 0 132 | o 144 0
15 21| 4| 66 0| 6 0 80 o| 48 0
16 222 | o |126-138 |12 |112-126 |14 |126-132 | 6 |132-136 | 6
17 1 Jd i52-160 | 8 | 176 0 [ 152-168 |16 | 160-168 | &
18 17 | o |168-176 | 8 |168-184 |16 | 160-176 |16 | 168-184 |16
19 64 | 4 |160-176 |16 | 176 0 |152-160 | 8| 164 0
20 [3 T J [ 46-58 |12 | 52-63 |11 | 100-120 |20 | 54-63 | O
21 66 | J | 40-60 |12 | 48-63 |15 |108-116 | 8 | 58-63 | 5
22 |4 T | )| %652 | 6| 48-65 |15 | 54-58 | 4| 66-69 | 3
73 T | N [%-72 [32 | 66-88 |18 | 60-72 |12 | 65-88 |25
3 ) ) |Tz-1%6 |17 (126142 |18 . T 132-144 |12

TABLE IX. OP.130 RANGE OF UNINDICATED TEMPO CHANGES

Column 1.

Column 2.

Range

Difference between slowest and fastest tempo
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Section Bar BUSCH HUNGARIAN FINE ARTS | AMADEUS

Number |Mvt.| No. |Unit| 1 7 1 2 1 2 1 T2
1 1 1 J 58-69 11 | 56-76 20 60-76 [16 | 63-76 |13
2 7 11 IR IR 138-160 | 22 | 128-152 |24 |132-152 |20
3 51 ] 69-76 7 | 92-126 | 34| 76-82 | 6 | 72-80 | 8
4 6 ) | 58-96 |38 | 84-120 | 36 | 72-80 |8 | 60-84 |24
5 a1 J 180-92 12 | 88-112 | 24 | 84-104 20 | 92-104 |12
6 66 | J |108-132 |24 |152-176 | 24 |120-126 | 6 [132-144 |12
7 90 | 4 | 60-84 |24 72-84 | 12| 50-56 |6 | 76-84 | 8
8- 130 | S | 76-96 |20 | 80-92 [ 12| 80-88 |8 | 76-88 {12
9 162 | 4 | 92-116 |24 | 84-104 | 20 84 |0 | 66 0
10 187 | o | 88-108 |20 | 88-138 | 50| 72-116 44 | 96-112 |16
11 231 | 4 | 52-92 |40 | 48-96 | 48| 63-100 37 | 44-96 |52
12 268 | N | 92 0| 72-96 | 24| 66-88 p2 |104-112 | 8
13 5 | 1 p 126 0 | 120 0 [104-116 12 | 120 0
14 33 | 4 | 63-112 |49 | 120 0 104 |0 | 120 0
15 37 | o 116 0| 116 0 108 |0 [112-120 | 8
16 45 | o [116-120 | 0 [116-120 | 4 108 [0 | 120 0
17 69 | o |108-112 | 4 |108-120 | 12| 104-112{ 8 [108-120 |12
18 199 | d 126 0| 120 0 108 [0 | 120 0
19 203 |. o 112 ol 116 0 108 |0 | 112 0
20 211 | 2 | 112 0] 116 o| 108-116/8 | 116 0
21 235 | o |108-120 |12 |108-112 .| 4| 104-108 4 |108-116 | 8
22 327 | o |112-120 | 8 |112-116 | 4| 104-116|12]112-116 | 4
23 365 | d 126 ol 116 0 100 | o] 116 0
24 369 | © |112-116 | 4 | 116 0 108 | 0| 116 0
25 413 | d |116-126 |10 | 116 0 % | 0| 116 0
26 417 | o |112-126 |14 {116-120 | 4 |100-116 |16]108-116 | 8
27 6 | 1 J [ 5480 [ 26 [ 84-96 [ 12| 76-92 [16] 80-96 |16
78 7 1 d [126-144 |18 |104-132 | 28 | 104-152 | 48|112-144 | 32
29 377 | ) 76 0| 76 0 69 o] 76 0
30 383 | J 132 0 |120-138 | 18| 138 0/120-132 | 12

TABLE X. OP.131 RANGE OF UNINDICATED TEMPO CHANGES.

Column 1. Range
Column 2. Difference between slowest and fasteé‘_c tempo.
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. PASCAL - HUNGARIAN SMETANA AMADEUS
Section Bar :
Number Mvt.{No. |[Unit 1 2 1 2 1 2 1 2
1 1 1 'F 66-88 22| 72-92 20 46 0 | 44-46 2
2 9 J 116-138 22| 120-138 18 |132-144} 12 {100-116 | 16
.3 21 J\ 76 0 76 0 80 0 56 0
4 22 J 84-144 60 92-138 46 | 104-144 | 40 {104-120 |16
5 131 J\ 72 0 80 0 72 0 120 0
6 132 ) 84-132 48 60-132 72 1112-126| 14 |104-132 | 28
7 2 1 A 44-50 6 56-72 16 56-76 20| 56-66 10
8 3 1 j\\ 56-69 13} 63-92 29 66-72 6| 69-84 15
9 131 60-88 28 56-92 36 80-88 8| 76-80 4
10 84 ) 56-63 71 76-88 12 76-80 41 40-44 4
11 115 ) 60-88 28 66-96 30 72-86 16} 76-80 4
12 168 J\ 40-58 18 60-84 24 69-72 31 63-72 9
13 4 1 " 120-138 18 | 126-138 12 1126-132 61126-138 | 12
14 25 ) 100-160 60 | 132-176 44 60-132 | 72| 80-100 | 20
15 40 J 144-152 8 152 0 72-144 1 72 | 84-168 | 84
16 46 s 96 0 72 0 72 0| 40-80 |40
17 - 5 1 J‘ 42-54 12 50-66 16 52-60 8| 56-66 10
18 280 J 66-76 10 63-80 17 66-76 10| 69-76 7

TABLE XI. OP.132 s RANGE OF UNINDICATED TEMPO CHANGES

Column 1. Range
Column 2. Difference between slowest and fastest tempo.
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Section Bar

: FLONZALEY BUSCH PAGANINI _ |FINE ARTS
Number {Mvt.!No. |Unit 1 5 1 . > 1 > 1 2
1 1 1 } 27 40 37 35 23 | 15 19 47
2 2 |1 4. | 22 20 | 15 24 | .13 | 11 | 15 |13
3 3001 Sl 6 9 |13 16 6 | 6 6 |12
4 23 | 4 2 4 2 8 4 | 7 2 5
5 3 M 7 5 3 13 2 | 16 1 9
6 4 |1 Il 7 8 6 5 2 9 0 9
7 12 | 7 0 0 0 0 0 0 0 0
8 13 | @4 8 5 11 17 10 6 | 10 |11
9 161 | # 3 6 2 2 1 7 2 1
10 174 o 1 1 2 2 1 1 3 1
11 208 | o 7 1 4 2 2 0 1 1
12 248 | 0 0 0 0 0 0 0 0
13 250 | o 2 0 2 0 1 0 0 0

- TABLE XIX. OP.135 FREQUENCY OF UNINDICATED TEMPO CHANGES

Column 1.

AND RUBATO.

Column 2. Number of rubato effects within a section.

Number of unindicated tempo changes within a section.
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Section | Bar PASCAL BUDAPEST HUNGARIAN | AMADEUS
Number No. Unit 1 2 1 2 1 2 1 2
I

1 1 e |3 0 3 0 1 0 0 0
2 17 P 1 2 0 0 1 2 1
3 26 d |o 0 0 0 1 17 0 0
4 30 J |12 12 3 6 18 | 15 8 4
5 159 | 4 | 14 8 8 11 | 4 3 4 13
6 233 | 4 | 10 7 12 9 12 | 15 11 18
7 493 | J |7 2 0 4 0 4 1 2
8 533 | o | 13 6 7 8 5 10 7 11
9 657 | & |0 0 0 0 0 0 0 0
10 660 | 4 | o 0 0 1 0 1 0 0
11 663 | J. | 5 2 5 4 3 6 7 7

TABLE XVIII. OP.133. FREQUENCY OF UNINDICATED TEMPO
CHANGES AND RUBATO.
Column 1. Number of unindicated tempo changes within a section.

Column 2. Number of rubato effects within a section.
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Section PASCAL HUNGARIAN | SMETANA AMADEUS

Number Mvt.] No. Unit I Z T Z T Z T Z
1 1 (1 j\ 4 2 2 4 0 3 1 |2
2 ' 9 ) 3 5 6 4 4 2 2 3
3 21 0 1 0 0 0 0 0 1
4 22 ' d 43 14 24 37 20 37 14 | 25
5 131 Do 1 0 1 0 0 0 |1
6 132 | J |40 |20 2 | 33 23 31| 19 | 27
7 2 {1 g {29 |23 14 | 23 | 15 | 40| 16 | 14
8 3 |1 4 o |17 15 21 4 17 10 | 18
9 31 l ol 9 9 | 14 2 141 4 |2
10 84 & |15 8 10 13 2 14| 3 | 7
11 115 J o2 |7 12 12 7 10| 4 |3
12 168 | o |29 |22 10 | 23 4 17 | 5 | 13
13 4 |1 4 |13 9 5 23 1 8 8 8
14 25 d {3 3 4 10 4 8 1 10
15 40 d |2 2 0 2 2 2 1 2
16 46 J lo 1 0 1 0 0 1 |0
17 5 |1 d |36 |7 32 24 20 25 7 10
18 280 J |16 2 14 | s 13 8 8 | 4

TABLE XVIL OP.132  FREQUENCY OF UNINDICATED TEMPO
CHANGES AND RUBATO.
Column 1. Number of unindicated tempo changes within a section.
Number of rubato effects within a section.

Column 2.
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. BUDAPEST

Section|{Bar PASCAL HUNGARIAN - AMADEUS
Number {No. {Unit] 1 2 1 2 1 2 1 ]2
1 1 J; 112-138 | 26| 116-168 | 52 |138-152 | 14 | 144 0
2 17 ) 48-52 4 88-96 8 138 07t 116-126} 10
3 26| & | 126 o] 104 0| ss<92 | 4.} 126 |o
4 30 J 120-138 18 | 116-120 4 1108-120 {12°1126-138 ] 12
5 159 J 100-116 | 16 92-104 |12 72-80 821100-108 | 8
6 233 J- 116-138 42 | 132-152 } 20 _76—144 68.1144-160 ] 16
7 493 J\ 108-126 | 18 112 0 144 0:1116-120| 4
8 533| & | 112-132 | 20 | 108-152 |44 |132-160 |28°|120-152 | 32
9 657| o 120 ol 112 o] 108 0| 116 |0
10 660] o | 100 0 80 o | 100 0 92 |0
11 663 J 120-138 18 |126-144 |18 {120-160 {40 |132-144 | 12
TABLE XII. OP.133. RANGE OF UNINDICATED TEMPO CHANGES
Column 1. Range
Column 2. Difference between slowest and fastest tempo.
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Section Bar
. FLONZALEY BUSCH PAGANINI FINE ARTS
Number Mvt.{ No. jUnit 1 > 1 5 1 5 1 T2
1 1 1 J\ 108-126 {18 96-126 | 30 |120-152 | 32 | 108-132{ 24
2 2 1 ci 104-120 |16 |104-116| 12 {108-116| 8 {104-120} 16
3 3 1 ;k 52-60 8 |112-168 | 56 88-108 | 20 88-126| 38
4 23 } 46-50 4 1108-132 | 24 63-80 |17 80-96 16
5 33 oﬁ 54-63 9 1120-144 1| 24 | 80-96 |16 96-104 8
6 4 1 P 52-72 20 58-80 22 44-50 6 | 66 0
7 12 J\ 80 0 54 0 40 0 .60 0
- 8 13 e 69-76 | 7 66-72 6 72-80 8 72-80 8
9 161 J 76-84 | 8 92-100 8 | 60-69 9 72-80 8
10 174 e 72-76 4 63-66 3 72-76 4 72-80 8
11 208 o 56-76 20 63-66 3.1 72-76 4 60-72 | 12
12 248 ) 56 0 100 0 132 0 152 0
13 250 o 72-80 8 66-69 3 76-80 4 80 0

TABLE XIII. OP.135. RANGE OF UNINDICATED TEMPO CHANGES.

Column 1. Range

Column 2. Difference between slowest and fastest tempo.




124,

Section Bar PASCAL | HUNGARIAN | SMETANA | AMADEUS
Number |Mvt. | No. Unit [T [ 2 | 1 7 11 2 1 | 2
p .
1 1 102 |1 |1 |1 1 0o | 7 0 3
2 71 d e |5 | s 7 5 | 6 3 8
3 751 & J0 |1 | 0 2 0| 6 0 1
4 g1l d |7 | 3| 4 4 2 | 6 2 2
5 135 & |0 310 0 0 2 0 2
6 139 4|8 [ 12| 13| 14 |9 | 19| 6 11
7 2 1 | & e {11 21| 21 |18 34| s 12
8 38| Hls (4|6 6 4 | 10| 4 2
9 59| o |1 141 5 12 4 10 3 8
10 76| & |10 25| 24| 25 | 19| 42| 13 | 16
11 3 1 | d ]2 |4 ]| s 8 3 | 4 10 | 5
12 70l 4 1o |o | o 0 0o | 1 0 0
13 751 4 1o Lo | o [0 o | o 0 0
14 78| 4 o o | o 0 1 | o 0 0
15 81| d |2 |3 | a 2 6 | 1 4 6
16 144 15 |1 | 7 5 5 | 6 8 3
17 269 4]0 |1 | 0 1 0o | 1 1 0
18 281l d-]0 |0 | 1 1 0 | o 2 1
19 4 1 1 dle |19 20 | 12 |20] 3| 9 21
20 256 o 14 | 6 | 9 4 6 | 10| 10 | 7
TABLE XIV. OP.127. FREQUENCY OF UNINDICATED TEMPO

CHANGES AND RUBATO.

Column 1. Number of unindicated tempo changes within a section.

Column 2. Number of rubato effects within a section.
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Section] Bar PASCAL BUDAPES SMETANA AMADEUS
Number Mvt.| No. | Unit 1 2 1 -2 1 2 1 2

A
1 1 |1 ’ 3 7 5 3 2 3 2 2
2 15 | 4 1 )1 0 1 0 1 0 0
3 20 | 4 | 3 |3 0 2 1|1 o |1
4 25 | 4 10 | 15 16 14 9 15 |8 6
5 o4 | & | o 0 0 1 0 1 0 1
6 9% | 4 0 0 0 0 0 0 0 0
7 97 | 4 0 0 0 1 0 1 0 2
8 100 | 4 o | o o | o o | o o |0
9 101 & 0 1 0 2 0 0 0 1
10 104 | 4 25 14 15 22 9 23 5 7
11 214 & | 3 2 0 3 1 2 0 1
12 2181 4 | 0 0 0 0 0 |0 0 0
13 219 :’“ 0 0 0 0 0 0 0 0
14 221 ¢ | o 0 0 0 0 0 0 0
15 211 4 | o 0 0 0 0 0 0 0
16 2221 4 | 4 |1 2 4 1| 3 |1 |2

]
17 |2 |1 o 4 0 0 0 2 5 1 1
18 17 | & | 3 0 5 5 8 5 7 4
19 64 o 2 2 0 2 5 8 |o 0
20 |3 |1 /s 39 | 12 27 28 13 20 |8 20
21 66 | J 7 6 10, 6 7 7 3 5
2 |4 |1 J | s 13 7 | 22 | 4 19 |1 15
23 |5 |1 J | 48 | 33 9 36 17 | 28 |11 | 28
24 6 1 ) 55 31 30 25 - - 17 7

TABLE XV. OP.130. FREQUENCY OF UNINDICATED TEMPO

CHANGES AND RUBATO.
Column 1 Number of unindicated tempo changes within a section.
Column 2. Number of rubato effects within a section.
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Section Bar " BUSCH HUNGARIAN | FINE ARTS | AMADEUS

Number {Mvt.} No. jUnit 1 2 1 2 1 2 1 2
1 1 1 J | s 30 29 43 | 22 | 35 | 13 19
2 2 1 d 111 12 17 29 | 12 | 30 | 13 17
3 3 1 o |1 1 2 3 3 1 3 0
4 6 s |2 6 4 5 1 4 5 5

.5 4 1 J |7 19 11 16 | 8 21 | 6 11
6 66 | o4 |7 5 6 7 1 8 7 4
7 0 | 4 |6 10 6 16 | 6 14 | 2 6
8 130 | 4 | s 14 5 22 | 8 i5 | 3 9
9 162 | 4 | 2 5 5 8 0 5 0 5
10 187 | 4 | a 16 19 22 | 21 | 18 | s 15
11 231 | d |1 1| 1 2 6 5 11 7
12 264 | & |0 3 4 7 8 6 2 7
13 |5 1 e |0 1 0 4 | 2 2 0 4
14 3 | 4 |1 0 0 0 0 0 0 0
15 37 o |0 1 0 1 0 0o | 2 1
16 45 | o |2 4 1 4 0 0 0 1
17 69 | o |5 12 6 6 6 0 2 7
18 1991 4 |0 0 0 0 0 0 0 0
19 2031 © |o 0 0 0 0 0 0 0
20 211 | e o 1 0 1 2 1 0 0
21 235 | © |4 6 2 8 | 6 2 2 8
22 271 e |2 2 1 4 |3 0 1 1
23 65| 4 |0 0. 0 0 0 0 0 0
24 69| o |1 2 0. | 3 0 o- | o 1
25 413 8 |o 0 0 0 0 0 0 0
26 417 o |5 2. 2. 1.7 | 10 ] s 2 3
27 |6 1 S o 17 | s | .20 |.14 | o 8 15
28 |7 1 | d |28 29 38 76 | so | 34 | 27 40
29 377 o |0 0 0 1 0 0 0 0
30 383 J |0 1 1 1 0 0 2 1

TABLE XVI. OP.131. FREQUENCY OF UNINDICATED TEMPO CHANGES
AND RUBATO.

Column 1. Number of unindicated tempo changes within a section.

Column 2.

Number of rubato effects within a section.
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__FIGURE JL: (&)

BASI. TEMPO . OF _EACY SECTION BY 'AFQQ@_:&LARTETS;...,.; R

.j'bPos

[

- i

: i —_—
§ L .
. P a7 T
{ i
.
'
! t
e ————— - — ,
| m——
————
i -

IR,

&9

07\)
oo

\Sv

30

R P
Ho
00

90
~Bo

N b I

A7 25 2% 3e

2o, .2l a2 .23 24 & 2b

lj

oon GunkTERS B¢ sE¢mgnis

oy

;4 S e 1y

2
- -

10

- 30

= e e S e e



ROARTETS N "ORDER,

po -

FiGuRrg I 3
oPLs 3\
SEMONY . WY [ TEMPO MARXING BAR OOt T
NN EW NO
C 1 ADAGIO, MA NONTROPYD B MOLTO ELPRESSING ) J
2 3 ALECRD MOLTD NWNACHE ! d
3 3 MLE6RO MODERMO 1 i
4 ADAGIO b i ’,\
5 ANDANTE, Mk NON TROPPO € HOL,TO CANTRRTLE i )
6 PL3Moss0’ ' ¢6 J
1 ANDANTE MODERATD € LLﬁ\M@l«\EKo q0 J
8 T ADAGY 130 N
S A | AieoreTO b | J
S| ADR@O, MA NONTROPPO €$EMPL\CE 187 Jd
A AwEéaeﬂ‘o 23} J
AN TEMPO e 241 A
AUELRETTO 254 J
(N TEMPO aby 2
PRESTO l o
MOLTD fOoco ADRGW .33 <
‘\EIM_QO I 37 -
E\N -:’:\'EMPO 45 o
o
HoL-ro ?oco kOAG\o /?q d
TEMeo T 102 o
IN TEMPO AN o
- a3s (-]
.o ' : 4 327 °o
.- _MoLTD PocO ADAGIO - _36s | J
i I TEMBO T 3éq o
| =] -MOLTD Poto ADAE;\D 413 d
128 TEmeo T H"I ©
B 29 A BOALID  RUASL LN OB CO ANDANTE A
3. .30 1 __ | ALWEeRo i d

CRuscw
CRoNGARI ANY

e AT

. AMADEOS

0ST



o]

AE™ P

90

ons I3 .. R S N
BASIC TEMPo oF EACH SECTiON BY  Four GUARTETS -1 [ . ... . PETONIMVTE TEM PO - MARKING
200 ~ — NumBLR
' N - 1 ASSAl SOSTENVTO
150 S e i _— 2 ..} ALLEGRQ
. ", l ADAGIO .. . ]
180 - e e e e e - ot A . JALLEGRO - L
| ! APAGIO )
1M e e - i ALLEERD
) ! ALLEGRO MA NON TANTO
6o - S e e e ' L] LISTESS O TEM PO
! L ISTESSY ¢zmﬁo
150! e = . 1- MOLTO ADAGIO. - .
| . : AND}\NY{
% ; : e - . : . 3 | morro. ADAG:O e
X ' | ANDANTE |
|y! - N . - - I E LTQ ADAGIQ
| : - . : ALLR MARCIA ,ASSAL VIVACE]
120} . IS I e e - .4. Pru ALLEGRD
i LT 1 L R S L - : . RLS?O R
o i - —— N Puto AQALID
i R c |Auecde arrAssIONATO
100 - S T — v .,". PRESTO . . ... e
o
- - SR | ! I e
goll {14111~ - e D N QRUARTETS IN_ORDEXR ..
o 11 PR | o o b PascAL S
R N b z HUNGAR AN
&o e E S - (T - .SMETANA | .
I ' by 4- AMADE VS
So ll - . . .:, IR O X I O SR - : T e
[}
w | A h
2 + 5 o6 8 . 9 e .‘sz,:z Moog i ay B 9. 20
Fouk’ muAt\Tr.]‘S R\l ;ECTlnNS l-)o - i o

“TET



| oPus 133

BASIC TEMPo OF EACH S ECTION -BY. FOUR OW‘RTkTS

)

psof 1

1]
1
|
1
|
]
wol |
.
h!
sl
- h
N
. il

)y
(P
e

it

TE MPo
(<3
o

50 i I R

[ l' d o e e e - R -
VN 3 4 Y 6 . 7 g :9 10 ., . ..o .
FouR GQUARTETS BY SECToNS i~ . R [

FIGUAR X

" [secrion
A ANUMBRER

TEMPO  MARKING -

(9.;(0\!@"\'4‘0‘"” -

o

JALLEGR O r’JOLTo £ wn BR:0 .

_|mENo Mosso . E. I'loDr.RAfb . 6(90

OVERTURA, ALLEGRD . . ¢ |
MENO MUSSo.E :')ouhRAfo S I by |
ALLEGRO . . .. o2k
FUGRA .. DL .-1.30
MEND MOSSo EMootRAro n§
ALLE GHO MO LTO £ wn BRIO
MEno MoSSe E MoDERATO . ug
3

ALLEGRO.

&suysNFkLS%'

ALLEGRO MoLTo .€ cons 20 |663

v Dws L

" QUARTETS IN_ORDER. .. ...

M'{éggcuﬁ'ﬁ.‘ :"_:W. o
2. BUDAPELT .
8 HUNGARIAN .

"CET-



BASIC TEMPo oF EACH SEcTioN .BY FUVR QUARTETS..

oPUS IXS

TFEMFPO

1o

100

90

8o

7
Gv

Five]

SECTI0d
NUMBE.

MV

“TeEMPo MARKING

BAK
NO.

ALLEARETTR

NAYRSE

WENTO ASSAI c:erNf‘ 5 mNvao
Piv L:N"o e e
TEMPo |

13
32

. ALLE C\&o e ._._:......_.:.,_.4 SN S

GRAVE, MA NoN TROPPY TRATTO .
ADAGW .

ALVEGRS - . .
GRAVE | MA NON, 1\20\’»’9 -nMﬂ'o

PiU_ADAGIO i

ltempo . _'f_j

k3

i3]
LINE

174
2.8
250

1
- . - - 3
- .3
- I S A
S
;.: i T T e T
i PR B o
! ) o o . :
- T :
A THEIE ,
: b .
\
- . -
Il ‘I Ill 1
2 3 4.5 6.7 8 9. :/o 2 g
Fovk ouARTETS BY Secmions i-iz L T

ovAe-rE'r.s N oﬁD ER

Fs.ouzm.sy e

. _ 3 BUSCH
. A A
-

PAGA®esirs . .
FiNE ARTS. _._.i. ...




Op.

Op.

Op

Op.

Op.

Op.

127, Eb major

130, Bb major

.131, C# minor

132, A minor

133, B major

135, F major

DISCOGRAPHY

Flonzaley Quartet
Busch Quartet
Hungarian Quartet

Smetana Quartet

Pascal Quartet

Budapest Quartet
Smetana Quartet
Amadeus Quartet

Busch Quartet
Hungarian Quartet
Fine Arts Quartet
Amadeus Quartet
Pascal Quartet
Hungarian Quartet
Smetana Quartet
Amadeus Quartet
Pascal Quartet
Budapest Quartet
Hungarian Quartet
Amadeus Quartet
Flonzaley Quartet
Busch Quartet

Paganini Quartet

Fine Arts Quartet

134,

Victor. 7629/33, Set M 153 (?)
EMI SH381 2XEA 5655-6 (1936)
Record Society (Aust.),

299 Flinders Lane, Melb.,
S$/6281. (1967).

Supraphon. 80 230PK. (1966).

Concert Hall Record Club,
Grove House, 551 London Rd.,
Isleworth, Middlesex.
LM-2050 (1964).

CBS. SOCL-294 (7)

~ Supraphon. 50604 (1965).

D.G.G. 643624 138538 (1963).

EMI SH381 2XEA 5656-7 (1936).
Record Society. (Aust.). S6282 (1967).
Murray Hill Records,

419 Park Ave., SO., N.Y.

S. 3455 (1968).

D.G.G. 643625 138539 (1963).

Concert Hall Record Club LM-2050
(1964).

Record Society (Aust.) S6283 (1967).
Supraphon. 50885 (1967).

D.G.G. 643626 138540. (1963).

Concert Hall Record Club.
LM-2048 (1964).

CBS -SOCL 294 (7).

Record Society (Aust.). S6281 (1967).
D.G.G. 138538B. (1963).

- Perennial. 2003 (?).

EMI SH382 2XEA 5658 (1936).
Victor. 12-05-5.7 Set M-
1253 (?)

Murray Hill Records.

53455 (1968).



135.

BIBLIOGRAPHY

Apel, Willi, editor. Harvard Dictionary of Music. Cambridge, Mass.:

Harvard University Press, Revised ed., 1973.

Arnold, Denis and Nigel Fortune. The Beethoven Companion. London,

Faber, 1971.

Clough, Francis F., and G.J. Cuming. The World's Encyclopaedia of

Recorded Music. Connecticut: Greenwood Press, 1966.

Czerny, Carl. The Art of Playing the Ancient and Modern Pianoforte Works.

London: R. Cock;, 1970.

Eaglefield-Hull, A., editor. Beethoven's Letters. New York: Dover

Publications, 1972.

Fiske, Roger. Beethoven's Last Quartets. London: O.U.P., 1940.

D'Indy, Vincent. Beethoven. Books for Libraries Press, 1970. Reprint
of 1913 ed.

Kerman, Joseph. The Beethoven Quartets. London: 0.U.P., 1967.

Kersh, Friedrich, and Edward Krehbiel, editors. Beethoven: The Man and

the Artist as Revealed in his Own Words. New York: Dover, 1964.

Lam, Basil. Beethoven String Quartets. 2 vols. London: B.B.C., 1975.

Mohaim, Evan. Beethoven: Naissance et Renaissance des Dernier Quatuors.

Paris: Desdie de Brouner, 1964.

Mareck, George R. Beethoven: Biography‘gf_g Genius. New York:

Funk and Wagnalls, 1969.

 De Marliave, Joseph. Beethoven Quartets. Translated by Hilda Andrews.

New York: Dover, 1961.



- 136.

Mason, D.G. The Quartets of Beethoven. London: 0.U.P., 1947. .

Mies, Paul. Beethoven's Sketches: Study of his Style from his

Sketchbooks. New York: Dover, 1974.

Mozart, Leopold. A Treatise on the Fundamental Principles of Violin

Playing. Translated by Editha Knocker. 2nd ed. London: 0.U.P,, 1951,

The New Grove Dictionary of Music and Musicians. Sth ed. 1980.

S.V. "Amadeus Quartet', '"Budapest Quartét",'"Fine Arts Quartet",
"Flonzaley Quartet', "Hungarian Quartet', "Smet ana Quartet",

Radcliffe, P. Beethoven String Quartets. Cambridge: Cambridge

University Press, 1978,

Rieman, Hugo. Musik-Lexicon, Mainz: B. Schtt's SBhne, 1975.

Rosen, Charles. The Classical Style. New York: Viking Press, 1971,

‘Scherman, Thomas K., and Louis Biancolli, editors. The Beethoven
Companion. New York: Doubleday and Co., 1972,
Schindler, Anton. Beethoven as I Knew Him. Edited by Donald W. MacArdle.

Translated by Constance S. Jolly. London: Faber and Faber, 1966.

Schwann-1: Record and Tape Guide. Boston, Mass.: Schwann Publications,

May 1982,

Sonneck, D.G., editor. Beethoven: Impressions by his Contemporaries.

New York: Dover, 1967.

© -Szigeti, Joseph. On.the Violin. London: Cassell, 1969.

Temianka, Henri. Facing the Music. New York: David McKay Company, 1973.

Thayer, Alexander Wheelock. Thayer's Life of Beethoven. Revised and

“edited by Elliot Forbes. Princeton, New Jersey: Princeton
University Press, 1967.
Tovey, Donald Francis. Beethoven. London: O,U.P., 1944,

Truscott, Harold. Beethoven's Late String Quartets. London; Dennis

Dobson, 1968,



