that, tries to play it like romantic music only shows it up
as being thin and uninteresting. A performer who, on
the contrary, takes into consideration the characteristics
belonging to the style of the era could obtain a result
that places this repertoire in a different light. A
_historically correct interpretation should not depend on
the use of old instruments or copies of old instruments:
a modern ‘wrong’ instrument can do justice to this
music, too. To realise such an execution, however, the
player should have knowledge of the elements that
compound a certain style, and the ability to transpose
this knowledge to his own instrument and his own
playing. Too often it seems as if our music comes from
another planet with its own musical history. There are
great differences in the way of phrasing and the
rhythmical performance, but it is determined most
perhaps by the way guitarists do or, rather, don't,
articulate. One could say that the guitarist speaks a
universal language with a very peculiar accent.

[ want to emphasise something many people found
out long before [did: that to play what is written is an
impossibility. Musical notation only ever gave the
necessary information, especially up to the period of the
later romantics. To achieve a good performance the
player had to have a good basic understanding of
musical conventions — rather like a jazz performer
would have, today. The notes were never of equal
length or intensity when played; on the contrary, the
aim was to obtain all kinds of subtle shades.

In many publications from the second half of the 18th
century concerning the ‘true art” of playing the flute,
violin or harpsichord. there is a description of a
performance practice which can be characterised as
very transparent and open. This taste held a strong
influence into the first decades of the 19th century, the
time in which the guitar flourished. One determining
factor in this practice is the so-called ‘non-legato’. Many
of the sources speak of the development of an
instrumental technique for separating the notes, so that
they didn’t run into each other. Non-legato (or
articulation in general) always has both a musical and a
technical side. String players obtain this effect by the
‘spiccato’ technique. detaching the notes by bouncing
the bow on the strings in a short, separate movement
for cach note. A flautist obtains a similar result by

customary to add many articulation marks in the scores.
(For evidence of this, compare a Bach partita for
harpsichord with a Mozart piano sonata, in original
form). It is possible that this was done for an increased
need to ‘fix’ all the elements of the composition. This
fixation of the articulation was also important because it
always had a certain ambiguity. Moreover, the deviation
of unwritten rules like displaced accents and unusual
slurs, which were felt to be exciting, became part of the
composition.

In the transition to another era the non-legato
approach disappeared eventually. According to a
certain opinion in musical sociology the French
revolution from 1789 onwards brought ‘egalité’ in the
social sense, and the newly founded Conservatoire
brought ‘egalité’ in music. At the turn of the century, as
we can see in several methods and other books for the
pianoforte another opinion is gaining ground:

Muzio Clementi (1802): Wenn der Komponist das
legato und staccato dem Gefiihle des Spielers iiberlisst,
so ist die beste Regel, hauptsichlich und am mehresten
legato zu spielen, und das staccato fiir besondere Fiille
aufzusparen, um gewisse Passagen herauszuheben und
thnen mehr Leben und Energie einzudriicken. Wo aber
héhere Schianheiten diese Spielart erfordern, da muss das
gebundene Spiel natiirlich weichen."





















