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From Marionettes to the Great Orchestras

Nikolaus Harnoncourt

I had the great good fortune, indeed the privilege, to grow up in a family where life
was completely steeped in music (Photo 1). My father could play the piano very
well and he also composed. He had a very hard life and he went through many
ups and downs. The strength he needed to overcome all turns of fate determined
life in the entire family. I had four brothers and two sisters.

My father was born in 1896. From his childhood his only wish was to become
a musician. Many family relatives spent the school holidays together in a castle in
Bohemia, and my father composed romantic operas about forest spirits and nature
(Photo 2). He rehearsed these operas with his cousins; all these children were
aged between 6 and 15 years old. In place of an orchestra my father used to play
the piano. Unfortunately at that time it was impossible for a member of the
nobility—the Harnoncourts were counts—to become a musician. Possible professions
were in the clergy, the diplomatic service, an officer in the army or navy, perhaps
a doctor or a lawyer. In 1914 my father joined the Austrian Navy (Photo 3). He
thought that this would be where he would have the most likely chance of making
music, because there were military bands and orchestras on the great warships.

Many good musicians were in the navy, for instance, Franz Lehar, However,
my father’s plans were not fulfilled, because the First World War broke out and he
spent years as a navigation officer in a submarine, In 1918, after the war, Austria
was only a small country with no navy. My father’s family had lost everything. He
studied technology, qualified as an engineer and then got married (Photo 4).

He worked in many places and, because of the various economic crises, for
several building companies. In the end, I think from 1927, he was in Berlin and
that is why I was born there. Even though my father had so little time, he composed
songs, operellas and chamber music. During the economic crisis of 1932 he was
again out of work. He studied law and finally found a job as a subordinate civil
servant in Graz.

What my father achieved in his life probably was a model that determined
my life: never give up before you've reached vour aim: do not be discouraged by
the vicissitudes of life, be versatile. You can understand everything better if you
can also do something else. My father was able to make music, was technically
minded and also a lawyer. | understand music better by my preoccupation with
literature and knowledge of the other arts.

My brothers, sisters and I became acquainted with music at an early age, as
small children. Each of us learned to play an instrument. [ did not want to play the
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piano because 1 did not like the sound and so 1 learned to play the cello (Photo 5).
Strangely enough, as a child I had absolutely no intention of becoming a musician,
although I practised my instrument every day and we often used to go to concerts.
In 1943 I even managed to be awarded first prize for cello playing in a major “Cultural
Competition”.

The Second Woarld War was a very hard time for our family (Photo 6). My
oldest brother, René, was drafted into the army at the age of 17 and seriously
wounded. Nevertheless, after the war he managed to study music and became a
conductor and professor at the Graz academy of music.

As a young man my main interests were rather more philosophical. Egon
Fridell (Photo 7, 8) made a greal impression on me and had a very strong influence
on my thinking. In our family a very intensive “conflict culture” prevailed (we
absolutely did not use the word “conflict” in a hostile sense but in order to
emphatically state one’s difference of opinion in discussions). With my brothers and
sisters there were no problems, but sometimes my authoritarian father found my
views rather too self-assured for a 10/12-year-old and so he frequently rejected
them. In his bookcase I found by chance what was at that time the fairly new Cultural
History of the New Age by Egon Fridell.

I was impressed by his manner of thinking from the first page of the foreword:
Do not simply accept opinions. Think everything out in a new way. Doubt everything.
He especially regarded the thinking processes of experts and specialists as
particularly dangerous, because they took far too many things for granted which
were not sufficiently thought through. This book gave me the most important help
in argumentation; indeed | myself had the feeling that I thought exactly like
Fridell. Of course, at that time one could not talk about him, because Fridell was
Jewish. One was not allowed to own his books or read them. I do not know why
my father dared to display these books openly in his bookcase. Fridell killed himself
when the Gestapo was about to arrest him.

Nowadays 1 do believe that I owe my personal way of thinking above all to
the works of Fridell. Nothing else had a greater influence on me. Of course, besides
music the other arts played a great role for me, especially sculpture and there 1
made some attempts of my own: For instance, | made sculptures from many
ordinary pieces of wood. In 1943 I read Heinrich von Kleist’s little book Uber das
Marionettentheater (About Marionettes) and 1 was fascinated by the idea of the total
theatre. No human being can entirely transform him- or herself into a dramatic
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figure; they always remain as they are. However, a marionette can be built in such
a way that it embodies the desired figure to the very last physical movement; one
is not bound by the rules of anatomy; each figure can be given its own individual
anatomy. Furthermore, the fixed gaze of the face compels the viewer to use his
own imagination to live with the puppet and so, if the puppets are well made, he
thinks that they have distinct expressions and this can be much more expressive
than a human being can ever achieve.

Although I had never seen a marionette theatre, Kleist's book inspired me to
make marionettes and to refine them and make them increasingly exact (Photo 9).
By the winter of 1946/47 1 thought I had reached my aim. I formed a group of
puppeteers, narrators, technicians—23 persons. The oldest was over 50, the youngest
seven years old. We rehearsed for eight months on a stage I had built myself and
we performed the piece over 20 times in public (Photo 10).

It was a great success. I had to realise, however, that it was impossible to
make a living by running a marionette theatre. If you want to achieve the highest
level, you cannot bring in the necessary income, and in those days there were no
subsidies or sponsors. This part of my life therefore came to an end.

My intensive work with marionettes when I was still a boy was very important
for my future life: I learned how to plan to reach an aim: the performance. I realised
that the talent I had to encourage people to work together had to be developed
further for my later profession. I recognised the necessity of fundamental concepts
in the performing arts and thereby later also in music.

Nevertheless, one experience suddenly ended my indecisiveness in choosing
a profession. I was ill round about 1947 and 1 was listening to a performance on
the radio of Beethoven's Seventh Symphony conducted by Furtwiingler. As I listened
to the slow movement, I knew that that was to be my profession: a musician, a cellist.
I was ill with a fever and this probably caused me to have a greater sensitivity,
which led to this clarity. I was in turmoil, shattered and emotionally gripped by the
musical experience. That is why, when I passed my final school examinations in
1948, I wanted to study at the Vienna Academy of Music.

I went to concerts to listen to the two cello teachers in Vienna (Photo 11)
and decided on Emanuel Brabec. Life as a student in Vienna was hard; all alone,
without the support I was used to from my family and it was very difficult to find
a reasonably priced room to live and where I could practise the cello.

My family was only able to give me a little support, which meant that I had
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to sell my ration cards (certain food such as meat, milk and other things were
still rationed after the war). [ went to a concert, to the opera or theatre almost
every day (without a ticket). In that way [ was able to form an opinion about the
works that were played and their interpretation. The question I asked myself then
always was: “How would I do that?”

From autumn 1948 to autumn 1952 I was a music student in Vienna. Together
with colleagues, including the young lady Alice (Photo 12), who later hecame my
wife, we played and researched practically every kind of musie, from the Middle
Ages to the present. The large library of the academy provided us with music. As
I was very critical, from the very beginning I planned to direct the interpretations
myself. We very soon came across questions concerning the sound and, what was
even more important, questions about the effect of the music on listeners.

We ourselves felt how some works gripped us emotionally, others less. In
historic descriptions we read how people behaved in the 13th and 14th centuries
when they were listening to music and that sometimes they threw themselves to
the ground full of emotion and tore their clothes. Nowadays classical music no
longer causes such effects. Are we performing it wrongly? Do we not understand
it? Or have we lost all emotion? We wanted to find out everything about the music
of former times, even the sound itself.

We studied the historic musical instruments in the museums (Photo 13)—in
those days that was permitted more so than nowadays—and found the sounds
of the earliest available instruments, from around 1500, to be exotic and incredibly
beautiful. From velvety soft sounds of the flute to shrill buzzing sounds of the regal
(a regal is a small organ with only one register of reed pipes with a very small
body), that would nowadays be regarded as ugly. We were equally surprised and
fascinated by the many different string sounds of the violin family and of viols. In
all experiments with the historic instruments and with early music itself the question
always arose as to beauty: was it the pure, noise-free sound as people thought in
the 19th and partly also in the 20th century?

What therefore is the desired swishing of the violin bow or the initial noise
heard just before woodwind and brass players produce the note, and also of many
organ registers? For centuries these noises merged with the sounds themselves,
were important, and fascinated listeners.

Many instruments were consciously and intentionally conceived to produce a
rough, shrill or buzzing sound (for instance the regal, the crumhorn, the racket,
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the cymbals and many other percussive instruments, and also organ registers), and
even with the instruments which in principle “sounded beautiful,” the aim was not
to achieve a perfect, clear sound. In the case of organ pipes, the intention was to
hear the initial noise beforehand (it could easily have been eliminated by means
of a Kernstich, little scratches in the block at the labium). In the case of the trumpet,
which made a swishing noise for every note, it could easily have been avoided by
rounding off the edge in the cup of the mouthpiece.

In other words, it seemed as if a certain ugliness in the sound was desired.
It was not until the 19th century that this was rejected: the organs were given
their Kernstiche, mouthpieces were rounded; the rattling regals and the rough reed
instruments disappeared; now everything was smooth and beautiful—but without
any character or expression!

The “ugly” sounds were and are therefore extremely important; the entire
range of drum and cymbal crashes to the sweetest sounds of the flutes and violins
is necessary in order to represent the truth of music. “How ugly is beautiful” was
the new question we asked ourselves. Beauty was ugly at the same time.

While considering all these things I discovered a theory, which was later to
become very important for me, the “Theory of Perfection”

If a certain perfection in development is achieved (this was mostly around
1400), then every change or “improvement” is at the expense of something becoming
worse. There are no improvements without paying this “price.” It is often realised
only much later that this price might have been too high.

An example: a natural horn (Photo 14) is a simple tube without any technical
aids, and on it one can in principle play only the natural tones to about the 20th
overtone, The sound is wonderful, soft and colourful. However, the player has two
problems:

1. The tones between the natural tones can only be achieved by means of
“muting” (covering up the bell with the hand and these notes have a
nasal sound).

2. The high tones are very close to each other and are hard to hit, and so the
notes are frequently fluffed.

These faults can be eradicated by making the horn tube half as long and by
inserting valves to bridge over the great distances. Now all the notes sound the



@il

HLMOEHBIZES (ZHAMOMEFHDZ L TY) L, PRI wAR 52 b [
B S HDOEERES) v U] 2SR R-70TT, Z2LT #ho
PREART S LW R ERITIRD D, T2 LRICA>THLRDOT
To

—BFITFAN FF2T - FL Y [Photo 14] IZHELDHTHY, AT FR20L
THHY EtA. Thud BARMIZE0MEE B ) FTCORRMES LoHE LA,
bbbl @GBSI L, TELLWETT., LA LESEFE2 oDOMEEfz Tw
35

1. HAETFEABREETOPTEICHZ2E R ALy TRBE (FTeshsEl
ik, BChD o728 R {h oIl R D) ICL->TLHER W,

2. WEICLALETLETOMAPERIDEL b, ELWLEFZHT I LA
BELL. LIFLIFENITha.

9 Lagsid, HoRSEPHIL. VT E o TTOGONRE A/ —Fh
ERETEE T, T5L, TRTOHFRFLISICEE, Pl CHo728Fid A<
Y, WREFRILEALELIFTI LML LD FT, BURZIUL, Z2VvAAL
HHRTT. L L. ol EhZFofiiEil>To#ELROTLE 9.

1. AREEA by 7RETHIEOENRDILS,
2. BEHLAIETEROMTEHET T - LHMICL S,

A R I INbh T W z2dis, ZhbORED BT S hi0TY,
TORERON LI, EOBED ) Z IO/ zDTT, THIKEITELIRIET
L7ze HREELELTROAEZED ) BIC, AREEEREEMILA 2w L%
o XN ERMEELEMICATL, LVRELLEZINT I LIX, HEKT
HLHAECE S TORERELRZ LT, FHUILTEOBEEZ L LRI DT, 3TIC
BELLELZEDIZ, ZHUZERIT TR (i taip i ok
4, F L CHEEM EomEEIC LR LET,

Thabb, BFROLOZRLET L) LT HEMEIT. WEEEOBRETNZIT
TSR s 2w b BT, whid, BROBEE Ty, TIILS4,

176

Commemorative Lectures

same and there are no nasal sounds in-between and players hardly ever fluff.
In other words this is great progress, but at what price?

1. There are no longer any differences in the timbre between the natural
tones and the muted tones.

2. The entire sound of the instrument is much more vulgar because the tube
is shorter.

Enthusiasm about technical progress made people overlook the disadvantages.

Greater security was at the expense of beauty and this price was too high.
During the course of my long life as a musician, I had to realise ever more clearly
that security and beauty are not compatible. Greater security, which is an important
aim of all musicians, always leads to a loss in beauty. As mentioned already, this
affects the instruments but also the manner of performing, for instance, the fingering
of string-players or pianists, and it also affects singing technique.

One could express it in this way: an artist who wants to achieve the utmost
has to go to the farthest edge of the abyss, to the brink of catastrophe, so to speak,
and there is maximum beauty. The greatest artists are those who risk everything.
One can experience great things when this is successful and great disappointment
when too much has been risked and leads to failure.

This “Theory of Perfection” soon extended beyond music and became my life
maxim. One has only a limited amount available. If one wants to add something
somewhere, then it has to be taken away from somewhere else. It is rather like a
lump of lime, which cannot be made larger, only changed.

Gradually we realised that many things cannot be done with “modern”
instruments that can be done with the old ones. And vice versa. ldeally all music
could be best played with the instruments of its time. This finding became very
important for me and for my colleagues and has repeatedly been confirmed in
practice (Photo 15). Of course, only ideally, because additional factors are involved,
including the human component: one plays best on the instruments one is constantly
playing and living with, and one is probably not so familiar with the old instruments
as people at that time used to be. Therefore, in choosing the instruments it also
has to be considered how perfectly and naturally one can play them. In other
words, compromises are unavoidable.

A further component is irrational: the listener. Normally he is used to the
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sounds of today and experiences historic sounds as exotic. His attention is thereby
distracted from the substance of the music. He may find the interpretation
particularly attractive, but not because of the substance of the work but because
of the exotic sounds which he regards as substance.

Therefore if one is trying to find the best possible interpretation of music,
one has to realise that very many varied elements all influence each other. It is
absolutely not enough o do everything “right” in a dogmatic way; the result will
nevertheless be “wrong.” It is only by means of a well-considered combination of
all details, sometimes by tolerating “mistakes,” that the aim, the substance, the
content, conveying the message of music, can be achieved. One can see that the
problems initially regarded as technical become philosophical.

I'd like to continue now with my life experiences: in 1952, after a difficult
audition, Herbert von Karajan appointed me to become a member of the Vienna
Symphony Orchestra, in which | played the cello until 1969 (Photo 16). Alice and 1
married in 1953 and we founded the Concentus Musicus (Photo 17). In addition to
orchestral commitments, a small group of us, between 5 and 12 musicians, put our
ideas into practice, initially with no intention of performing in public. We searched
for good, old instruments, we copied music in libraries and we rehearsed between
2 and 5 times a week. I taught myself to play the viol and the baritone and I also
played on a small knee viol.

Finally, after four years, we began to perform in public the repertoire we had
rehearsed and we also made recordings (Photo 18). We had a great success and
our practical and theoretical work provoked a huge response; many others tried
to follow our example.

At that time our repertoire extended from 13th century music to Joseph
Haydn, in other words spanning almost 600 years! We did have a portative organ
built according to pictures by Memling, because the sources contain all the essential
parameters: pipe material, scaling, wind pressure.

After a few vears, around 1968, it was with great regret that we abandoned
the performance of music before 1550 because the problems of the tonality of the
cadenzas, known as musica ficta, seemed to us to be insoluble. We wrote down the
music of our repertoire directly in the libraries of Vienna, Paris, Bologna,
Kromeriz; our performances of very many works were the first for many hundreds
of years. We focused on Austrian baroque (Biber, Muffat, Schmelzer and others),
17th century English music (from Brade and Dowland up to Purcell), Bach, Handel
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and Haydn. Later, from about 1975, we also played Mozart.

The encounter with Monteverdi was particularly dramatic: In 1954 Paul
Hindemith performed Monteverdi's L'Orfeo in Vienna and all the string players of
the Concentus Musicus with all their instruments were engaged to play (Photo 19).
It was my first encounter with Monteverdi. It hit me like a thunderbolt. Thus it
was Hindemith’s performance of Monteverdi's L'Orfeo that aroused my enthusiasm
for Monteverdi. I wanted to get to know everything he had written and ultimately I
wanted above all to perform his operas mysell. Hindemith's performance thus had
a huge influence on my future life as a musician: I studied Monteverdi's scores and
realised that apart from L'Orfeo he himself had orchestrated no other opera. In
the Austrian National Library in Vienna, in Venice, Bologna and Naples there were
autograph manuscripts and copies in a strange 2-line notation: only a bass line and
a vocal part! Sometimes a few bars of instrumental pieces written in three, four
and five parts. How was that to be understood? Ultimately 1 was convinced that
Monteverdi regarded his works in this form as complete and that there was an
essential difference between the work and the performance. This finding later led
to many other considerations! In Monteverdi's time such an opera could be correctly
performed in many different ways:

The extremes: a) with one harpsichord, 3 strings (for the brief instrumental
pieces) and the desired singers
or
b) with harpsichords, lutes, organs and harps, many strings
and winds and, of course, the singers

Both are indeed authentic and correspond to the will of the composer. It was
possible to perform such a work correctly anywhere: in a middle-class home with
a very small ensemble, or at an imperial court with a large ensemble and in great
splendour.

As the only source of Il ritorno d'Ulisse is in Vienna, | made an adaptation
of it at the beginning of my work on Monteverdi for the Concentus Musicus and
we gave a concert performance in Stockholm (Photo 20). I later orchestrated
L'Tnecoronazione di Poppea (historically this was absolutely essential for both
these works). From the time when we gave a staged performance of Ulisse with
the Concentus Musicus in Vienna in 1971, Monteverdi's works have been central
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to my activities right across Europe. Monteverdi also led me to opera and the
genre became increasingly important for me.

As regards the orchestration, I had in mind the great possibilities offered by
the courts. There were enough indications where orchestration was necessary and
where basso continuo was sufficient: notes in the sources, for instance tutti gli
stromenti or tuiti violini but also purely stylistic notes. Caccini speaks about three
ways of writing this music: the recitar cantando—singing speech, cantar
recitando—spoken singing, and cantare—singing.

This corresponds more or less to various degrees of recitative that are either
to be accompanied by harpsichord, lute or organ, or when the bass has a certain
profile, additionally with cello, dulzian or trombone. Cantare is almost the aria of
that time and can be accompanied by the entire orchestra. However, one must
distinguish very clearly between the three forms, as sometimes they consist of only
a few bars and therefore jump very quickly from one form to the other. For the
choice of instruments there are several old rules, for instance: water = sackbuts/
trombones. Eroticism = flutes. Life in the country = shawms. Strings are possible
everywhere, trumpets only for rulers and gods.

I do believe that the time I spent playing in the orchestra from 1952 to 1969
was an inestimably valuable training (Photo 21): I played with the best and most
famous conductors of that time, consciously and unconsciously watched what impact
their instructions had. Whether they had specific ideas or were only keen that
everything should go smoothly. Then I watched very precisely, and as an orchestral
musician you see the conductor from the front, whether his instructions had the
desired effect, indeed whether they had any effect at all on the musicians. My
“teachers” were practically all the important conductors of that time except
Furtwingler and Toscanini (whom 1 saw only occasionally in concerts, where simply
their presence had an audible effect).

Each of them had their own rehearsal technique, or none at all, and I sat at
my cello desk as an ardent admirer or as an orchestral musician whose expectations
had been disappointed.

For almost every work I had my own ideas. These were then either corrected
by the magnificent ideas of the conductor or confirmed. 1 do not think that there
can be any better lessons or a better school for a budding performer than so many
good teachers, and instruction was free! Of course, my own ideas thereby became
increasingly distinct and the interpretations that [ was happy about, increasingly
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rare. In most cases | had a different idea about the work than the conductor in
question and so 1 suffered from what was apparently a false interpretation.
Ultimately the crunch came with Mozart’s (Photo 22) G minor Symphony, which
I felt I never wanted to play again in such a way and so I left the orchestra.

Ultimately the many years I spent as an orchestral cellist proved to be very
important for me in certain other respects, although in the end it was rather
tortuous. I unconsciously learned practically the entire orchestral repertoire from
1700 to 1969 and about many varied viewpoints on interpretation! And I was able
to observe almost daily how audiences reacted. Very often I was disappointed when
people reacted enthusiastically to empty music lacking any substance, or even
worse, when deep music, full of intensity had no effect on people or was completely
misunderstood by them. As a cellist in the orchestra I had not only the conductor
and my music in front of me but also the faces of the listeners—I could read these
like a book. Nevertheless, my time in the orchestra was a valuable school without
which I myself would never have been able to achieve anything. I am eternally
grateful for this.

As I have already mentioned that the end of this period in my life led to a crisis.
I found it increasingly difficult to play works such as the St Matthew Passion or
Mozart’s G minor Symphony because in my inner ear | heard something completely
different. However, we needed my income as an orchestral musician, as by that
time we were a family with four children (Photo 23). My wife encouraged me to
take the full risk of leaving the orchestra. It was the most difficult decision in my
life but it was the right one.

At that time many of my friends and even my parents thought that I was
behaving irresponsibly. However, my wife was a very strong support for me: she
said that if there was any danger of our situation becoming really desperate she
would play as a violinist in some orchestra or other or she would do some other
kind of work. Now, in retrospect, [ can see that this leap into the unknown, which
is how we saw my departure from the orchestra, was of the greatest importance
for the rest of my life. [t was only as a free musician that I was able to realise all
the things 1 have done in the past 35 years.

However, I must say that we were very fortunate. Without any doing of my
own, the Mozarteum Academy of Music in Salzburg set up a chair of performance
practice especially for me. I then taught for 20 years in Salzburg until my retirement
from the post (Photo 24). Teaching in front of very many students was of enormous
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intellectual benefit for me because I did not want my students to be satisfied with
my explanations. Why?... was the most important question they had to put to me.
I had to study again and research many of the things that were clear to me for
my own personal work so that I could give precise answers to their questions.
Ultimately 1 myself was my best student.

One student recorded my lectures on tape and this formed the basis of my
books: Musik als Klangrede and Der musikalische Dialog.

Immediately after I left the orchestra my conducting activity began, almast by
chance: In 1972 La Scala Milan engaged me to perform Monteverdi’'s Ulisse; the
artistic director there thought I was an experienced conductor. On recordings of
the Concentus Musicus it always said, “Direction: Nikolaus Harnoncourt”. That was
correct, of course, but I had directed everything from the cello and practically never
conducted. Therefore my real debut as a conductor was at Ia Scala, yet without
the people there knowing.

Not long afterwards I was asked by the Concertgebouw Orkest Amsterdam
to conduct Bach’s St. Matthew Passion. There was a very old tradition there of
performing the St. Matthew Passion on Palm Sunday. In previous years Eugen
Jochum had conducted.

I insisted on performing it alternately with the St. John Passion. 1 have been
doing this for 15 years. The Concertgebouw Orkest soon also engaged me to
conduct works by Rameau and Handel and then for Mozart. I am conductor laureate
there now and have performed works by almost all the classical and romantic
composers up to Alban Berg and Luciano Berio in concerts, also operas by Mozart
and Johann StrauB. I directed a major event on Monteverdi organised by the
Conservatory in the Hague where I performed L'Orfeo.

This attracted the attention of the director of Zurich Opera House, who
appointed me to conduct a Monteverdi cycle together with stage-director Jean-Pierre
Ponnelle. This cycle was also filmed and became a world success. Afterwards we
did a Mozart cycle until Ponnelle’s death and then many operas by Handel, Haydn,
Beethoven, Weber, Verdi and Johann Strauf (Photo 25).

[ then conducted other orchestras and at other opera houses (Photo 26).
I gave up playing the cello in 1986 because I did not have enough time to practise.
Now I work with only a few very good orchestras, including the orchestra of Zurich
Opera House. The programmes now encompass music from around 1550 to well
into the 20th century, but I only conduct works whose substance and importance
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I am convinced about.

In the past 15 years I have been especially preoccupied with Brahms, Dvorak
and Bruckner. I have gained many new insights into the work of the latter and we
have had some successful performances.

The city of Graz in the province of Styria created a festival for me known as
the Styriarte. This year was the 25th season and I performed Bizet's Carmen,
Beethoven's Egmont, Mozart's Davide penitente and Haydn's Oriando Paladino.

At present [ have about 80 to 90 conducting engagements a year (including
opera) with about 27 different programmes (Photo 27). That is the utmost I am
able to achieve because a great amount of time has to be invested in preparation
and research.

Perhaps 1 should also mention that my life's work is very well documented
on several films and television recordings (Photo 28) and well over 400 LPs and
CDs. This recording activity was of very great artistic value for us: the constant
self-control led to considerations about what is indeed important in the interpretation.
Precision can be increased through repetitions; but is a technically mare precise
recording really the aim? Perhaps the content, the substance of the music can be
conveyed even better in a different way than through technical perfection? Does
the “Theory of Perfection” apply here too? What is the price to be paid for technical
improvements? What is the role of live recordings? 1 think that I was able to try
all this out and study what is possible in my metier and that is why I am completely
happy and thankful for the course my life has taken (Photo 29).
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