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The inauguration of the SMA

On | January 1992, a new initiative in British musicology was launched with the inaunguration of
the SMA. Based in the UK, but welcoming worldwide membership, the Society is intended to
provide a focus for music-analytical work. Its aims are simply stated:

+ To foster the development of all aspects of the discipline of music analysis and its conmection
with related disciplines. :

» To encourage teaching, research and creativity in music analysis and to advocate and uphold the
highest standards of . musicianship.

+ To prometie, facilitate and provide a forum for the exchange of information and ideas pertaining
o music analysis and its 1eaching, including the publication of a newslewer.

» To conduct meetings of the Society, and to coordinate conference and seminar activities.

+ To liaise internationally with societies with similar inlerests.

« To provide comtact for students and professionals with the music analysis community and 1o
fosler the interests of younger members.

+ Ta foster equal opporiunities of all Members of the Society.

Members receive the Newsletter of the SMA, prospective discounts on subscriptions to journals,
reduced conference or day fces Tor evenis under the Sociely's aegis, and are invited to participate
in the planning of Music Analysis Conferences, Seminar days and TAGS days (Theory and Anzlysis
Graduate Student days). It is intended that the Society will represent members' interests o
national, European and international bodies, and negotiate reduced subscriptions and fees
wherever possible.

An interim Executive Committee has been formed. The serving Officers are Jonathan Dunsby
(Chairman), James Ellis (Vice-Chairman), Deborah Roberts (Secretary) and Catherine Dale
{Treasurer). The members at large to date are Craig Ayrey, Nicholas Coock, Stephen Hinton and
Robert Pascall. This interim Committee will serve ihe siarl-up period of the SMA. Elections 10 a2
subsequent Executive Committee will take place in March 1993, ai the First Apnual General
Mecting of the Society, to be held during SetoMAC, the University of Southampion Music Analysis
Conference,

Those who join the SMA before 1 January 1993 will be Founder Members and their names noted as
such in membership listings of the Society. The current annual subscription is £25 (Ordinary} or
£15 (Student), but Founder Members are invited to subscribe in 1992 for £18.50 (Ordinary) or
£11 (Student).

The Society's Newsletter

This publication is designed t¢ communicate information abou: SMA events, but clearly it goes
much further. It is & forum for the exchange of views, a fairly informal platform for the discussion
of matters of importance to members. In this, i§ may in the fulure supplement the meetings of the
SMA, continuing debate beyond the temporal and geopraphical confines of the seminar or congress,
The editorial policy is strictly non-interventionisi, so ceniributions are not refereed, a stance in
keeping with the stated aim that the Newsletier is am open-access publication, Contributions are
invited therefore on any subject relating even peripherally to analytical concerns: they should be
sent to the Editor at the address given on the final page. The Diary of SMA events will form a
permanent feature of the Newsletfer: A further section, the Noticeboard, will consist of
announcements from members: items for inclusion are welcome from all interested parties. Items
will be included which have been received up to iweo weeks before the date of publication, which
will be quarterly on the first day of April, July, Ociober und January.

In the present, ingugural issuc the aims of the SMA are sel out, with comment on the Sociely's
formation from Arnold Whittall. The SMA does not exist in a vacuum in Europe, and work has
already begun 10 establish contact with other bodies: Jonathan Dunsby reports. The debate in the
UK over the National Curriculum for Mupsic in primary and secondary schools has escalated
recently, and since the idea of including an analylic component has been attacked prominenily, the
Society has a clear duty 1o consider the issues. In this issue there are two coniributions from
members working in the field.
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SMA Diary

16 May 1992 TAGS Day

(Theory and Analysis Graduate Students Day), Director
Peter Fosier, University of Reading, Depariment of Music,
35 Upper Redlands Road, Reading RG1 S5JE, UK, tel. 0734
318411, fax 0734 314404,

A Theory and Analysis Graduate Students Day is to be held at the University of Reading
Department of Music on Saturday 16 May 1992, The programme will include the following papers
by posigraduate students: *Thematic structure in Brahms's G major Violin Sonata' (Sarah Callis,
University of Nottingham ), "The performance of Chopin Preludes: in search of an interface with
analysis’ (Chee-yee Jennifer Tong, Univesrsity of Southampton), 'The conflicis between paolitical
and personal ideals in Ellioit Carter's music in the 1940s° (S8am King, King's College London), 'An
analytical investigation of Trevor Wishart's Vox cycle (Karen [rwin, University of Durham),
‘Octatonicism and post-tonal harmonic species in inter-war Britain (Christian Kenneit, University
of Reading). There will also be an Open Forum entitied 'Beyond Formalism', chaired by Craig
Ayrey, in which discussion will be focused on various recent publications relevant to this issue,

All postgraduates are very wclcome, and any interested parties. Attendance is free for members of
the SMA. The cost for non-members will be £5, including lunch (cheques should be made payable
to the SMA). Enquiries should be addressed to Peter Foster as above. We look forward to seeing a
large number there for what promises o be a very interesting day,

Peter Foster, Amanda Bayley, Chris Kennett

27 October 1992 SMA Day Seminar

University of Nottingham

26-28 March 1993 SotoMAC '93

University of Southampton Music Analysis Conference
1993, Director Professor Nicholas Cook, Department of
Music, Highfield, Southampion 8509 5SNH. The Calt Tfor
Papers appears separately in  this issue, together with
contact  information. The Conference will contain the
first Annual General Meeting of the SMA.

15 May 1993 TAGS Day

City University, London

SMA Noticeboard

Members of the SMA can display notices in the Noticeboard free of chatge. The copy date for each
issue is two weeks before the date of publication.



Music Analysis in Britain Today

Arnold Whittall

"The future for analysis in Britain 15 a great
deal brighter than its past might suggesi’. So
this incurable optimist concluded in Acta
Musicologicva, 1980. The implicatien could
have been that anyithing short of the total
extinction of the subject would be an
improvement: and while such a sweeping
assertion would have been grossly unfair to
several distinguished British musicians, from
Tovey 1o Keller, it is now clear that the period
since 1980 has scen many new and signifieant
develepments in  British music analysis.
Whether all are improvements is not for me
to say.

I would instance the proliferation of academic
courses (underpruduate and postgraduale)
that acknowledge music analysis ax a distinct
- though mnever isolated - practiee: the
launching of a journal in 1982, and of a
regular conference f{rom 1984 (hoth of which
might just have played a part in stimulaling
comparable developmenis on  the European
mainland). Now, with the formalion of a
Society with clearty defined and carefully
pianned objectives, the opperunity for
consolidation is enhanced: and conselidation
is undoubtediy mneeded, not least hecause a
good many of us have been so preoccupied
with launching and nurturing new Initiatives
that we have spent too little lime doing
analysis, 1oo litle lime thinking about what
analysis is.

In 1980 I cited Ian Bent's assessment of the
three most  importanl  areas of ongoing
analytical activity: weorking with Schenker,
feature analysis, and the scarch for a syntax.
It is this third iopic which, | believe, has
been the ceniral and most productive coneern
of the last decade in  Britain, often in
association with elements culled from the
other two (reduclion, prolengation, formal
models, motivic differentiation and process),
but with a blessed reluctance Lo abandon all
contact with the idea of 'style’ as informing
alt the imeracting aspects of complete pieces,
To this extent, [ might hazard the judgement
that the British remain analysts first,
theprists second, and sometimes nol theorists
at all. Yet many of us have become conscious
of the thgoretical assumption {(¢ficn all too
tacit) that the idea of ‘'syntax' embodies
assumptions aboul music as a ‘'language’ that
is supposed 1o make sense primarily as a
coherent, hierarchically ‘grammatical’ design

whose meaning and continuity are guaranieed
by that design. During recent years the 'new
musicelogy’ {itself primarily the resull of a
healthy suspicion of theorerical dogma) bas
come along 1o place all such positivistic
strategies under a giant question mark: and so
what seemed secure and full of poilential in
1980 proves o be not a clearly-defined field
wailing passively for the analyst's atiention,
but an unbounded space whose very surface is
unsfable amd whose character is im constant
transition. Not  g¢veryone 18 prepared o
swallow such posi-structuralism whole, aad
there is indeed still plenty of structuralist
work to be done; but the climate in which it is
done scems ceriain t0 be an unsettling one.

This begins to sound threatening but, for
myself, I don't see it as such. The evems of
the past decade and more have already proved
that analysis in  Britain is a vital and
legitimate activity, reaching inte many areas
of musical life. T c¢an only conclude that the
future, while as ever uncertain, should be
geven brighter, because we analysts now have a
past thal continues to radiate a brightness of
its owil, Nevertheless, before
self-congratulation gets out of hand, it is
worth remembering that there are siill
musicians, ¢ven  in institutions of hipher
education, whe think analysis at  best
unnecessary, at WSt dangerous.
Missionaries are still needed...




The 5th British Music Analysis Conference (SotoMAC) will take
place concurrently with the 28th Conference of the Royal Musical
Association at the University of Southampton on 26-28 March
1993.

The SotoMAC programme committee is
*Nicholas Cook (Chair)

+William Drabkin

*Daniel Leech-Wilkinson

*Allan Moore

We invite proposals for papers and sessions on any topic related to
analysis, We hope that sessions will cover the following topics, among
others:

*Analysis of oral traditions

*Analysis of recorded music

*Analysis and chronology

*Analysis, transcription, and editing

*The future of analysis teaching

We welcome contributions to these topics relating to popular and
non-Western music as well as those relating to the Western art
tradition. Free papers will also be accepted.

Abstracts (no more than 200 words) by 1 September 1992 o0
Nicholas Cook
University of Southampton
Department of Music
Highfield
Southampton SO9 SNH, UK

Fax 0703 593197
Email mci003@uk.ac.soton

There is a separate programme committee for the 28th RMA Annual
Conference (chaired by Mark Everist, Department of Music, King's
College London) and we welcome the submission of a proposal to each
programme committee,




Sociétés Européennes d'Analyse Musicale (SEAM) and the SMA

Jonathan Dunsby

Societies for those interested in music
analysis exist not only in the UK, but also in
Belgium, France and haly, and are being
formed in other countries of continental
Europe. In order to coordinate activily, a
small liaison committee has been established,
including SMA representatives, 1o advise on
the constitution of the SEAM, which will act
as a central source of information and advice.

Representatives from the couniries mentioned
above, as well as Germany, met in Paris in late
January 1992. Among other important
maiters, it was decided that future European
Congresses, following the first in Colmar,
France in 1989, and the second in Trento,
Tialy in 1991, will have an agrced theme.
Suggestions have included ‘lext and context in
music analysis and in  interpretation'; 'the
relations between systematic and historical
enquiry’; and ‘information technology and
music analysis’. It is accepted that there will
always be a place for contributions that lie
ouside the conference theme. The SMA has
offered to host the fourth European Congress
in the UK in Autamn, 1995,

It will be interesling to see how the
harmeonization of national societies might
proceed. Some degree of cooperation in
matters of mutual interest is clearly
desirable, indeed probably essential. Yot
differences of approach are easy to idemtify.
The Sociéléd Francaise d'Analyse Musicale
{SFAM), for example, has a deep commitment
to educational purposes ai all levels, which
has not been a tradition here since the
founding of the joummal Music Analysis in
1982; and the SFAM attention to ihe
professional qualifications of its membership
is mot likely to be a useful feature of the

British scene, It is noticeable too thal
differeny, almost opposing attitudes are taken
to cenferences, which tend to be programmed
here with a sharp eye 1o quality, as a step
towards publication, but which on the
continent may be much mere geared to
selection largely on the basis of lopic. At the
January SEAM meeting one European
colleague warned eloguenily of the dangers of
what was ¢alled the ‘vulgarization' of the
discipline of music analysis, to the
consternation of some of those who have been
at the heart of comtinental developments in
recent vears, And ii was noted that in
Germany and Ausiria, where there is &
considerable readership for Musik-Théorie,
there does not in fact appear to be any real
call for a society.

These and other issues are likely to confront
members of the SMA far into iis evolulion.
Music Analyris was launched into a Europe
that, in these matters, was virtually g vacuum,
and some satisfaction may be taken in the
message seni, nearly s decade later, to the
CityUMAC 91 conference by Jean-Jacques
Nattiez, which divalged the opinion that
British research is still the best medel of
music-analytical scholarship. Nevertheless,
in 1992 the S5MA meets an environment
humming with music-analytical activily in
many different places and languages, and we
may come to feel that iaking stock of the
American giant during the 60s and 70s was a
relatively easy challenge when we look al
whai must npow be done, Should there be 2
great deal te learn from our colleagues across
the Channel, we shall have access to that
knowledge omnly from determined efforts 1o
communicate over the deep cultural and
intellectual divides.

The SEAM can be contacted in Brussels by fax on 010 332 512 8275,

The Place of Music Theory and Analysis in the Music National
Curriculum: A Personal View by Christopher Polyblank

The publication in January 1992 of the
Mational Curricwlum Council’'s report on the
responses 1o the proposals of the Music
Working Group recommended two aitainmeny
targets: Performing and Composing, and
Knowledge and Understanding, for all pupils
aged 5 - 14 in Statc schools in England and

Wales. Following a lengthy controversy, on 11
March 1992 the Secretary of State issued his
final proposals for the music curriculum,
deciding on the need for two attainment
targets, Performing and Composing, and
Listening and Appraising.




Some music teachers will be sorry fe see the
reintroduction of knowledge-based teaching,
but I for one see this as a goiden opporiunity
to re-establish, and in some cases esiablish,
several fundamental principles in respect of
music theory and analysis. These iwo areas of
gcademic study have, in my view, for too long
been neglected aspects of musical education
in this country, with theory associated with
the drudgery of pigeon-hole type exercises
required te be ‘trudged through' as a
necessary  adjunct to  instrumental or vocal
examinations. This narrow understanding of
the word ’theory’ is a far cry from the
definition most accepted by musicologists,
who would surely agree with Claude Palisca
that ‘'theory is mostly understood as
principally the siudy of the structure of
music' (The New Grove).

Analysis _is similarly open to misconception,
and it is still widely equaled with the mere
labelling of themes and sections of musical
works according 1o pre-conceived formal
moulds. The idea of taking a piece of music as
the siarting point in a larger study of musical
perception, for exampie, is foreign to the
culture of most music teachers educaled at
tertiary level in this country during the past
20 years.

This is mnot te say that the significant
advances in music education in this couniry
are 1o be decried: far from it! There has been
a surge of activily in composing, mainly due
to the incentives of using music technology,
which has taken much of the drudgery out of
the purely physical labour of writing music
down, and which gives the opportunity for
instant sound replay of one's efforts.

However, I think most people invelved in the
preparation of pupils for GCSE would agree
that young peoples’ efferts in composing
music are based largely on improvisalion, and
that there are often simuations where musical
notes are manipulated without a thorough
understanding on the pupils’ part of the
underlying principles whereby the music
‘hangs together’. This idea is not new: 'If
heaven has gifted you with a lively
imagination, you will often in lonely hours sit
as though spell-bound at the pianoforte,
secking to express the harmony that dwells
within yeur mind... But beware of giving
yourself up, too often, to a lalent that will
lead you to waste your iime and sirengih on
shadow pictures. You will only obtain mastery
of form and the power of clear construction
through the firm outlines of the pen. Write
mare tham you improvise therefore’
{Schumann as Critic, ed. L B Plantigna, New
York, 1967 p. 417).

]

faberand faber

MUSIC BOOKS FROM
FABER AND FABEK

WAGNER
Race and Revolution
Paul Lawrence Rose
Highly controversial, this is a landmark in
Wagner studies and the most important book
on the ideology surrounding his work for
many years.
£20.00

PETER PEARS
A Biography
Christopher Headington
The first anthorized biography of a brilliant and
much-loved figure in British musical life
includes extracts from personal letters never
before published, along with an entertaining,
comprehenstve photo section from the
Britten-ears Library.
£20.00

MOZART AND THE ENLIGHTENMENT
Truth, Virtue and Beauty in Mozart's Operas
Nichelas Till
The definitive account of Mozart and his operas,
and a crucial read for cultural historians,
musicologists and opera lovers alike.
£30.00

STOCKHAUSEN
A Biography
Michael Kurtz

Reveals for the first time the personal history of

this extraordinary figure, with hitherto
unpublished letters, sketches and photographs.
‘A scrupulously researched, coolly written and
altogether admirable biography...This is going

to be the standard source.” Paul Griffiths

£25.00

GERSHWIN REMEMBERED
Edward Jablenski
Previously unseen photographs and
unpublished interviews of the composer who is
venerated by fans of pop, jazz and classical
music alike.
£13.99 FPB £9.99

DEBUSSY REMEMBERED
Roger Nichols

A revealing portrait — which includes pieces by

a wide range of Debussy’s friends including
Colette, Sir Henry Wood, Marguerite Long and

Ricardo Vifies ~ of this much-loved figure in

twentieth-century music.
£1599 FPB £9.99

For a free catalogue of Faber and Faber books on Music
please contact the Sales Department, Faber and Faber Lid,
3 Quieent Square, London WCIN 3AL
Trelephane 071-465 0045




Whilst ¥ do not wish to prescribe a music
curriculum for schools, there are cerfain
elements which I feel are essential for
consideration at the present time. Amongst
these would be a study of sirict counterpoint
for siudents at 6th form level, if not earlier,
In an interview published in the Journal of
the International Society of Musicians
(January 1992), Malcolm Arnold gives the
following advice to young composers: 'Work
hard, and get a good technique. 1 studied
sirict counterpoint - yes, all the species -
and it gave me a great command over the basic
stuff of music’

In my own work ag an inspector of schooly
musi¢, [ have noted that those pupils who
received imstruction in  counterpeint  {(often
from quite a young age) s¢em !o have a better
understanding of the principles of
voice-leading, and would consequently be
better equipped to tackle an undergraduate
course which featured modern approaches to
theory and analysis (fer example,
Schenkerian techniques). Schenker himself, of
course, in the Introduction to Free
Composition, was clear in his view that it
would be possibie for schoolchildren to
understand his teaching ‘if tcachers would
devote themselves solely to one task, to train
their students to hear music as the masters
conceived it

In a thought-provoking article in Music
Teacher (December 1991} Keith Swanwick
wrote; 'Sefore we can sensitively assess the
music-making or music-taking of students we
have ourselves 1o engage in appraising, 10
become music critics able to analyse what is
made and said by pupils. We need 1o define
the dimensions of analysis, lo ideniify the
strands of appraising...’. These are indeed
new dimensions for music tleachers and will
require much thought, planning and
in-service training. Indeed, in my own
Education Authority we are hoping to include
an exploralory course for teachers on aspects
of music theory and analysis in 1992/93.

I have not mentioned other issues, such as
aesthetics, an understanding of which is
essential for the proper appreciation of our
Wastern ¢uliural heritage, bui these mateers
can likewise be addressed provided there is a
willingness 1o measure up to the demands of
Music laking its proper place as a Foundation
Subject in our National Curriculum. To those
who love their subject this task will nol be a
chore, but a positive pleasure!

The views expressed here are the author's pwn,

'‘Composing Out’ the principles of music analysis
across the wider musical community

Deborah Roberts

Univergity musie  departments  have
traditionally been the seecding grounds for
propagating the tenets of music analysis,
However, there is pgreat potential for the
‘composing out' of these main ideas across the
wider musical community. Indeced it scems
essential for the success of the new, and
teng-awaited, Society for Music Amnalysis that
it spread its message broadly and accessibly
through schools and coileges. This is not a
necessary  chore but  rather a  great
opportunity, in the mid to long term, for
raising the standards of the discipline and
thus informing the level of ’'thinking' for all
musiciang. It should Term part of a vision for
the future of music analysis. The development
of the Society, and of music analysis more
generally, would seem to depend upon a solid

foundation, together with a guarantee of 'new
blood' and new ideas. The SMA should
endeavour Lo popularize what for some is the
rather ‘'stuffy’ image of analysis, without
sacrificing academic standards, so  that
analysis cam be beth intellectually
fascinating and fun! The discipline needs 10
be atiractive to siudents (at various levels) as
well as to established academics. There s &
sirong argument, I suggest, for seiting
students off in the right direction, even
whilst relative beginners where analysis is
concerned, ,since it is undoubtedly less
effective to correct misconceptions laier.
Within secondary (and even perhaps primary)
education, I believe that we should stress the
strength of analysis in informing performance
(as well as historical awareness), because this




tends to dominate a  student's  early essay with  the refreshing  graphic

experience. It seems critical that we think presentation which can be perceived aurally.
ahead in this way: some present A level ideally, 1 feel that there could be a more
students are, after all, future postgraduates. natural progression from secondary to
tertiary study, founded upon the same hasic
Through my centact with both secondary and tenets.
, tertiary music education, 1 am somctimes
r uncomfortably aware of the gap between what There is surely great scope here for genuine
‘ may purport o be amalysis at sixth-form introductory packages 1o structural analysis
i level and the discipline which confronis a which presuppose no prior understanding, yet
new university student. Confusion can stem still explain the main tonalt and post-tonal
from the fact that a pupil may have been led concepts and methods in 2 convincing and
io believe that ‘snalysis’ is synonymous with imaginative fashion. In the same way that the
Y a Tovey-style approach, which, although it best instramental string teachers, of both
! has its place, is inevitably general, advanced students and - beginners, are
' formally-based and rather superficizl. He or conscipus of the differeny teaching
; she may not have been encouraged to see that approaches of Suzuki, Pawl Rolland and
analysis can be directed towards any or all others, analysts should adopt a catholic
musical parameters, or that there are distinet approach to the teaching of analysis, at
schools of analytic thought, or to recognize whatever slage.
that extraordinary musical thinkers deserve
recognition alongside the contributions of In fact, might not stuctural analysis also have
celebrated composers. Structural  pitch a powerful rele to play within instrumental
analysis may seem an entirely new concepl teaching, strengthening its relevance at the
for someone who has not comnected the wordy earliest stages of learning? The demonstration

o

New from
Oxford University Press

A Tallis Anthology

17 anthems and motets, selected by
John Milsom

£7.50

17 useful pieces under a single cover

Contents specially selected to be well within the capacity of church choirs
General-purpose texts suitable for a variety of liturgical contexts

Some of Tallis’s best-known music, as well as less familiar material.
Practical, scholarly editions, with keyboard reductions, translations of
Latin texts, and a critical commentary for each piece

Introduction by John Milsom (editor ‘of the OUP Tudor Church Music
» Series)

Contents: Audivi vocem de caelo; Derelingutt impius; Hear the voice and prayer; If ye love me; In ieiunio et fletu; In manus

tuas; Laudate Dominum; Mihi autem nimis; O Lord, grve thy Holy Spirit; Q Lovd, tn thee is all my trust; O nate lux; O
sacrum convicium; Q salutaris hostia; Purge me, O Lord; Sakvator Mundi; Te lucis ante terminum; Verily, Isay unte you
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For further information and catalogues, please contact, Oxford University Press, Music Department, Walton Street,
Oxford OX2 6DP. Telephone: 0865 56767 Fax 0865 56646. '




of how basic models underlic the music,
together  with  aural training, properly
integrated within instrumental teaching
programmes, could pay dividends in
developing understanding, interpretation,
intonation and even reading skills, alongside
technique. The wuse of such models could
assist an explanation of the difficult concept
of the contrapuntal overvicew of a composition,
avoiding a note-by-note rendition.

It is clearly necessary to consider the
practical implementation of these ideas, and
this is bound up inexcrably with the recent
debate of National Curriculum requirements.
As has been widely reporied, there is
considerable difference of opinion between
the National Curriculum Council itself and
ihe advisory Music Working Group. There
follows an overview of the struciare of the

recommendations c¢ontained in the National
Curriculum Council Consuliation Report
(January 1992),

Music education structure is defined in terms
of Key Stages (KS8). Administratively the
argument centres on whether K8 1-3 (and the
non-stautory K5 4) should be divided into
lwo or three Attainment Targets (AT). The

Music Working Group favours three,
Performing, Composing, and Appraising,
which mirror the elements of GCSE,

Performing, Composing, and Listening. In this
scenario, analysis would feature mainly in
Appraising, though it would also be relevant
in informing Performance.

The Council, however, argues convincingly
that it is mnecessary to involve a certain
amourt of theory which 15 net approached
exclusively via practical activity, in order io
increase the basic level of knowledge and
understanding. It thus advocates a system of
two ATs, which it claims will also be more
workable:r Performing & Composition
{combined), balanced by Knowledge &
Understanding, Due to pressure from the
Music Working Group, it seems likely that
these ATs will appear in a ratio of 2:1. The
academic study of analysis and that of
‘musical history and theory' (National
Curriculum Council Consultation Report, p.
23) would certainly seem to be better served
by 1his larter approach. The Council’s
Programmes of Study (PoS) require pupils to
‘snderstand the contribution made to the
development of music by a range of
influential composers’ {p. 13}, such as Bach,
Beethoven and Schubert; Stravinsky, Britten
and Tippett. This is part of a balanced

10

curriculum which alse embraces folk, popular

music, music of the British Isles and of
various cultures, Western and non-Western
{p. 22).

By the end of Key Stage 3, the AT .statement
sounds ambitions, if it is not to he
superficial: pupils should have demonstrated
that they can ‘discriminate between and
respond io harmonic, rhythmic and melodic
structures' {p. 30), and that within
programmes of study pupils should ‘analyse
music  critically using appropriate
vocabulary, showing an understanding of
style and an ability to relate il to its social,
hisworical and cultural background' {p. 31).
However, the statements for KS§ 4, within the
Additional Advice to the Secretary of State
Jor Education (January 1992} do not seem (0
maintain the same speed of progression
discernible through KS 1-3, although they
may weil be more realistic. Pupils should be
able to ‘apply a developing knowledge of
musical notations, structures and  siylistic
conventions' (p. 12}, and in PoS should 'Listen
to, analyse and appraise critically music of
different styles, genres, forms and moods' (p.
13},

Many national examining boards embrace
Music within their GCSE syllabus (including
ULSEB, AEB, SEG, JMB and NEA}, but the
framework of Performing, Composing and
Listening is always maintained. Here the main
function of analysis is again in informing
performance, though 1 argue that it would be
desirgble to increase the theoretical emphasis
within Listening in order to ease the
progression 10 A-level study,

At A level, analysis is cmbraced by all
examining boards within the Common Aural
Perception Test (Paper 1. 28% of the total
marks), Part II of which consisis of Aural
Analysis (26%) and Stylistic Analysis (24%).
Aural Analysis involves ‘comparisons of
different presentations of the same or similar
material {(for example, different variations of
the same theme, related exiracts of the same
work, different orchestirations of the same
material, different performances of the same
music) and & question requiring details of
‘thythm, melody, tonality, harmony, form,
texture and insirumentaiion, nuance’ (o be
notated on a two-siave skeietal outline (ULSEB
Syllabus: June 1992, p. 699). The University
of London Schools Examination Board is
widely regarded as perhaps the most natural
progression > from GUCSE, though Associated

Examining Board 1is also popular in
maximizing ithe emphasis  on
performance-related disciplines. ULSEB
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Cambridge Music Handbooks are written by the most informed commentators in the field and provide the
student and music lover with concise, comprehensive guides to major works of the music repertory,

‘For students and real enthusiasts, they are indispensable.’

Handel: Messiah

DONALD BURROWS

This new guide ro Handel's most
celebrated work traces the course of
Messiah from the composer’s inital
musical response to the librerto, to its
eventual popularity with the Founding
Hospital performances. As well as
pmviding an historical context for
work, Dr Burrows addresses musical,
echnical and srractural questons and
provides an edited libretto.

£19.95net HE 03521374790 tadpp.
£695net  PB 0521376203

Bach: Mass in B Minor
JOMN BUTY

Ins this guide John Burr gives an
absorbing account of the genesis and
historical coneext of one of Bach's
greatest single works, considering iw
content, movement by movemaent,
and suggesting new approaches 1o its
performance,

£1595net HB 0521382807 128pp.
£695net PR 0521 387167

Haydn:

String Quartets, Op. 50
W. DEAN SUTCLIFFE

This is the firse full account of these
string quartets and it offers a brief
history of the genre, an assessment of
Haydn's earhicr work in the field and
of his role at Esterhdza.

£1985net HB 0521391031 124 pp.
£6.95net PB 0521399955

Haydn: The Creation
NICHOLAS TEMPERLEY

Discusses the music and the libretro of
ehis masterpiece, as well as the oratono
tradition of which it is pars. Also
inclades seleceed exeraces from critical
accounts from the nineteenth and

rwentieth centuries,

£19.95net HB 0521372550 50pp.
£695net PB 0521378656
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Beethoven:

Missa solemnis

WILLIAM DRABKIN

This scudy presents eritical
perspectives on the Missa solemnis,
offers a detailed consideration of the
structure and tone of the work, and
charts the hiscory of its composition,
first performances and publicarion.

£19.95net HB 0521372291 155pp.
£6.95net PE 05271378311

Mahler: Symphony No. 3
PETER FRANKLIN

Peter Franklin takes ehe Third
Symphony as representative of
European symphenic work of 1t
petiod and evaluares ehe piece as
refiecting the complexity of
contemporary musical and secial
manners,

£19.95net HB 052137071 X 144 pp.
£695net PB 0521379474

Bery: Violin Concerto
ANTHONY POPLE

Described by Aaron Copeland as
‘among the finest creations of the
modern repereoire’, Berg's Vielin
Concerto has become a ewentieth-
century classic. In this authoriwative
and scholarly guide, the reader is
intraduced to both the work and the
context that determined ies
COMPOSHTIO,

£1995net HB 0521390664 150 pp.
£635net PB 05321399769

Janaéek: Glagolitic Mass
PAUL WINGFIELD

With a full synopsis and key
interpretations of the Mass, this is the
first in-deprh study of the musical
organisation of one of Janacek’s most
important works.

£199%3net MB 0521380138 124 pp.
E6.35net  PB 05321 389011
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covers analysis independently within Papers
4 and 5 on Musical History and Analysis. The
brief is similar to thai within the Stylisic
Analysis section of Paper !, though there is
some scope for specialization in Paper §,
since candidates study one of five musical
'genres’ (ULSEB  Syllabus, pp 706-7). ULSEB
inchudes an optional dissertation, Paper 3R
{p. 707, which can account for 18% of the
gverall mark; it is here one finds the greatest
potential for concentrated analysis, AEB's
appreach in Music-633 is broadly parailel.
All students pursue analysis within Paper 3:
Historical and Analytical Studies (20%).
Detailed analytical study 1ends to be focused
on the Prescribed Work, presently Brahms's
Bh Piano Concerto, rather than on the
Prescribed Topic, which demands coverage of
a wide area, for example British Music, 1920
- Present Day. The Prescribed Work is viewed
in its ‘musical and historical context,
including aspects of form and other siylistic
elements, instrumentation and performing
practice’ {AEB Syllabus: 1992, p. 22). Written
descriplion and evaluation remains the main
vehicle of communication, though graphic
notation might usefully be introduced as a
supplementary tool, As with WULSEB, the
greatest scope for developing analytical siudy
lies in the optional 'Individual Siudy Fille' in
Paper 4, which might involve an analytical
investigation of up o 5000 words (AEB
Syliabus, p. 24).

Thus it can be seen that analysis at A level
still tends to be tackled by an essay-lype
approach, which does net vet credil the
distinctive contributions of specific anaytical
thinkers, or explore the potential of graphic
representation, However, there is opportunily
{or eaising the profile of alruciural ‘analysis.
At present this may be more readily achieved
through the dissertation option than through
short examination papers.

This article has aimed simply to open issucs
for discussion. 1 am keenly aware that the
subject is complex. Clearly, careful planning,
together with an appropriate approach and
content, will be critical to the success of any
initiative which seeks 1o raise the profile of
analysis. Targets must be relevant, realistie,
attainable, and seen as assisting with the
delivery of the National Carriculum, GC3E and
A-level examinations. One iz only too aware
of the many demands made upon the time and
resources of music ieachers and (heir
educational establishmenis, However, their is
undoubtedly  considerable scope  for
‘composing  out the principles of music
analysis’; in these early days of the SMA,
discussion of how best to design initiatives is
a key to future progress.
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