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Preface

I used to say that analysing music is like taking a old-fashioned clock to bits to
see how it works. In some ways it's a good analogy, but in one way it is misleading:
it assumes that music is a thing. Scores are things, to be sure, but music is equally
actions—what people do—and the sounds they make (whether live as they do them,
or in recorded form). And none of these forms that music can take has priority over
the others. There is not a privileged form that is 'the music'. So analysing music can
mean analysing any or all of these forms in which music exists—scores, actions,
and sounds. It also means analysing the experiences we have in relation to them. So
analysis is really a much more complicated matter than the clock analogy suggests.

Perhaps today it is no longer necessary to say this. We know from everyday
life that music exists in all sorts of forms. Yet only a few decades ago it was common
to think of the score as 'the music'. That however is a very limited, and limiting, way
of thinking about music. For one thing, the idea that the score is 'the music' creates
a barrier between notated music on the one hand, and on the other hand all the many
traditions of non-notated musics, from contemporary popular to traditional folk
music. And yet all these different musics freely circulate and intermingle in today's
world. They are all mixed up on people's mp3 players and phones, and we listen to
them with the same pair of ears.

But even within the notated tradition of Western classical music, thinking
of the score as 'the music' is inadequate. It prioritises the composer's work, as if
composers deposited meanings into their scores, ready for performers and listeners
to discover (rather as archaeologists dig up ancient buildings). But that is obviously
not the case: Beethoven's Ninth Symphony has come to mean all sorts of things it
did not mean when it was first composed. Performers and listeners play an essential
role in creating musical meaning. Performers do not simply reproduce what is in
the score, but rather use the score along with their own knowledge, tastes, and
personality in order to make music. Listeners, too, (most of whom don't read music)
create musical meaning through their observations and feelings as they listen, and

later through how they talk or write about them. In this way the idea that the score is
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'the music' belittles the role of both performers and listeners. And again this means
that analysing music means analysing any or all of these different perspectives—the
performer's and listener's as well as the composer's.

Analysing music is a historical practice, which is to say that it developed at a
certain time and place and for specific purposes. The time was the first half of the
nineteenth century, the place was Europe, and the purpose was to make sense of
the music—especially the late music—of Beethoven. Beethoven was widely seen
as the greatest composer of his age, perhaps that the world had ever known. Yet in
many ways his music looked bizarre on paper, and its discontinuities, silences, and
juxtaposition of wildly varying expressive qualities sounded bizarre too. Musicians
committed to Beethoven's greatness tried to find ways to make sense of his music
by searching for logic and coherence behind or beneath what could be seen in the
score or heard in performance(and there again is the analogy with digging up ancient
buildings). Although this opened up powerful new ways of thinking about music, it
also posed dangers. First, it took for granted the assumption that the value of music
lies in its coherence and logic, resulting—as I said—in a very limited and limiting
way of thinking. Music can be valuable in all sorts of ways to different people and
at different times. Second, it suggested that hearing music was not enough. Analysis
could be seen as establishing the objective truth about music, whether it could be
heard or not.

This explains much about how analysis developed over the next century and
a half. Essentially a variety of theoretical approaches to music developed, each
associated with its own set of analytical techniques, and each aiming to establish the
objective truth. Together with his followers, the early twentieth-century Austrian
composer Arnold Schoenberg believed that the key to great music lay in its motivic
structure, that is, the extent to which it was unified by recurring intervallic and/or
rhythmic cells. In contrast the music theorist Heinrich Schenker, who was also
Austrian and lived at the same time, disparaged the motivicists and instead insisted
that the key to great music lay in the Urlinie or fundamental line, an imaginary scalar
progression that underlies the notated and heard surface of the music and ensures its
coherence. Each theory claimed a monopoly on the truth. It was like religion: you
could not be a motivicist and a Schenkerian any more than you could be a Christian
and a Muslim. In this way each set of analytical techniques came with its own set of
beliefs, its own dogma.

Only in the later part of the twentieth century did this begin to change, with
analysts working to reconcile different techniques such as those of motivic and
Schenkerian analysis. Fred Lerdahl and Ray Jackendoff's GTTM (Generative
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Theory of Tonal Music), for example, was an elegant and quasi-scientific synthesis
of Schenker's linear analysis and Leonard Meyer's rhythmic analysis (though not
described in this book, it had a great deal of influence on psychologists researching
music). Whereas Lerdahl and Jackendoff's aim was to set up a new and better
system, however, there is another approach, and it is this other approach that
underlies the book. The idea is to think of different analytical techniques as different
tools. Carpenters and motor mechanics work with all sorts of different tools, and
each tool is useful for a different job. In the same way, the purpose of the book is to
put together an analytical toolkit. I still explain analytical techniques in terms of the
larger theoretical contexts from which they have come: that is what the first half of
the book does. But the implication is that the tools can be used together as dictated
by the particular music you are working with, and what you want to do with it. And
so the second half of the book explores some ways in which this can be done by
focussing on a succession of specific pieces of music. The approach is deliberately
pragmatic, you might even say anti-theoretical: the basic premise is that a good
analysis is an analysis that is useful, in the sense of enabling you to get an insight
into the composer's approach, to play it better, to enjoy it more, or a combination of
all these things.

I want to enlarge on that last point, and again this involves the historical
origins and development of analysis. Key parts of what became formalised, theory-
driven analytical approaches had their origins in how advanced musicianship
was taught during the eighteenth century. For example the idea that music can be
understood as the elaboration of simple underlying frameworks—the basic idea of
Schenkerian and many other analytical approaches—goes back to the partimento
tradition, in which students were trained to improvise compositions based on highly
simplified notations. Doing this over a period of several years, they gradually learned
to recognise the typical linear and harmonic patterns out of which eighteenth-century
music was built, and though they mightn't have a name for each of these patterns,
they learned what to do with them. This was a professional rather than an academic
training. The students didn't want to know the objective truth about music, they
wanted the skills that would enable them to hold down a job or compose operas at
what we would today see as breakneck speed.

But this changed as the teaching of advanced musicianship shifted to
conservatories in the nineteenth century, and all the more so as universities
became increasingly involved in the twentieth. The currency of universities is, if
not objective truth, then at least scientific knowledge, based on explicit principles

and embodied in the printed word. It was in North American universities after the
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Second World War that music theory developed into a more or less autonomous
discipline. In that environment, the more scientific your work looked, the
more seriously you were taken and the more prestige your discipline acquired.
Schenkerian theory as Schenker himself practiced it in pre-war Vienna was far less
systematic, less 'theoretical', than it became in post-war America. And the major new
approaches that were developed within the American academy—set theory and neo-
Riemannian theory (an approach based on the idea of tonal space and named after
the early twentieth-century German theorist Hugo Riemann)—approach music in
mathematical terms: apart for the music examples, papers on neo-Riemannian theory
look like papers on mathematics. In short they look scientific. They also make it
look as if music is some kind of code, to be explained in the way that mathematical
formulae can be used to explain real-world phenomena. They make it look as if
the perfect analysis is the one that explains everything, resulting in a model that
exactly corresponds to the original. Yet there are important ways in this appearance
is deceptive. Music is not a code, and it generally makes better sense to think of
theoretical models as representing norms against which the particularities of actual
pieces are thrown into relief. In other words, from the analytical point of view, it is
generally what the model doesn't explain—the remainder—that is most significant.
And that obviously can't be explained in mathematical terms. Instead such messy,
subjective categories as interpretation, feeling and personal judgement come into
play.

Bringing music theory and analysis into the academy also had another effect.
Formalised knowledge—the kind of knowledge embodied in academic writing—
is abstract, in the sense of being abstracted from the real world of physical objects
and sensations. In that sense it is the opposite of perceptual knowledge, that is,
knowledge embodied in seeing or hearing, as well as in the practical activities that
are based on such knowledge. As a consequence, it was all too easy for the close
link between knowing, hearing, and doing—the core of the eighteenth-century
traditions of musical training I described—to be severed. The result was analyses
that could not be meaningfully translated into, or tested against, aural experience.
That is why my book constantly stresses the importance of this link: analysis, I say,
should on the one hand build on aural experience, and on the other it should enhance
that experience. To listen with the Urlinie is to listen with heightened sensitivity to
forms of continuity that may not otherwise be evident, and to experience the way
in which local configurations unfold into larger, formal ones. It is to gain a direct,
perceptual awareness of things that you might have known about, because you had
read about them in textbooks, but didn't hear. It is in short to augment your hearing.
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And this brings to light a common but misleading linguistic usage. We say things
like 'did you see where I put that Schenkerian analysis?', meaning a graph printed
on a piece of paper. But it isn't really the piece of paper that constutues the analysis.
Rather it is the enhanced experience that results from listening with the piece of
paper that constitutes the analysis. The piece of paper is just a piece of paper.

I thank Professor Chen Hongduo for the immensely time-consuming work of
translating this book and hope that, in retrospect, he will feel it was worth the effort.

N dikas Gl

Nicholas Cook
Cambridge
September 2016
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