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CHAPTER I 

INTRODUCTION

T eachers of th e  p iano  a re  g e n e ra lly  concerned w ith  

th e  developm ent o f th o se  a b i l i t i e s  n e c e ssa ry  to  a  s tu d e n t 's  

u n d e rs tan d in g  and r e a l i z a t i o n  o f a m u sica l s c o re .  W hile 

p r i o r i t i e s  may v a ry , in s t r u c t io n  th rough  th e  in te rm e d ia te  

le v e l  i s  la r g e ly  concerned w ith  th e  developm ent o f music 

re a d in g  s k i l l s ,  p iano  te c h n iq u e , ex ecu tio n  o f dynam ics, 

and th e  fundam entals o f music th e o ry . Concerned w ith  an 

elem ent la c k in g  in  t h i s  approach  and i t s  u l t im a te  outcome, 

Leon P le is h e r  made th e s e  comments re g a rd in g  th e  p e r f o r ­

mances o f s tu d e n ts  a t  a  workshop p r e s e n ta t io n :

I  was q u i te  tak en  aback  by th e  la c k  o f  v i t a l ­
i t y ,  th e  la c k  o f im ag in a tio n  in  t h e i r  p la y in g . I  
th in k  th a t  some o f them p layed  very  n ic e ly —th e y  
p layed  a  g r e a t  p e rcen tag e  o f  th e  r i g h t  n o te s ,  
th ey  even p layed  a sm all p e rcen tag e  o f th e  mark­
ings th a t  were in d ic a te d  in  th e  m usic . But i t  
r e a l l y  s a id  n e x t to  n o th in g —i t  meant v ery  l i t t l e  
to  them. I t  was as though th e  p iano  were a  f o r ­
e ig n  o b je c t on which th e  s tu d e n t was p la y in g , 
in s te a d  o f  th e  p ia n o , th e  keys, somehow b e in g  
a b s o lu te ly  an e x te n s io n  o f h im se lf  by which th e  
com poser's id e a s ,  th rough  th e  p rism  o f th e  p e r ­
fo rm e r 's  p e r s o n a l i ty  were exposed and e x p re s se d .^

As th e  p re s e n t  s tu d y  was i n i t i a t e d ,  i t  was th e  

w r i t e r 's  view t h a t  p iano  s tu d y , n o t u n lik e  s im ila r  m usica l

^Leon P le i s h e r ,  "About P ra c t ic in g  and Making 
M usic," C la v ie r  ( S e p t . ,  1963), 12.
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en d eav o rs , sh o u ld , in  a d d i t io n  to  deve lop ing  th e  p re v io u s ­

ly  m entioned s k i l l s ,  s t r e s s  th e  developm ent o f s t y l i s t i c  

perfo rm ance. M usical s ty le  i s  g e n e ra lly  co n s id e red  to  

in v o lv e  th e  c h a r a c t e r i s t i c s  o f  a  p iece  o f  m usic , or o f a 

c e r t a in  com poser, sch o o l o f co m p o sitio n , or n a t io n a l i t y ,  

t h a t  somehow makes i t  id e n t i f i a b l e  in  th e  m idst o f o th e r s . 

A lthough th e re  a re  n e c e s s a r i ly  many o v e rlap p in g  f e a tu r e s  

and e x c e p tio n s , d is t in g u is h a b le  t r a i t s  ap p ear w ith  a  f r e ­

quency t h a t  p e rm its  th e  l i s t e n e r  to  c a te g o r iz e  a  s ty le  o f 

music when i t  i s  heard  w ith  no p rev io u s  c lu e s  to  i t s  

i d e n t i t y .

Ward d e f in e s  m u sica l s ty l e  s im p ly  a s  " ,  . . a l l  

t h a t  makes a com poser's music sound th e  way i t  so u n d s,"^

D ick inson  o f fe r s  th e  fo llo w in g  th r e e - f o ld  d e f i n i ­

t io n :

S ty le  i s  the  r e f l e c t i o n  o f  th e  in d iv id u a l  e s ­
sence o f a  work o f a r t  w hich g iv e s  i t  i t s  i d e n t i ­
t y .  . . . S ty le  i s  th u s  th e  c r y s t a l l i z a t i o n  o f th e  
t r a i t s  o f  a  work, c h a r a c t e r i s t i c a l l y  a d ju s te d  in  
one com prehensive in d iv id u a l i ty —th e  c r e a t iv e  p e r ­
s o n a l i ty  o f  th e  work, , . . S ty le  i s  th e  p ro d u ct 
o f  th e  in te r s e c t io n  o f tim e , p la c e ,  and c r e a t iv e  
teznperam ent, w orking w ith in  th e  frame o f  th e  n a ­
tu r e  o f th e  a r t . 2

W illiam  R. Ward, Examples f o r  th e  S tudy o f 
M usical S ty le  (Dubuque, Iowa: Wm. 6 . Brown C o ., 1^70),
p . 1 .

2
George Sherman D ick in so n , A Handbook o f S ty le  in  

Music (P oughkeepsie , N. Y .: V assar C o lle g e , 1 9 6 5 ) ,P . 3«
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C onsidering  the  s e v e ra l  approaches to  th e  s tu d y  o f 

m usical s t y l e s ,  most so u rces  s t r e s s  th e  im portance of 

c a r e fu l  exam ination  o f th e  m u sica l s c o re ,  in c lu d in g  th e  

elem ents of melody, harmony, rhythm , and m usica l form , f o r  

c o n s is te n c y  o f a  com poser's c h a r a c t e r i s t i c  u sag e . In  t h i s  

c o n te x t,  LaRue s t a t e s :

. . . th e  s ty l e  o f a  p ie c e  c o n s is ts  of th e  p r e ­
dominant ch o ices  o f  elem ents and p roced u res a  com­
p o se r makes in  d ev e lo p in g  movement and shape (o r 
p e rh ap s , more r e c e n t ly ,  in  denying  movement or 
sh a p e ). By e x te n s io n , we can p e rce iv e  a  d i s t i n ­
g u ish in g  s ty l e  in  a  group o f p ie c e s  from  th e  r e c u r ­
r e n t  use of s im ila r  c h o ic e s ;  and a conqposer's s ty le  
a s  a  whole can  be d e sc r ib e d  in  term s o f c o n s is te n t  
and changing p re fe re n c e s  in  h is  use  o f  m usical e l e ­
ments and p ro c e d u re s .!

Concerned w ith  th e  p e rc e p tio n  o f  s t y l i s t i c  e l e ­

m ents, Moore s t r e s s e s  th e  im portance o f a u r a l  a c u i ty  when 

he s t a t e s  t h a t  " th e  most lo g ic a l  way to  approach th e  

l i t e r a t u r e  o f  music a s  a  s tu d y  i s  to  b u i ld  up a  tech n iq u e  

o f l i s t e n in g  to  it.**^

E xtending  th e  im portance o f m u sica l s ty l e  in to  th e  

p sy c h o lo g ica l re a lm , Salop d e t a i l s  an a d d i t io n a l  dim ension 

o f th e  a u r a l  ex p e rien ce  th u s :

. . .  a  com poser's th o u g h t i s  n e c e s s a r i ly  
concerned n o t J u s t  w ith  a c o u s t ic a l  m a te r ia l s ,  bu t 
w ith  th e  ways o f p roducing  p sy c h o lo g ic a l e f f e c t s

^Jan LaRue, G u id e lin es  f o r  S ty le  A n a ly s is  (New 
York, N. Y. : W. W. N orton d o . , 1970), p . Ix .

D o u g la s  Moore, A Guide to  M usical S ty le s  (New 
Y ork, N, Y. : W. W. N orton C o ., 1962), p . ll*.



by means o f  th e se  m a te r ia ls .  H is fundam ental 
aim , a f t e r  a l l ,  i s  n o t m erely  t o  produce sounds, 
b u t r a th e r  t o  c a l l  to  mind c e r t a in  q u a l i t i e s  by 
h is  cho ice  o f sounds. • . . The e n t i r e  a c t i v i t y  
o f com position  . . . would make l i t t l e  sen se  in  
th e  absence o f  some such fundam ental b e l i e f  in  
th e  p sy c h o lo g ica l powers o f  v a rio u s  k in d s o f 
m u sica l e f f e c t s . !

In  l i g h t  o f th e  above s ta te m e n ts , i t  may be g en e r­

a l iz e d  th a t  s tu d e n ts  o f  the  m usica l a r t  sh o u ld  (1) become 

loiowledgeable in  the  com p o sitio n a l e lem ents o f  m usical 

s ty l e s  and g a in  f a c i l i t y  in  th e  a n a ly s is  o f  th e  s c o re ,

(2) le a r n  to  reco g n ize  th e  c h a r a c te r i s t i c  usage o f th e se  

elemen l i s t e n in g  to  music w ith o u t b e n e f i t  o f  a

sc o re , (3) be a b le  t o  sp e c u la te  ab o u t a  s ty l e  on th e  b a s is  

o f what i s  seen  or h ea rd , {î )̂ develop  a  f e e l in g  fo r  th e  

p sy c h o lo g ica l e f f e c t s  o f  d i f f e r e n t  s t y l e s ,  and {$)  develop 

th e  n e c e ssa ry  s k i l l s  to  be a b le  to  p r o je c t  th e se  s t y l i s t i c  

elem ents in  t h e i r  own perform ances.

In  ex ten d in g  th e  young s tu d e n t 's  aw areness of 

m usical s t y l e s ,  i t  i s  th e  w r i t e r 's  view th a t  th e  r o le  and 

r e s p o n s ib i l i t y  o f th e  te a c h e r  r e q u ire s  f a m i l i a r i t y  w ith  a 

wide v a r ie ty  o f te a c h in g  l i t e r a t u r e ,  and th e  a b i l i t y  to  

s e l e c t  th o se  p ie c e s  c o n ta in in g  s t y l i s t i c  elem ents th a t  a re  

s im ila r  to  th o se  o f  th e  more advanced l i t e r a t u r e  o f th e  

p i a n i s t 's  s ta n d a rd  r e p e r to i r e .  By means o f  a u th e n tic  and

^Arnold S a lo p , S tu d ie s  on th e  H is to ry  o f M usical 
S ty le  ( D e tr o i t ,  M ich .: Wayne S ta te  U niv . P re s s , 1971), 
p . 13.
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s t y l i s t i c  perform ance dem onstra tions by th e  te a c h e r  and 

d isc u s s io n  of s t y l i s t i c  c h a r a c t e r i s t i c s ,  th e  s tu d e n ts  

could  be encouraged to  app ly  p e rc e p tio n s  and understandings 

to  t h e i r  own perform ance. I t  was w ith  t h i s  a s p e c t o f 

p iano  te a c h in g  t h a t  t h i s  s tu d y  was concerned .

Need fo r  th e  S tudy

P rim a r ily  concerned w ith  th e  improvement o f p iano  

in s t r u c t io n  a t  s e v e ra l l e v e l s ,  th e  w r i te r  assumed th a t  th e  

predominance o f p iano  te a c h e rs  who a re  g e n e ra l ly  q u a l i f i e d  

and have them selves re c e iv e d  adequate i n s t r u c t io n ,  do 

a t ta c h  im portance to  th e  developm ent o f s t y l i s t i c  under­

s ta n d in g  and perform ance w ith  t h e i r  s tu d e n ts .  However, 

such endeavor is  n o t c o n s is te n t ly  o v e r t o r  u n ifo rm ly  m ani­

f e s t .  S upporting  th i s  c o n te n tio n , th e  w r i te r  a c c e p ts  th e  

g e n e ra lly  h e ld  view th a t  te a c h e rs  te n d  to  employ approaches 

based  on th e  r e c a l l  o f t h e i r  own ex p e rien ces  as s tu d e n ts . 

The p re s e n t s tu d y  a ttem p ted  to  p rov ide  a b a s is  f o r  h e lp in g  

te a c h e rs  become more aware and capab le  o f  te a c h in g  s t y l i s ­

t i c  perfo rm ance.

In  t h i s  co n tex t and c o n s id e ra te  o f  th e  s tu d ie d  and 

f a m il ia r  r e p e r to i r e  of th e  p iano  te a c h e r ,  th e  w r i te r  i s  in  

agreem ent w ith  th o se  who hold  th e  view t h a t  many p iano 

te a c h e r s ,  p a r t i c u l a r ly  on the  e lem en tary  and in te rm e d ia te  

l e v e l s ,  a re  le s s  f a m il ia r  w ith  and th u s l e s s  p rep ared  to  

te a c h  th e  component s t y l i s t i c  elem ents o f  contem porary



p iano  m usic th an  th o se  o f th e  common p r a c t ic e  p e r io d s . 

Canaday su p p o rts  t h i s  p o s i t io n  when she s t a t e s :

Our in s tru m e n ta l te a c h in g  methods and our con­
c e p ts  ab o u t music a re  d e riv ed  from  the harmonic 
m ajor-m inor system  which has been  in  use s in c e  th e  
tim e o f J .  8 .  Bach. As a  g ram m atical system , w ith  
harm onic form ulae and a  v o cab u la ry  o f s c a le s ,  
c h o rd s , and a rp e g g io s , i t  has p ro v id ed  te a c h e rs  
w ith  a b a s ic  pedagogy, b o th  in  th e o ry  and te c h ­
n iq u e , and i t  i s  in d is p e n sa b le  in  s ig h t - r e a d in g  
th e  music o f th e  p a s t .  But i t  i s  n o t adequate  f o r  
th e  new m u sic .^

The w r i te r  a l s o  ag ree s  w ith  Bradshaw, who s t a t e s :

A new, m u lti-d im e n s io n a l te ch n iq u e  o f  p ian o - 
p la y in g  has evolved  and w i l l  e v e n tu a l ly  have to  be 
ta u g h t ,  a long  w ith  th e  d ia to n ic  s c a le s  and a rp eg ­
g io s  w hich h i th e r to  have formed th e  b a s ic  educa­
t i o n a l  d i e t .  For a  new d e x te r i ty  i s  b e in g  
demanded: an asymmetry o f hand and f in g e r  movement
which canno t be ac q u ired  s o le ly  th rough  conquering 
th e  sym m etries o f th e  music o f  a  p re v io u s  a g e .2

A lso  concerned w ith  th e  le v e l  of u n d ers tan d in g  of 

tw e n tie th  c e n tu ry  s ty l e s  on th e  p a r t  o f  th e  p i a n i s t ,  and 

th e  la c k  o f  o p p o rtu n ity  f o r  s tu d y  and t r a in in g  in  th e se  

s t y l e s ,  S te in  s t a t e s  th a t  th e  perfo rm er i s

. . . co n fro n ted  w ith  s p e c ia l  c o n d itio n s  im­
posed by  much o f th e  new m usic , w hich seem to  
c o n t r a d ic t  th o se  t r a d i t i o n a l  a s p e c ts  o f  m usic- 
making to  which he i s  accustom ed and which re q u ire  
new a t t i t u d e s  toward th e  perfo rm in g  a r t . 3

^A lice  Canaday, Oontem porary Music and th e  P ia n is t  
(P o rt W ashington, N. Y .: A lfre d  P u b lis h e r s ,  1974), P. k»

^Susan Bradshaw, "The T w en tie th  C en tu ry ,"  Keyboard 
M usic. ed . D enis Matthews (New Y ork, N. Y, : P raeger Pub­
l i s h e r s ,  1 9 7 2 ), p . 316.

3l . D. S te in ,  "The Perform ance o f  Twelve-Tone and 
S e r ia l  Music f o r  th e  P iano" (u n p u b lish ed  D o c to r 's  d i s s e r t a ­
t i o n ,  The U n iv e rs ity  o f Southern  C a l i f o r n ia ,  1962), p . ix .
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Commenting on th e  r e s u l t s  o f  a  la c k  o f an  e x p e r i ­

e n t i a l  fram e o f r e fe re n c e  w ith  contem porary  p iano  l i t e r a ­

t u r e ,  A dler c i t e s

. . . th e  la c k  o f  u n d e rs ta n d in g  o f i t  by p e r ­
fo rm ers and te a c h e rs  a s  w e ll  a s  a u d ie n c e s . . . . 
T eachers a re  th e  most c o n se rv a tiv e  and r e s i s t a n t  
to  new a d d itio n s  to  music l i t e r a t u r e .  P erform ers 
come n e x t ;  w h ile  au d ien ces concur w ith  th e  o p in ­
io n  th a t  contem porary  music i s  u n id io m a tic  in s t r u -  
m e n ta lly , h a rm o n ica lly  s u s p e c t, and m u s ica lly  
i n e p t .1

F is h e r  im p lie s  a  r e s p o n s i b i l i t y  on th e  p a r t  o f th e  

p i a n i s t  to  th e  music o f  today  when he s t a t e s :

The v ery  h i s to r y  of music i s  wrapped up in  the  
developm ent o f  a  tw e lv e -n o te  f ix e d - p i tc h  i n s t r u ­
ment such a s  th e  organ o r  th e  h a rp s ic h o rd —l a t e r  
th e  p ian o . . . . But can th e  modem keyboard a r t ­
i s t  co n tin u e  to  p la y  a r o le  i n  th e  developm ent of 
m usic i f  h i s  gaze i s  always tow ard  th e  p a s t?  . . . 
Should n o t th e  p i a n i s t ,  d ev o tin g  some th o u g h t to  
th e  p e c u l ia r  s i t u a t i o n  w hich e x i s t s  to d a y , a ttem p t 
to  assume a p o s i t io n  o f m usical v i t a l i t y  and le a d ­
e r s h ip  once more?2

The w r i t e r  f u r th e r  n o te d  t h a t  many c o n te s ts  and 

a u d i t io n s  f o r  young p ia n i s t s  e i t h e r  encourage o r r e q u ir e  

the  p la y in g  o f  tw e n t ie th  c e n tu ry  m u sic . There i s  a w ea lth  

of t h i s  music b e in g  p u b lish ed  today  in ten d ed  f o r  young 

p la y e r s .  O ften th e  music i s  accompanied by some form  of 

e x p la n a tio n  p ro v id ed  a s  an a id  to  u n d e rs ta n d in g , b u t fo r

Samuel A d le r , "An In tro d u c tio n  to  Contemporary 
M usic," Anærican Piano T ea ch e rs ' Magazine (O c t . ,  1972), 
p . 19.

2
F red F i s h e r . "A P lea  fo r  Contempox*ary M usic," 

C la v ie r  (A p r i l ,  1972), p . 38.
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th e  most p a r t ,  the  te a c h e rs  a r e  l e f t  t o  th e i r  own d ev ices 

in  the  te a c h in g  of t h i s  m usic.

The a u th o rs  and c o n d itio n s  c i t e d  s t r e s s  the  need 

f o r  a c l e a r e r  u n d ers ta n d in g  o f  tw e n t ie th  c e n tu ry  s t y l e s ,  

e s p e c ia l ly  on th e  l e s s  advanced l e v e l s .

Purpose o f th e  S tudy

The s tu d y  endeavored to  deve lop  and apply  a system  

o f perform ance a n a ly s is  f o r  th e  purpose o f  com piling a 

p ed ag o g ica l re so u rc e  fo r  use by p ian o  te a c h e rs  in  ex tending  

t h e i r  knowledge o f tw e n t ie th  c e n tu ry  perform ance p ra c ­

t i c e s .  In  a d d i t io n ,  th e  in v e s t ig a t io n  was concerned w ith  

c o d ify in g  th o se  c h a r a c te r i s t i c s  found to  be most p re v a le n t 

in  th e  music s tu d ie d .

A p ro c e d u ra l outcome o f  th e  s tu d y  was th e  develop­

ment o f c r i t e r i a  f o r  in te r p r e t iv e  c o n s id e ra tio n s  w ith in  

th e  la r g e r  c o n te x t o f  perform ance a n a ly s i s .  For purposes 

o f t h i s  s tu d y , th e  a n a ly s is  was a p p lie d  to  s e le c te d  

tw e n tie th  c e n tu ry  p iano  l i t e r a t u r e  a t  th e  e lem en tary  and 

in te rm e d ia te  l e v e l s .  A p ed ag o g ica l re s o u rc e  evolved out 

o f t h i s  a p p l ic a t io n ,  p ro v id in g  a f l e x ib l e  though sy stem atic  

and p ro g re s s iv e  p lan  which p iano  te a c h e rs  may employ in  

dev e lo p in g  in  t h e i r  s tu d e n ts  th e  i n t e l l e c t u a l  and m usical 

means f o r  co n v in c in g  perfo rm ance. To th e  e x te n t  p o s s ib le ,  

th e  re so u rc e  a ls o  p ro v id es  fo r  the  developm ent o f concep­

t u a l  u n d e rs ta n d in g  a p p lic a b le  to  music l i t e r a t u r e  o th e r
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th a n  th a t  u t i l i z e d  in  th e  p re se n t s tu d y , in c lu d in g  s t y l i s ­

t i c a l l y  s im ila r  l i t e r a t u r e  o f a d i f f i c u l t y  beyond th a t  

no rm ally  encoun tered  th rough  th e  in te rm e d ia te  s ta g e  o f 

p iano  s tu d y , a s  w e ll as l i t e r a t u r e  o f  s t y l i s t i c a l l y  d i f f e r ­

e n t p e r io d s .

A nother and perhaps e q u a lly  im p o rtan t outcome of 

th e  in v e s t ig a t io n  was th e  f u r th e r  re f in em e n t o f  th e  p ro cess 

o f in te r p r e t iv e  a n a ly s is ,  p ro v id in g  a more s u b s ta n t ia l  

b a s is  on which fu tu re  d e c is io n s  concern ing  in te r p r e t iv e  

a n a ly s is  may be more o b je c t iv e ly  approached.

The s tu d y  a ls o  p ro v id es  a  r e p o r t  on th e  s ta tu s  o f 

s e le c te d  e lem en tary  and in te rm e d ia te  p iano  l i t e r a t u r e ,  w ith  

re g a rd  to  i t s  a u th e n t ic i ty  as music c o n ta in in g  th o se  s t y ­

l i s t i c  f e a tu re s  ty p ic a l  o f tw e n tie th  ce n tu ry  m usica l s t y l e .

The in t e n t  o f  t h i s  s tudy  was to  se rv e  as a re so u rce  

f o r  th e  p r iv a te  p iano te a c h e r  who i s  p r e s e n t ly  engaged in  

th e  te ach in g  o f  young p i a n i s t s .  S ince th e  s tu d y  was ex­

p lo ra to ry  in  n a tu r e , i t  w i l l ,  h o p e fu lly , se rv e  as an 

im petus f o r  th e  f u r th e r  c o n s id e ra tio n  and in v e s t ig a t io n  of 

in te r p r e t iv e  a n a ly s is  as a oonqponent o f a l l  le v e ls  and 

a s p e c ts  o f p iano  pedagogy and perform ance.

D esign o f th e  Study

The study  was approached and developed in  two p a r ts . 

One p a r t  was concerned w ith  th e  developm ent o f  th e  system  

o f in te r p r e t iv e  c r i t e r i a  as a  component o f  perform ance
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a n a ly s is .  The system  was th en  a p p lie d  to  s e le c te d  tw e n ti­

e th  cen tu ry  p ian o  l i t e r a t u r e ,  ev o lv in g  in to  a  pedagog ical 

re so u rce  f o r  use by p iano  te a c h e rs  a t  th e  e lem en tary  and 

in te rm ed ia te  l e v e l s .  S p e c if ic  in fo rm a tio n  concern ing  the  

development o f  th e  perform ance a n a ly s is  system  i s  p rov ided  

in  C hapter I I I .  The r e s u l t  o f  th e  a p p l ic a t io n  in  th e  form 

of a p ed ag o g ica l re so u rc e  i s  p re se n te d  in  C hap ters IV and

V.

A nother p a r t  o f  th e  s tu d y  was concerned w ith  c o d i­

fy in g  th e  g e n e ra liz e d  outcomes r e s u l t in g  from  th e  a p p lic a ­

t io n  o f th e  system  o f in te r p r e t iv e  a n a ly s is  to  s e le c te d  

tw e n tie th  c e n tu ry  p ian o  l i t e r a t u r e .  In  a d d i t io n ,  a  r e p o r t  

was in c lu d ed  on th e  s ta tu s  o f  th e  s e le c te d  e lem en tary  and 

in te rm e d ia te  p ian o  l i t e r a t u r e ,  r e l a t i v e  to  i t s  c o n s is te n c y  

o f s ty le  w ith  th e  common p r a c t ic e  and c h a r a c te r i s t i c s  of 

more advanced ezam ples of tw e n t ie th  c e n tu ry  m usic. The 

r e s u l t s  o f  t h i s  p a r t  o f  th e  s tu d y  a re  p rov ided  in  Chap­

t e r  VI.

D e f in i t io n  o f  Terms

P ia n i s t i c  s t y l e . The term  r e f e r s  n o t  only to  th o se  

q u a l i t i e s  o f p iano  music w hich make th e  perform ance ty p ic a l  

in  term s o f p e r io d  s t y l e ,  b u t a ls o  to  th o se  q u a l i t i e s  w hich 

make th e  music p i a n i s t i c .

T ech n ica l demands. The te rm  r e f e r s  to  th o se  

p i a n i s t i c a l l y  d i f f i c u l t  a sp e c ts  o f  a  p ie c e  which must be
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met in  o rd er to  re n d e r  an  adequate  perform ance.

Perform ance a n a ly s i s . The term  r e f e r s  to  a  s y s ­

tem atic  a n a ly s is  o f th e  perform ance a s p e c ts  o f  a p ie c e , 

w ith  em phasis on p i a n i s t i c  s t y l e ,  i n t e r p r e t a t i o n ,  and mood. 

For purposes of t h i s  s tu d y , perform ance a n a ly s is  was 

d iv id e d  in to  fo u r  p h ases : (1) in te r p r e t iv e  a n a ly s is ,

(2) o b je c tiv e  a n a ly s is ,  (3) te c h n ic a l  a n a ly s i s ,  and 

(Ij) s y n th e s is .  F u r th e r  a m p lif ic a t io n  i s  g iven  in  Chap­

t e r  I I I .

I n te r p r e t iv e  a n a ly s i s . The te rm  r e f e r s  to  a  system  

by which te a c h e rs  and s tu d e n ts  can approach th e  s t y l i s t i c  

m usica l i n t e r p r e t a t i o n  o f a p ie c e .  As t h i s  i s  a  h ig h ly  

p e rso n a l and s u b je c t iv e  a r e a ,  th e  a p p l ic a t io n  of th e  system  

w i l l  n e c e s s a r i ly  v ary  by deg ree  from one p erfo rm er to  th e  

n e x t .  F u rth e r  a m p lif ic a t io n  i s  g iven  in  C hapter I I I .

O b jec tive  a n a ly s i s . The term  r e f e r s  to  a n a ly s is  

o f th o se  components o f  a m u sica l sco re  which can be ob­

se rved  and n o te d , and which may become an im p o rtan t p a r t  

o f th e  m usica l perform ance th rough  t h e i r  p ro je c t io n  by th e  

perfo rm er and p e rc e p tio n  by th e  l i s t e n e r .  F u r th e r  am pli­

f i c a t i o n  i s  g iven  in  C hapter I I I .

T ech n ica l a n a ly s i s . The te rm  r e f e r s  to  a n a ly s is  

o f th o se  a rea s  which have to  do w ith  th e  te c h n ic a l  demands 

o f p i a n i s t i c  s t y l e .

S y n th e s is . The term  r e f e r s  to  th e  o v e ra l l  view of 

a p iece  com bining a l l  e lem en ts—i n te r p r e t i v e ,  o b je c t iv e .
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te c h n ic a l—which a re  im p o rtan t f o r  s t y l i s t i c  perform ance.

S topping p la c e . The terra i s  used  by B eardsley  to  

r e f e r  to  a  p lace  in  a m u sica l com position  ” . . .  where th e  

c o n tr a s t  between th e  p reced in g  passage and th e  passage th a t  

fo llo w s i s  p e rce iv ed  to  be most s t r ik in g  and e v id e n t .”1 In  

th e  p re se n t s tu d y  i t  r e f e r s  to  th o se  p la c e s  where th e re  a re  

n o ta b le  changes in  th em atic  m a te r ia l ,  p a t te r n ,  te x tu r e ,  

s t y l e ,  or mood.

P edagogical r e s o u rc e . The terra r e f e r s  to  a com­

p i l a t i o n  o f su g g e s tio n s  f o r  a s s is ta n c e  in  any o r  se v e ra l 

a rea s  o f  te a c h in g . In  t h i s  s tu d y , i t  com prises th e  com­

p le te  perform ance a n a ly s is  a s  a p p lie d  to  s e le c te d  

tw e n tie th  cen tu ry  p iano  l i t e r a t u r e  a t  the  e lem en tary  and 

In te rm e d ia te  l e v e l s ,  and co v ers  a wide span o f m u sica l and 

in te r p r e t iv e  d i f f i c u l t y .  The p ed ag o g ica l re so u rc e  i s  

p rov ided  in  C hap ters IV and V.

E lem entary  L e v e l. The te rm  r e f e r s  to  p iano  l i t e r ­

a tu re  which may be s tu d ie d  d u rin g  ap p ro x im ate ly  th e  second 

th rough  s ix th  y ea rs  o f s tu d y .

In te rm e d ia te  L e v e l. The te rm  r e f e r s  to  p iano 

l i t e r a t u r e  which may be s tu d ie d  d u rin g  app rox im ate ly  the  

sev en th  th rough  te n th  y e a rs  o f  s tu d y .

Monroe C. B e a rd s le y , A e s th e tic s  ; Problems in  th e  
P h ilosophy  o f C r i t ic is m  (New York, N. Ÿ. : B tarcourt, Brace 
and W orld, I n c . ,  l9 ^ ü j ,  p . 180.
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L im ita tio n s

The s tu d y  was l im ite d  to  s e le c te d  tw e n tie th  c e n tu ry  

p iano  r e p e r to i r e .  In  choosing  th i s  l i t e r a t u r e ,  th e  w r i te r  

assumed th a t  s tu d e n ts  a ls o  a re  b e in g  ta u g h t a w ell-rounded  

p iano  r e p e r to i r e  from  th e  s e v e ra l  s t y l e  p e r io d s .

S ince th e  s tu d y  was in ten d ed  fo r  p iano  te a c h e rs ,  

th e  w r i te r  assumes a c e r t a in  background o f m usical 

knowledge on th e  p a r t  o f  th e  r e a d e r .  I t  was n o t p o ss ib le  

to  d ea l w ith  ev ery  d e t a i l  n e c e ssa ry  to  te a c h in g  th e  

s e le c te d  l i t e r a t u r e .  R a th e r , th e  p edagog ica l re so u rce  was 

meant to  add f r e s h  th o u g h ts  to  th o se  which a re  p re v io u s ly  

assumed. In  o rd er to  a llo w  f o r  g r e a te r  d ep th  in  the  d e v e l­

opment and a p p l ic a t io n  o f  th e  system  o f in te r p r e t iv e  

a n a ly s is ,  th e  harmonic and te c h n ic a l  a s p e c ts  were d e a l t  

w ith  in  a l im ite d  manner.

I t  was assumed t h a t  th e  re a d e r  would be ab le  to  

supp ly  cop ies o f  th e  s c o re s ,  thus th ey  a re  n o t in c lu d ed .

The s tu d y  was in te n d ed  to  prov ide a pedagog ica l 

re so u rce  f o r  a s s is ta n c e  in  dev e lo p in g  a  s tu d e n t*8 back­

ground fo r  a conv incing  perform ance of th e  tw e n tie th  cen ­

tu ry  p ia n i s t i c  s t y l e s . A lthough th e  l i t e r a t u r e  w hich was 

used i s  o f th e  e lem en tary  and in te rm e d ia te  l e v e l s ,  the  

s tu d y  is  open-ended. The in te n t  was th a t  in h e re n t to  th e
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n a tu re  of fo rm al p iano  s tu d y , the s tu d e n t w i l l  p ro g re ss  to  

h ig h e r te c h n ic a l  and m usica l le v e ls  commensurate w ith  

a b i l i t y  and p e rso n a l m a tu ra tio n .



CHAPTER I I

REVIEW OF RELATED LITERATURE

The P ro je c tio n  and P e rcep tio n  
o f  M usical S ty le

^  Much o f th e  l i t e r a t u r e  r e l a t i n g  to  m usica l s ty le  i s  

concerned w ith  th e  com poser, th e  p e rfo rm e r, and th e  l i s ­

te n e r .  The composer i s  charged  w ith  th e  r e s p o n s i b i l i t y  o f 

w r i t in g  th e  music w ith  c l e a r  and s u f f i c i e n t  in s t r u c t io n  

f o r  good perform ance. The perform er*s r e s p o n s i b i l i t y  i s  to  

be f a i t h f u l  to  th e  sc o re  and to  c o n sc io u s ly  seek  out th e  

e x p re ss iv e  meaning o f  th e  m usic. I t  i s  th e  l i s t e n e r  who 

i s  th e  u lt im a te  judge of th e  m usical perfo rm ance.

B a r n e t t ,1 commenting on th e  m usica l t r i n i t y  of 

com poser, p e rfo rm er, and l i s t e n e r ,  i s  o f  th e  view t h a t  a l l  

th re e  r o le s  a re

. . .  a t  once autonomous and o v e r la p p in g , and 
in  many s u c c e s s fu l  perform ances one o f te n  cannot 
decide which was most r e s p o n s ib le —b e a u t i f u l ly  
constz*ucted m usic, p e n e tra tin g  in t e r p r e t a t i o n ,  o r  
p e rc e p tiv e  l i s t e n i n g .2

^David B a rn e t t ,  The Performance o f  Music (New York,
H. Y .; U niverse Books, lÿ y È ) .

^ B a m e tt ,  p . 1 .

15
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The l i s t e n e r  i s  d e sc r ib e d  a s  "b o th  th e  o b je c t  and 

d e te rm in an t o f  m usica l e x p re s s io n .

B a rn e tt  p o in ts  o u t th a t  th e  a t t i t u d e  tow ard  th e  

perfo rm er has changed in  t h i s  c e n tu ry , and th a t  now much 

more a t t e n t io n  i s  p a id  to  th e  com poser. He d e f in e s  m u sica l 

perform ance as

. . .  an e f f o r t ,  an a ttem p t by one o r more 
p la y e rs  t o  i n t e r p r e t  th e  m u sica l com position  on 
th e  b a s i s  o f  i t s  s c r i p t  o r s c o re . A perfo rm m ce 
i s  n o t th e  s c o re ,  b u t sim ply  one id e a  o f  i t . ^

C au tio n in g  a g a in s t  p la c in g  undue ençîhasis on te c h ­

n i c a l  s k i l l ,  B a rn e tt comments:

I t  i s  t r u e  t h a t  th e  l i s t e n e r  i s  g r e a t ly  im­
p re sse d  by s k i l l ,  b u t u n fo r tu n a te ly  he q u ic k ly  
t i r e s  o f i t .  . . .H e  has f a l l e n  in to  th e  h a b i t  
of l i s t e n i n g  to  one p erfo rm er w ith  th e  f e e l in g  
th a t  th e  n e x t one may be even more a s to u n d ­
in g . . . . F u rth e rm o re , co m p e titio n  on th e  b a s is  
o f s k i l l  a l ie n a te s  th e  le s s  s k i l l f u l  from  p a r ­
t i c ip a t io n  in  m usic. . . . The in c re a se d  s k i l l  
o f perform ances has n o t in c re a se d  th e  s iz e  of 
aud iences to  a  co rresp o n d in g  e x t e n t . ’

The ro le  o f th e  perfo rm er as c o -a u th o r  o f  th e  

com position  i s  d isc u sse d  by B a rn e t t ,  w ith  th e  in fe re n c e  

t h a t  th i s  s p e c ia l  r e l a t i o n  c a l l s  f o r  a  s p e c ia l  sen se  o f 

r e s p o n s i b i l i t y .  Perform ers are  encouraged to  f in d  th e  

c e n t r a l  purpose o f each  com position .

B a r n e t t ,  p . 3- ^ B a rn e tt ,  p . 10.

^ B a rn e tt ,  p . 6 .
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Concerning th e  com poser>3 r e s p o n s i b i l i t y ,  B a rn e tt 

b e l ie v e s  t h a t  ” i f  th e  com position  i s  w e ll  w r i t t e n ,  th e  

n o ta t io n  symbols w i l l  o f f e r  c lu e s  to  th e  co n ten t and a ls o  

to  th e  n a tu re  o f th e  a s s o c ia t io n s  th a t  prompted i t . " ^

S tre s s in g  th e  advantage o f  hav ing  had a  background 

o f making th e  r i g h t  m usica l d e c is io n s  d u r in g  ch ild h o o d , 

B a rn e tt s t a t e s :

I t  i s  in  t h i s  i n i t i a l  p e rio d  th a t  some c h i l ­
d re n , due t o  in n a te  s e n s i t i v i t y  and a l s o  t o  home 
environm ent, a c q u ire  a la rg e  m usica l vocab u lary  
and become f a m i l ia r  w ith  m usical p h raseo lo g y  
much e a r l i e r  th an  o th e r s .  Then l a t e r  on, when 
th e y  en co u n ter th e  n o ta t io n  sym bols, th ey  have a 
re a d in e s s  th a t  enab les them  to  m atch th e se  sym­
b o ls  w ith  th e  vocab u lary  and p h raseo lo g y  th e y  
a lre a d y  know. To a  s ig n i f i c a n t  e x te n t  th e y  d i ­
v ine  or apprehend  th e  music r a th e r  th a n  re a d  i t . 2

Nagy^ m a in ta in s  th a t  th e  main c r i t e r i o n  f o r  a  good 

s t y l i s t i c  perform ance i s  c a r e fu l  exam ination  o f th e  

com poser’s marks on th e  s c o re , and a r e s p o n s i b i l i t y  tow ard 

f a i th f u ln e s s  i n  fo llo w in g  th e  com poser’s d i r e c t io n s .  He 

c a u tio n s  a g a in s t  becoming to o  in v o lv ed  in  t r y in g  to  con­

c e n tr a te  on c e r t a in  f e a tu r e s  th a t  a re  supposed to  be 

ty p ic a l  of a s t y l e .  P o in tin g  out t h a t  th e  s tu d y  o f s ty le s  

w i l l  p re se n t many c o n f l i c t s ,  he r e f e r s  to  " .  . . th e  case 

where v a l id  and seem ingly  c r y s t a l l i z e d  co m p o sitio n a l

T PB a rn e t t ,  p . 26 . B a rn e t t ,  p . 2 ? ,

^B ela Nagy, " S ty le  and P erfo rm ance,"  The American 
Music Teacher (Apr./M ay, 1966), 16.
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f e a tu r e s  d e s ig n a te d  a s  perm anen tly  t y p i c a l  ones w i l l  be 

d e fe a te d  by th e  in s e r t io n  o f  th e  p re c is e  o p p o s ite  l a t e r .

In s ta n c e s  a re  c i t e d  by Nagy where th e  Judges o f 

c o n te s ts  were n o t e s p e c ia l ly  in v o lv ed  in  th e  p o p u la rly  

accep ted  p re c e p ts  o f a  com poseras s t y l e ,  and where c o n te s t  

w inners were u s u a l ly  th o se  who had been f a i t h f u l  to  th e  

s c o re . C au tio n in g  a g a in s t  th e  p e rfo rm e r’s becoming d e ­

pendent upon t r a d i t i o n  and b a s in g  h is  perform ance on what 

i s  w r i t t e n  in  on th e  sc o re  by e d i t o r s ,  Nagy b e l ie v e s  th a t  

in s i s te n c e  on th e  f a c t s  o f  th e  p r in te d  page w i l l  n o t 

compromise th e  in d iv id u a l  p o in ts -o f -v ie w  o f  th e  in t e r p r e ­

t a t i o n .  He s t a t e s :

The perform ance w i l l  g a in  s t a tu s  and momentum, 
r a th e r  th a n  lo s e  a n y th in g . C o rrec t re a d in g  and 
lo y a l  ex e cu tio n s  a r e  p ro ced u res  in  s e a rc h  o f  
t r u t h ,  and th e  r e s u l t i n g  t r u t h  in  t h i s  ea se  i s  
reaso n ed  b e a u ty .2

Lipscond)^ ag re e s  th a t  th e  com poser’s in te n t io n  i s  

b e s t  r e a l i z e d  by a  f a i t h f u l  t r a n s l a t i o n  o f th e  n o ta t io n .

Her b e l i e f  i s  t h a t  i t  i s  th e  p e rfo rm e r’s r e s p o n s i b i l i t y  to  

b r in g  music to  l i f e  w ith  th e  com poser’s p u rp o se . She 

s t a t e s  th a t  perfo rm ers o f te n  f a i l  to  g rasp  th e  d ram atic  

sense  o f  a  p ie c e  because th e y  a re  " . . .  o f te n  so  inv o lv ed  

in  th e  s p e c i f ic  m a te r ia ls  o f  music th a t  th e  sense  o f

% agy , p . 17. % agy , p . 53.

^Helen Lipscomb, "Some Thoughts on I n te r p r e ta t io n ,"  
The American Music T eacher ( J a n . ,  196?)» 35»
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dram atic  tim ing  I s  n e g le c te d  and should  be b e t t e r  u n d e r­

s to o d  and p ro je c te d .

Lipscomb b e l ie v e s  th a t  In  o rder to  u n d erstan d  b o th  

th e  e x p re ss iv e  and te c h n ic a l  m a te r ia ls  o f  m usic, th e  

perform er should  th in k  l ik e  th e  com poser.

R itc h ie ^  b e lie v e s  th a t  I t  I s  an Im p o rtan t ta s k  o f 

th e  te a c h e r  to  make s tu d e n ts  aware o f  th e  r e s p o n s i b i l i t i e s  

o f th e  p erfo rm er. He c i t e s  th e se  r e s p o n s i b i l i t i e s  as 

b e ing  to  the  com poser, t o  th e  l i s t e n e r ,  and to  th e  p e r ­

form er h im s e lf . The r e s p o n s ib i l i ty  to  th e  composer i s  

” . . . to  c a r ry  ou t the com poser’s i n t e n t :  to  b r in g  th e

page o f  m usical symbols to  l i f e - in - s o u n d ,  ju s t  as  th e  

composer would do , g iven th e  same s e t  o f  c irc u m sta n ces .

The r e s p o n s ib i l i t y  to  th e  l i s t e n e r  i s  c a r r ie d  out by th e  

p e rfo rm e r 's  assum ing th e  r o le  o f  ed u c a to r  in  communicating 

th e  com poser’s in te n t  to  th e  au d ien ce . Thus th e  perform er 

must see th a t  th e  audience i s  n o t m iseducated . The p e r ­

fo rm er’s r e s p o n s ib i l i ty  to  h im se lf  i s

. . .  to  p lace  h im se lf  in  com munication w ith  
th e  c r e a t iv e  mind o f th e  com poser. For h i s  own 
s p i r i t u a l  b e tte rm e n t he must guard a g a in s t  being  
overcome by p e rso n a l whim and must devote h im se lf 
to  the  in n e r  s p i r i t  o f  th e  m u s i c . 4

^Lipscomb, p . 3$.

^Tom V. R i tc h ie ,  " R e s p o n s ib i l i t ie s  of th e  Perform ­
e r , "  The American Music Teacher (May/ Ju n e , 1963), 26.

^ R itc h ie , p . 26, ^ R itc h ie ,  p . 2? .
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Crowder^ b e lie v e s  t h a t  th e  f i r s t  s te p  in  approach­

ing  th e  problem  of s ty l e  i s  a m ental one. In  a d d i t io n  to  

l i s t e n in g  to  th e  perform ances o f o th e r s ,  he su g g ests  t h a t  

a  p la y e r  shou ld  . . sea rch  h is  own p la y in g  f o r  the 

perform ance th a t  makes the  music o f  each  most b e a u t i f u l  

and m ean ingfu l, f o r  th i s  i s  th e  essen ce  o f  s ty l e ,

Concerned w ith  the p e rfo rm e r 's  aw areness o f th e  

s ty le s  o f  d i f f e r e n t  com posers, Crowder b e l ie v e s  th a t

In  o rd e r th a t  each  composer may be accorded  
th e  in d iv id u a l i ty  th a t  i s  h is  du e , he m ust be 
approached d i f f e r e n t ly  from  th e  o th e r s ,  a e s th e t­
i c a l l y  and p h y s ic a l ly .  . . . S ty le  i s  an i n v i s i ­
b le  in g re d ie n t in  th e  music i t s e l f ,  im p lied  
r a th e r  th a n  s ta te d ,  b u t no l e s s  d e f in i t e  and no 
le s s  r e a l  and s u re ly  as im p o rtan t a s  th e  n o te s  
th e m se lv es ,3

The fo llo w in g  f a c to r s  a re  l i s t e d  by Crowder as 

b e in g  im p o rtan t in  co n s id e rin g  th e  s t y l i s t i c  d if fe re n c e s  

between com posers:

1 . Degree and type o f  ru b a to , w ith  c o ro lla ry  
m a tte rs  o f  tim in g .

2 . Tonal c h a r a c t e r i s t i c s ,  th ic k n e s s  or 
tra n sp a re n c y  in  the  to n a l  te x tu r e .  D iffe re n c e s  
in  concep t of what a  "good tone" i s  a s  i t  r e l a t e s  
to  t h i s  composer o r th a t .

3 . Use o f  p e d a l, which should  conç)lement the  
to n a l  c h a r a c t e r i s t i c s .

1|. Dynamic ra n g e , u se  of crescendo and dim in-, 
uendo, d eg rees o f  c o n t r a s t ,  ty p es  o f  sh a d in g , e t c . 4

^Louis Crowder, "What i s  S ty le ,"  C la v ie r  (S e p t . ,  
1966) ,  20 .

^Crowder, p . 21. ^Crowder, p . 21.

^Crowder, pp . 41-J+2.
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D orian^ d is c u s se s  two b a s ic  approaches to  m u sica l 

in t e r p r e t a t i o n :  o b je c tiv e  and s u b je c t iv e .  The two a re

ex p la in e d  in  th e  fo llo w in g  manner:

The s u b je c tiv e  approach  r e f l e c t s  th e  i n t e r ­
p r e t e r 's  in d iv id u a l i ty  more th a n  i t  does th e  w orld 
o f  th e  m asterw ork—n o t on ly  in  d e t a i l s  . . . b u t 
a ls o  in  th e  d e l in e a t io n  o f  th e  com position  a s  a  
w hole.

In  o p p o s itio n  to  such  a  s u b je c tiv e  re a d in g  
s ta n d s  th e  o b je c tiv e  tre a tm e n t, where th e  i n t e r ­
p r e t e r 's  p r in c ip a l  a t t i t u d e  i s  th a t  o f uncond i­
t io n a l  lo y a l ty  to  th e  s c r i p t . 2

Commenting on th e  com plex ity  f  e i t h e r  approach , 

D orian p o in ts  o u t th a t  th e  u ltim a te  outcome o f th e  p e r ­

formance w i l l  vary  w ith  th e  in d iv id u a l ac co rd in g  to  o n e 's  

a r t i s t i c  e x p e rie n c e s . He b e l ie v e s  t h a t  th e  few er the  

in s t ru c t io n s  p la ced  by th e  composer on th e  s c o re ,  th e  more 

s u b je c t iv e  th e  in t e r p r e t a t i o n  w i l l  become, and t h a t  "Even 

th e  i n t e r p r e t e r  o f  t r u l y  o b je c tiv e  s p i r i t  i s  bound to  f in d  

h im se lf  o c c a s io n a lly  on th e  s u b je c tiv e  t e r r a i n ,  i r r e s p e c ­

t iv e  o f h is  lo y a l  in c l in a t io n s ." ^

Concerning th e  music o f to d ay , D orian  b e l ie v e s  th a t  

. th e  in t e r p r e t e r  o f  contem porary works f r e q u e n t ly  has 

l i t t l e  o r  no p e rso n a l c h o ic e , a s  he i s  fo rc ed  t o  fo llo w  th e  

v ery  s t r i c t  d i r e c t io n s  o f  th e  com poser."^

^ F red e rick  D o rian , T̂ he H is to ry  o f Music in  P e r­
formance (New York, N. Y. : W. W. N orton C o ,, 194^)*

d o r i a n ,  p . 26. d o r i a n ,  p . 28.

d o r i a n ,  p . 29 .
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The fo llo w in g  s te p s  a re  g iv en  by D orian  as  th e  p a th  

to  m usica l in t e r p r e t a t i o n :

1 . The p la y e r  must le a r n  how to  re ad  th e  
s c r i p t  and to  u n d e rs ta n d  i t s  language.

2 . H is f a n ta s y  must d isc o v e r  the  m u sica l 
e s se n c e , the in n e r  language b eh in d  th e  w r i t t e n  
sym bols.

3 . The i n t e r p r e t e r  shou ld  be f u l l y  a c ­
q u a in ted  w ith  th e  background and th e  t r a d i t i o n  
o f a  w ork --w ith  a l l  th e  custom s su rro u n d in g  th e  
sco re  a t  th e  tim e o f  i t s  c r e a t io n . !

Concerning th e  f i n a l  s t e p ,  D orian  c a u tio n s  th e  

i n t e r p r e t e r  to  assume h is  r e s p o n s i b i l i t y  to  become knowl­

edgeab le  ab o u t m u sica l s t y l e  by s t a t i n g :

This end can be accom plished  on ly  i f  th e  
i n t e r p r e t e r  le an s  on th e  knowledge o f the 
t r a in e d  h i s to r ia n  as the  t r u e  guard ian  o f  th e  
a u th e n tic  s t y l e .  Of c o u rse , s ty l e  i s  n o t th e  
on ly  r e q u i s i t e  f o r  f i d e l i t y  o f  perfo rm ance , 
b u t i t  i s  c e r t a in ly  th e  fram ew ork. I f  music 
l iv e s  th rough  i n t e r p r e t a t i o n ,  th e n  t r u e  i n t e r ­
p r e ta t io n  can ■ ' ve o n ly  th ro u g h  th e  genuine
s t y l e . 2

R egarding th e  l i s t e n e r ' s  r o l e  as  th e  r e c e p to r  o f  

m usic . Salopé e x p lo re s  th e  concep t o f  music a s  an a sp ec t 

o f  human th o u g h t and b e h a v io r . He assumes t h a t  th e  com­

p o s e r 's  cho ice  o f  m a te r ia l  i s  governed

. . .  by th e  b e l i e f  th a t  he i s  doing  some­
th in g  th a t  w i l l  be a p p e a lin g  to  o th e r  p e o p le .
. . . The composer m ust b e l ie v e  th a t  somewhere 
in  h i s  s ty l e  a r e  c e r t a in  phenomena th a t  w i l l  
prove a t t r a c t i v e  to  h is  in ten d ed  au d ien ce .
. . . H is c la im  to  r e c o g n i t io n  must be b ased

^D orIan, p . 31 pp. 31-32
3
A rnold S a lo p , S tu d ie s  on the H is to ry  o f  Music 

S ty le  (D e tr o i t ,  M ich .: Wayne S ta te  U niv. t ^ e s s ,  1971).
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upon t h i s  a b i l i t y  to  In f lu e n c e  h is  a u d ie n c e 's  
s t a t e  o f  mind in  f a i r l y  s p e c i f ic  w a y s .l

Three p re su p p o s itio n s  a re  l i s t e d  which S alop  be­

l ie v e s  c o n tr ib u te  to  th e  i n t e l l e c t u a l  b a s is  u n d e rly in g  

W estern m usic:

1 . Music i s  a form  o f  com m unication,
2 . In  th e  p ro ce ss  o f  com m unication, a 

meaning i s  evoked (as opposed to  d e s ig n a te d ) , 
a t  l e a s t  in  some m easure.

3 . A lso in  th e  p ro c e s s  o f com m unication, 
th e re  i s  a  tendency  to  compare im pressions and 
draw more g e n e ra liz e d  meanings as a  p iece  
p ro g re s s e s .2

Two s t y l i s t i c  ty p e s ,  term ed " p ic tu re s q u e ” and 

" n a r r a t i v e ,"  a re  c h a ra c te r iz e d  th u s  by S alop :

A p ic tu re sq u e  s ty l e  would draw i t s  ap p ea l 
p r im a r i ly  from in d iv id u a l  e f f e c t s  or r e l a t i v e l y  
sm all groups o f  e f f e c t s ,  w h ile  th e  a t t r a c t i v e ­
n ess  in  a n a r r a t iv e  s ty l e  would r e s id e  more in  
th e  sequence in to  which th e  in d iv id u a l  e f f e c t s  
a re  a r ra n g e d .3

As d e sc rib e d  by  S a lo p , th e  r e c e p tio n  of m usic by 

th e  l i s t e n e r  i s  dependent upon th r e e  a c t io n s  concerned w ith  

memory:

1 . An im p ressio n  must f i r s t  be s to re d  in  th e  
mind b e fo re  o th e r  im p ress io n s  can be compared 
w ith  i t  and b e fo re  judgm ents can be made abou t 
co n n ec tio n s betw een them.

2. The e s ta b l is h e d  im p ressio n  must be b u i l t  
upon, in  l in g u a l  a s  w a ll  a s  in  m u sica l communica­
t i o n ,  and the  b u ild in g  r e q u ir e s  a d e p a r tu re .

3 . There i s  a  ten d en cy  to  condense th o u g h ts , 
to  s u b s t i tu te  l a r g e r ,  more g e n e ra l  liq p ress io n s

I s a lo p ,  p . 20 2 sa io p , p . 20.

^S a lo p , p . 21.
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f o r  th e  more m inute and more numerous ones t h a t  
bombard our e a rs  d i r e c t l y .^

C oncerning the l i s t e n e r 's  p e rc e p tio n  o f s t y l i s t i c  

t r e n d s ,  Salop b e lie v e s  t h a t  because of o n e 's  background 

as a l i s t e n e r ,  once a tre n d  i s  e s ta b l is h e d ,  th e re  a re  

th re e  types o f  e x p e c ta tio n s :

1 . That the  tre n d  w i l l  co n tin u e  in  i t s  
o r ig in a l  d i r e c t io n ,

2 . That i t  w i l l  be changed by a r e a c t io n ,
3 . That i t  w i l l  c u lm ^ a te  in  some app ro ­

p r i a t e l y  s ig n i f i c a n t  w a y .2

Based on th e se  e x p e c ta tio n s  of t r e n d s ,  th e  fo llo w ­

in g  g u id e lin e s  a re  g iven  by S alop  f o r  th e  a n a ly t ic a l  

p rocedure :

1 . Determ ine th e  main elem ent in  which 
c o n s is te n t  p a t te rn in g  can be found .

2 . Decide w hether th e se  p a t te r n s  would 
have been p e rc e iv a b le  to  th e  in ten d ed  audiences.

3 . Judge w hether r e a c t io n s  a r e  in tro d u ce d  
c o n s is te n t ly  b e fo re  th e  tr e n d s  acq u ire  a 
m echanical q u a l i ty .

4 .  Examine to  see  i f  th e  changes in  d ir e c ­
t io n  o r q u a l i ty  le ad  to  a p p ro p r ia te  types o f  
program s, . . .  a t  l e a s t  re a so n a b ly  we11.3

S alop b e lie v e s  th a t  th e  l i s t e n e r  has a  g o a l in  

mind a s  he l i s t e n s .  There i s  n o t on ly  a c u r io s i t y ,  b u t  a 

d e s i r e  to  hear th e  ev en t which th e  l i s t e n e r  has come to  

e x p e c t. He i s  "m atching th e  accom plished even t r e ta in e d  

in  memory a g a in s t  th e  im p ress io n s  in tro d u ced  by th e

^S alop , pp. 24- 25 . % a lo p , p . 30 .

^S alop , pp. 33- 3 4 .
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subsequent flow  o f the m usic,

Three ty p es  o f  r e a c t io n s  a re  c i te d  by Salop con­

ce rn in g  th e  te n s io n  g en e ra ted  by d e lay  o f th e  l i s t e n e r 's  

expected  e v e n t:

1 . Shock;
2 . R éév a lu a tio n  (Was the  s i t u a t i o n  which 

le d  to  t h i s  p re d ic t io n  in te r p r e te d  e rro n eo u s­
ly ? ) ;

3 . W aiting fo r  th e  ev en t he was ex p ec tin g
e a r l i e r  to  occur in  th e  fu tu re  course o f  th e
m usical f lo w .2

Salop b e lie v e s  th a t  composers use th e  l i s t e n e r 's  

e x p e c ta tio n  o f  an even t to  h e ig h ten  th e  s ig n if ic a n c e  of 

th e  m usic. Three tech n iq u es  a re  g iv en  a s  b e in g  used  a t  

c r i t i c a l  p o in ts :

1 . I n s e r t in g  c o u n te rc u r re n ts ,
2 . R ev ersa l o f  th e  t r e n d ,
3 . The issu an ce  o f  an o u tc o m e .3

Salop  cu lm in a tes  th e  d is c u s s io n  by c i t in g  th re e  

q u es tio n s  which th e  l i s t e n e r  should  a s k  in  e v a lu a tin g  a 

g iven  s t y l e :

1 . Can th e  p ie ce  be reduced  to  a  re a s o n ­
a b le  c le a r  and sim ple p a t te r n  o f  tre n d s?

2 . Were th e  tre n d s  found in  th e  v a rio u s  
elem ents p e rc e p tib le  to  an aud ience o f th e  
tim e?

3 . Do th e  changes in  d i r e c t io n  and q u a l i ty  
fo llo w  a  rea so n ab le  program of f u l f i l lm e n t  o f 
ex p ec ta tio n ? 4

^S alop , p . 35. 2 sa io p , p . 35 .

3 sa lo p , pp . 36-37. ^ S a lo p , p . 37.
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S alop  concludes:

On th e  b a s is  of q u e s tio n s  l ik e  th e s e ,  we can 
f in d  ev idence  p re se n te d  in  v a rio u s  com positions 
which h e lp s  u s to  g a in  in s ig h t  b o th  in to  th e  
c r e a t iv e  p rocedures o f  many composers and in to  
th e  assum ptions u n d erly in g  th e se  p ro c e d u re s .*

C o n e ^  i s  concerned w ith  the  perform ance o f m usica l 

form . He e x p lo re s  th e  q u es tio n s  "Where i s  th e  b eg in n in g  o f 

a p iece  o f  music?" and "Where i s  th e  end?" Comparing music 

to  p a in t in g ,  l i t e r a t u r e ,  and dram a. Cone p o in ts  out th a t  in  

each  o f th e se  a r t  fo rm s, th e  o b se rv e r can always in ag in e  

what has happened or w i l l  happen beyond the  b o u n d aries  o f 

th e  b eg in n in g  and th e  end . The b o u n d arie s  s e p a ra t in g  th e  

a r t  from  th e  r e a l  w o rld , acco rd in g  to  Cone, a re  th e  frame 

of th e  p a in t in g ,  th e  ty p o g rap h ic a l la y o u t o f  a book, or 

th e  r i s i n g  and low ering  o f  th e  c u r ta in  a t  a  p la y . Each o f 

th e se  im p lie s  a  fram e whose fu n c tio n  i s  tw o fo ld :

F i r s t ,  i t  s e p a ra te s  th e  s u b je c t  chosen f o r  
tre a tm e n t from  i t s  own im agined su rround ings — 
what 1 c a l l  th e  in te r n a l  environm ent; second , 
i t  p ro te c ts  th e  work from  th e  encroachm ent o f  
i t s  e x te r n a l  env ironm ent, th a t  i s ,  o f th e  r e a l  
tim e and space in  which th e  p e rc e iv e r  l i v e s .
The fram e announces: Here th e  r e a l  w orld  le av e s
o f f  and th e  work o f a r t  b e g in s ; here  th e  work o f 
a r t  ends and th e  r e a l  w orld  ta k e s  up a g a in .3

^ a l o p ,  p . 37.

% dward T. Cone, M usical Form and M usical P e r­
formance (New York, N. Y~: W, W. N orton , C o ., I9 6 0 ) .

^C one, p .  15 .
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A ccording to  Cone, music i s  d i f f e r e n t  from th e s e  

o th e r  a r t  form s in  t h a t  i t  has no in t e r n a l  environm ent to  

compare to  i t s  e x te rn a l  env ironm ent. Thus, no one wonders 

what happens b e fo re  o r  beyond th e  boundaries o f  th e  

beg inn ing  and th e  en d in g . Cone b e l ie v e s  th a t  because of 

t h i s ,  music i s  in  g r e a t  need o f a  fram e, which would be 

s i l e n c e ,  to  p rep a re  th e  l i s t e n e r  to  make th e  t r a n s i t i o n  

from th e  sounds and th o u g h ts  o f th e  o rd in a ry  environm ent 

to  th a t  of th e  m usic , and back ag a in  when th e  com position  

i s  com pleted . Cone p o in ts  o u t th a t  o f te n  in tro d u c t io n s  

and codas se rv e  as a s o r t  o f  fram e.

R egard ing  th e  sound environm ent w ith in  th e  fram e, 

th a t  i s ,  th e  music i t s e l f .  Cone says th a t  th e re  i s  no such 

th in g  a s  an id e a l  i n t e r p r e t a t i o n ,  s in c e  ev ery  perform ance 

i s  p e rce iv ed  d i f f e r e n t l y  by d i f f e r e n t  l i s t e n e r s .

Cone b e lie v e s  t h a t  m usica l form i s  b a s i c a l ly  

rh y th m ic , r a th e r  th an  th em atic  o r  harm onic. A ccording to  

Cone,

. . . v a l id  perform ance depends p r im a r i ly  on 
th e  p e rc e p tio n  and com munication o f  th e  rhy thm ic 
l i f e  o f a co m p o sitio n . T hat i s  to  sa y , we must 
f i r s t  d isc o v e r  th e  rhy thm ic  shape o f  a p ie c e — 
which i s  what i s  meant by i t s  form —and th e n  t r y  
to  make i t  a s  c l e a r  a s  p o s s ib le  to  our l i s ­
te n e r s .  . . . C e r ta in  g e n e ra l rhy thm ic p r in c ip le s  
u n d e rly  common fo rm al u n i t s —th e  p h ra s e , the  
p e r io d , th e  th r e e - p a r t  song-form . . . . The same 
p r in c ip l e s ,  w orking on h ig h e r  le v e ls  and more 
com prehensive fo rm al s e c t io n s ,  can u l t im a te ly  be 
invoked to  e x p la in  an e n t i r e  com position  as one 
a ll-e m b ra c in g  rhy thm ic im p u lse . Such a  compre­
hen siv e  form  can be made c l e a r  in  perfo rm ance,
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however, only by v i r tu e  o f an o th er p r in c ip le :  
t h a t  th e  whole i s  more im p o rtan t th a n  any of 
i t s  p a r t s .  Any c o n f l i c t  o f i n t e r e s t  must be 
re so lv e d  by su p p re ss in g  th e  fo rm al claim s o f 
th e  p a r t  in  fav o r o f  th o se  o f  th e  w h o le .1

Cone b e l ie v e s  t h a t  because o f th e  n a tu re  o f  m usic, 

l i s t e n e r s  do n o t  q u ic k ly  t i r e  o f r e p e t i t i o n .  He q u es tio n s  

w hether i t  i s  even p o s s ib le  fo r  th e re  to  be a l i t e r a l  

r e p e t i t i o n .  In  r e c u r r in g  them es, each  s ta te m e n t i s  

surrounded  by d i f f e r e n t  m usica l m a te r ia l ,  o r by th e  s i ­

lence  o f th e  fram e, and th e re fo r e  would have a  d i f f e r e n t  

c h a ra c te r .  O ften , Gone s a y s , r e p e t i t i o n s  shed  new l i g h t  

on o ld  m a te r ia l .

Concerning th e  re h e a r in g  o f w ell-know n w orks. Cone

s t a t e s  :

A conv incing  perform ance i s  one t h a t  absorbs 
th e  l i s t e n e r  so  d e e p ly  in to  th e  flow  o f  th e  
music t h a t ,  even though he may know p e r f e c t ly  
e v e ry th in g  th a t  l i e s  ahead , he can s t i l l  savor 
each  moment as f o r  th e  f i r s t  t i m e .2

Cone co n tin u e s :

I t  i s  j u s t  a s  w e l l ,  th e n , t h a t  th e re  can be 
no such  th in g  a s  an  id e a l  in t e r p r e t a t i o n .  For 
i f  th e re  w ere , we m ight long  ago have ceased  
l i s t e n i n g  to  M ozart and B eethoven. I t  i s  th e  
renewed v i t a l i t y  o f  each  perform ance t h a t  keeps 
them a l i v e . 3

R egarding th e  p e rfo rm e r’s r e s p o n s i b i l i t y  to  m usica l 

s t y l e .  Cone s a y s ,  . . th e  com prehension and

^ o n e ,  pp . 38- 3 9 . p . 55 ,

^Cone, p . 56.
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communication o f m u sica l s ty l e  may w e ll be th e  u ltim a te  

m o ra lity  o f  perfo rm ance—th a t  i s  to  say , i t s  f i n a l  

r e s p o n s i b i l i t y . ”^ He b e l ie v e s  th a t  th e  c h a r a c t e r i s t i c  use 

of rhythm  has a g re a t  d e a l to  do w ith  m u sica l s t y l e .  Ac­

co rd ing  to  Cone, in  th e  p ro cess io n  o f s ty l e s  from l a t e  

baroque to  ro m a n tic , b a s ic  m e tr ic a l  u n i ts  become l a r g e r .

In p o s t-ro m an tic  music an alm ost a n t i - m e t r ic a l  p r in c ip le  

beg ins to  em erge. Cone o f fe rs  t h i s  in fo rm a tio n  abou t the  

rhythm ic n a tu re  o f  tw e n t ie th  cen tu ry  m usic:

The composers o f  th e  e a r ly  tw e n tie th  cen tu ry  
move in  th e  d i r e c t io n  o f much f r e e r  rhy thm ic 
a r t i c u l a t i o n ,  governed le s s  by m e tric  th an  by 
m otiv ic  c o n s id e ra t io n . For many l a t e r  composers, 
a b s t r a c t  m eter seems n o t even to  e x i s t ;  what
m eter th e re  i s  e x p re s se s  i t s e l f  only  th rough  th e
a c tu a l  rhythm ic m o tifs  o f  th e  m usical su rfa c e  
and hence i s  i n  a s t a t e  o f c o n s ta n t f lu x .  In ­
e v i ta b ly ,  such a  s ty l e  lack s  a  te n s io n  th a t  
c h a ra c te r iz e s  much music o f th e  p a s t .  T his may 
e x p la in  why Webern ap p a re n tly  i n s i s t e d  on th e  
Im portance o f h is  r e g u la r  m e tr ic  n o ta t io n ,  in  
s p i te  o f i t s  p e r s i s t e n t  c o n tra d ic t io n  o f  the 
rhythm ic c o n te n t o f  h is  s c o r e s .^

Concerning modes o f a e s th e t ic  p e rc e p tio n . Cone 

d isc u sse s  " sy n o p tic  com prehension, which e i th e r  re co g n izes  

a  u n ity  in  what i s  p e rc e iv e d  or e ls e  im poses one on i t , "

and "im m ediate ap p reh en s io n , in  which l i s t e n e r s  p e rce iv e

th e  sensuous medium, i t s  p r im it iv e  e le m e n ts , and th e i r  

c lo s e s t  r e l a t io n s h ip s ." ^  Cone f u r th e r  d e t a i l s  th e se

ICone, p . 57 . 2cone, p . 82.

^Cone, pp . 88- 89 .
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id e a s  :

Synoptic  com prehension i s  indeed  p a r t ly  con­
c e p tu a l—b u t on ly  p a r t ly  so . I t  i s  s t i l l  a  mode 
o f p e rc e p tio n . There i s  p robab ly  a  l im i t  in  
sh eer tim e to  what th e  human e a r  can  tak e  in  
s t r u c t u r a l l y ;  when th i s  l im i t  i s  o v e r-s te p p e d , 
th e  l i s t e n e r  f a l l s  back on imm ediate apprehen­
s io n . . . . The im m ediate mode u s u a l ly  p recedes 
th e  sy n o p tic  in  on e’s approach  to  the  work o f 
a r t ;  in  th e  case  o f m usic, which can be conpre- 
hended s t r u c t u r a l l y  on ly  a f t e r  i t  has been expe­
r ie n c e d  in  t im e , t h i s  i s  n e c e s s a r i ly  so . T his 
does n o t mean, however, t h a t  immediate apprehen­
s io n  i s  m erely  a  phase o f  p e rc e p tio n  th a t  one 
has to  g e t  th ro u g h  in  o rd e r  to  en jo y  th e  t ru e  
b l i s s  o f u n d ers tan d in g  s t r u c tu r e .  . . . The 
id e a l  h ea rin g  o f  a com position  i s  one th a t  en ­
joys b o th  modes s im u lta n eo u s ly , t h a t  sa v o rs  each 
d e t a i l  a l l  th e  more fo r  r e a l i z in g  i t s  r o le  in  
th e  form  o f th e  w hole .^

In  view o f  th e  w r i t in g s  o f th e  p reced in g  a u th o rs , 

i t  m ight be g e n e ra liz e d  th a t  conv incing  s t y l i s t i c  p e r fo r ­

mance i s  dependent upon c e r t a in  a t t i t u d e s  o f  r e s p o n s ib i l i t y  

by th o se  who a re  a  p a r t  o f  each  m u sica l perform ance. The 

composer must f i r s t  o f a l l  be acco u n tab le  f o r  g iv in g  

adequate g u id e lin e s  in  the  form  o f a c c u ra te  and e a s i ly  

in te rp r e ta b le  n o ta t io n .  T his should  in c lu d e  so f a r  as i s  

p o s s ib le  th o se  m arkings w hich would a llo w  th e  perfo rm er to  

r e a l i z e  th e  sc o re  as  th e  a e s th e t ic  c r e a t io n  th a t  the  

composer o r ig in a l ly  conceived . The perfo rm er i s  r e s p o n s i­

b le  f o r  ac c e p tin g  th e  sco re  and rep ro d u c in g  i t  in  m usica l 

sound. In  so do in g , he must endeavor t o  be f a i t h f u l  to  the

^Cone, pp. 96- 9 7 .
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com poser's co n cep tio n  o f th e  w ork, r e s i s t i n g  th e  te m p ta tio n  

to  use th e  sc o re  a s  a p o in t  o f  d e p a rtu re  f o r  iarpoaing th e  

p e rfo rm e r 's  own m usical whims. The l i s t e n e r 's  r e s p o n s i­

b i l i t y  i s  to  a c q u ire  th e  n e c e s s a ry  background which 

q u a l i f i e s  one to  ho ld  a  p e rc e p tiv e  and i n t e l l i g e n t  judg ­

ment of a  m usica l perform ance. Only when a l l  t h r e e — 

com poser, p e rfo rm er, l i s t e n e r —are  w i l l in g  to  accep t t h e i r  

r e s p e c tiv e  r o l e s ,  w i l l  th e  p ro je c t io n  and perception  of 

m usica l s ty l e  become a v a l id  and m eaningful ex p e rien ce .

The T ea ch e r 's  Role in  D eveloping 
th e  S tu d e n t 's  Awareness o f_ana 
A e sp o n s i'b ility  to  M usical ËtfEe

Many a u th o rs  who have w r i t te n  on th e  t e a c h e r 's  r o le  

in  deve lop ing  t h e i r  s tu d e n ts  ' sense  o f  m usical s ty l e  ag ree  

th a t  i t  i s  th e  t e a c h e r 's  r e s p o n s i b i l i t y  to  i n s t i l l  in  t h e i r  

s tu d e n ts  th e  h a b i t  o f  c a re fu l  l i s t e n i n g .  T his r e q u ir e s  

t h a t  te a c h e rs  p ro v id e  a model o f  what the  s tu d e n t should  

l i s t e n  f o r ,  and th a t  s tu d e n ts  a re  expected  to  have an a t t i ­

tude o f i n t e l l i g e n t  aw areness o f  th e  sounds of th e  music 

th e y  a re  p roducing .

P ie rso n ^  in d ic a te s  th a t  te a c h e rs  o f te n  s l i g h t  th e  

te ach in g  o f  m u sic ian sh ip  when he sa y s :

The p r iv a te  te a c h e r  has a  p o te n t ia l ly  id e a l  
s i t u a t i o n  f o r  te a c h in g  th e  whole o f  m usic, b u t i s

^Thomas C. P ie rso n , " I n te g r a te  Cooiprehension and 
Perform ance," C la v ie r  ( S e p t . ,  1963), 1|8.
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caught in the dilemma of not hav ing  enough time 
for both instrumental technique and musician­
ship, Thus, for the sake of brevity, most ex­
pression, which should be the result of the 
student's study and knowledge brought out under 
the teacher’s guidance, is taught in an extremely 
subjective manner, sometimes by rote, and often 
by intuition,'

Pierson believes the concrete features of musician­
ship should be emphasized from the very first lesson if the 
student's knowledge of music is to keep up with his tech­
nical proficiency. He comments:

Realistic study demands a link from thought 
to action, from idea to fulfillment, from an 
intellectually determined plan to an aesthet­
ically satisfying performance. Both the 
physical act of playing and the mental act of 
planning are done by the student while under 
the teacher's direction, 2

Believing that teachers must assume the responsi­
bility of making students aware of the creative concepts 
in music, Pierson states:

The conscientious teacher verbalizes prin­
ciples of musicianship while leading his student 
from technical competency to a goal of musician- 
ly excellence and sèlf-expression,3

Concerning the translation of the composer’s sug­
gestions for interpretation, Pierson comments:

The composer has left suggestions for inter­
pretation in music, and analysis will reveal the 
relevant components and their true relationships.
The teacher, with his knowledge of musical

IPierson, p. I4.8 , 2Pierson, p, I4.8 ,
^Pierson, p. 1|.8,
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s t r u c t u r e ,  has an o b lig a t io n  to  use  ev e ry  means 
a t  h is  d is p o s a l  to  p o r tra y  th e  most d e f i n i t e  
p o s s ib le  p ic tu re  o f  a  w ork. Term inology most 
be co n c re te  and o b je c t iv e ;  th e  c a re le s s  use  o f 
vague, s u b je c t iv e  d e s c r ip t io n s  w i l l  d e la y  or 
even p rev e n t th e  a tta in m e n t o f th e  g o a l .  The 
u p - to -d a te  te a c h e r  must th e re fo re  m uster a l l  
h is  knowledge of th e o ry , o r more c o r r e c t ly ,  
m u s ic ia n sh ip , to  g ive  h is  s tu d e n t a "runn ing  
account" o f  what i s  o c c u rr in g  in  a  p ie c e ,^

P ie rso n  su g g e s ts  c a r e f u l  exam ination  o f th e  e l e ­

ments o f m usica l te rm in o lo g y , rhythm , m elody, harmony, 

form  and te x tu r e ,  and summarizes th e  a n a ly t i c a l  p rocedu re  

by recommending th re e  s te p s :

1. Examine th e  e lem en ts ,
2 . Analyze t h e i r  usage and fu n c t io n ,
3 . C om pte th e  music s t y l i s t i c a l l y  w ith  

o th e r  w o rk s .2

S illim an ^  fo cu se s  on th e  d if fe re n c e  in  th e  a e s th e t ­

ic  approach to  th e  s tu d y  o f  music a s  opposed to  th e  c r a f t s  

approach. A lthough re c o g n iz in g  th e  n e c e s s i ty  o f  s tudy ing  

th e  c r a f t s ,  t h a t  i s ,  th e  co m p o sitio n a l d e t a i l s ,  S illim a n  

f e e l s  t h a t  th e  a e s th e t ic  approach  w i l l  add a new dim ension 

s in c e  i t  c o n c e n tra te s  on the  ex p e rien ce  of th e  e n t i r e  work, 

r a th e r  th a n  th e  in d iv id u a l  d e t a i l s .

The a e s th e t i c  approach i s  d e f in e d  by S ill im a n  as 

be ing  "concerned w ith  th e  s u r fa c e , how i t  ap p ears  to  th e

I p ie r s o n ,  pp. I}.8-1|9. P i e r s o n ,  p . 1;9.

^A. C u tle r  S i l l im a n , "A e s th e tic s  in  th e  T ra in in g  
o f M u sic ian s,"  American Music T eacher ( J a n . ,  1972), 28 .
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o b se rv e r , how i t  makes a co h eren t e n t i t y ,  and what i t s  

c h a r a c t e r i s t i c s  a r e . ”^ He f u r th e r  s t a t e s :

The a e s th e t ic  v iew poin t opens up many ave­
nues to  th e  u n d ers ta n d in g  o f m usic which a re  
n e g le c te d  in  th e  u su a l t r a in in g  o f  m u sic ian s .
These in c lu d e  a ttem p ts  to  d e l in e a te  the 
e x p re ss iv e  c o n te n t o f music and a s tu d y  o f th e  
com municative a sp e c ts  o f  m usic. These a e s th e t ­
ic  f a c to r s  a re  n o t d i s t i n c t  w ith  one a n o th e r .
One canno t d isc u ss  th e  e x p re ss iv e  co n ten t w ith ­
out c o n s id e r in g  music as  com m unication. I f  one 
a c ce p ts  th a t  th e re  i s  an  e x p re s s iv e  c o n te n t in  
music . . . which i s  communicated to  the  l i s ­
t e n e r ,  one i s  fo rc ed  to  a c c e p t th e  a e s th e t ic  
approach as an im p o rtan t means to  u n d erstan d in g  
th e  e n t i r e  e n t i t y  which i s  th e  m usical w o r k .2

C au tio n in g  a g a in s t  the  overem phasis on te c h n ic a l  

p e r f e c t io n ,  Ferguson^ ad d resses  th e  fo llo w in g  s ta tem en ts  

to  te a c h e r s :

You s t r i v e  f o r  te c h n ic a l  p e r f e c t io n  in  your 
p u p ils*  perfo rm ances. Sometimes you g e t t h i s  
and n o th in g  e l s e .  That i s  because th e  music 
your p u p il  i s  p lay in g  i s  n o t ,  f o r  him , a human 
e x p e rie n c e . I f  you can show him what th e  
rhythm s and the  te n s io n s  o f  th e  p ie c e  mean, and 
i f  he p la y s  w ith  a tru e  image o f  meaning in  h is  
mind, h is  audience w i l l  l i s t e n .  For he w i l l  be 
ta lk in g  to  them abou t th e m se lv es , in  a  language 
th e y  can u n d e rs ta n d —th e  language o f t h e i r  
immediate fe e l in g -re s p o n s e  to  ex p erien ce  as 
th ey  undergo i t . 4

S i l l i m a n ,  p . 28. ^ S il l im a n , p . 1+0.

D o n a ld  N. F erguson, "What Does Music Say?" The 
American Music Teacher (N ov ./D ec., 1962), 2l+.

^ F e rg u s o n , p .  36 .
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C oncerning th e  r o l e  o f th e  perform ance te a c h e r  as 

a e s th e t ic  e d u c a to r ,  Reimer^ b e lie v e s  th a t  m usic ed u c a tio n  

has a  r e s p o n s ib i l i t y  a t  th e  c o lle g e  le v e l  f o r  th e  a e s th e t ic  

p re p a ra t io n  o f te a c h e r s .  In  t h i s  re g a rd  he s t a t e s ;

I f  i t  i s  assumed th a t  perform ance te a c h e rs  
should  be a e s th e t ic  e d u c a to rs , i t  must a ls o  be 
assumed th a t  t h e i r  e d u c a tio n  w i l l  have p rep a red  
them to  be e x p e r ts  in  deve lop ing  a e s th e t ic  
s e n s i t i v i t y  th rough  perform ance. U n fo r tu n a te ly , 
te a c h e r  ed u c a tio n  in  music co n tin u es  to  be mas­
s iv e ly  te c h n iq u e -o r ie n te d . C ollege co u rse s  f o r  
u n d erg rad u a tes  w hich a ttem p t to  g iv e  an u n d er­
s ta n d in g  o f  th e  n a tu re  o f the  a r t s  th ro u g h  a 
s tu d y  o f p h ilo s o p h ic a l  and p sy c h o lo g ic a l founda­
t io n s  o f a r t  a re  so r a r e  as to  be a lm ost non­
e x i s t e n t .  . . . P r iv a te  a p p lie d  s tu d y  i s  aimed 
toward dev e lo p in g  th e  perform ance a b i l i t i e s  o f  
each  s tu d e n t w ith  l i t t l e  o r  no a t t e n t io n  to  how 
s im ila r  developm ent can a id  th e  a e s th e t ic  i n ­
s ig h ts  o f young p eo p le . . . .

There should  be no o p p o s itio n  betw een th e  
te c h n ic a l-m u s ic a l needs of c o lle g e  s tu d e n ts  and 
th e i r  needs as p o te n t i a l  a e s th e t ic  e d u c a to rs .
These needs a re  in te rd e p e n d e n t. I t  i s  t i n » - -  
h ig h  tim e—f o r  th e  music ed u ca tio n  p ro fe s s io n  to  
concern  i t s e l f  w ith  an e q u ita b le  b a lan c in g  o f 
emphases in  th e  te a c h e r-e d u c a tio n  program .^

Reimer s t r e s s e s  th e  im portance o f  th e  c o n tr ib u t io n  

of a e s th e t ic  e d u c a tio n  to  s o c ie ty .  He b e l ie v e s  th a t  

a e s th e t ic  s e n s i t i v i t y  i s  n ec e ssa ry  to  a p e r s o n ’s s e l f -  

u n d e rs ta n d in g . His p o s i t io n  i s  summed up in  the  follow * 

way:

I f  a r t  can th u s  serve  any human b e in g s , i t  
can se rv e  a l l  human b e in g s . . . . There i s  no

^B ennett R eim er, A Philosophy o f Music E ducation  
(Englewood C l i f f s ,  N. J .  : P re n tic e  H a l l ,  I n c . ,  1970).

% eim er, pp . 137-38•
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b e t t e r  gauge o f a s o c ie ty 's  concern  fo r  the  
q u a l i ty  o f  i t s  members' l iv e s  th an  i t s  le v e l  
of concern f o r  th e  a r t s  and the te ach in g  o f  
th e  a r t s .  A e s th e tic  e d u c a tio n  l i e s  a t  th e  
core of a  humane s o c ie ty .^

Z in ar^  b e l ie v e s  t h a t  a  s e n s i t i v i t y  to  th e  g e n e ra l 

"mood" of a p ie ce  m ust be developed  from a c h i l d 's  f i r s t  

le s s o n s . She c i t e s  s e v e r a l  a c t i v i t i e s  th ro u g h  w hich th e  

te a c h e r  can encourage th e  s tu d e n t to  sense th e  ex p ress iv e  

q u a l i t i e s  o f  m usic. One such  a c t i v i t y  r e f e r r e d  to  by 

Z in a r i s  th e  d is c u s s io n  w ith  th e  young s tu d e n t o f  th e  d i f ­

fe re n c e s  in  a lu l la b y  and a m arch. (How would you ro ck  

th e  baby? Or--M arch around th e  room w hile  th e  march i s  

b e in g  p la y e d .)  Z in a r b e lie v e s  th a t  once th e  mood o f an 

e n t i r e  p iece  i s  g ra sp e d , more d e t a i l s  can be added.

Concerning th e  o ld e r  s tu d e n t ,  she s t a t e s :

A s e r io u s  s tu d e n t must a ls o  u n derstand  
m usica l form ( a n a ly s i s ) ,  the harmonic and con­
t r a p u n ta l  b a s is  o f music ( th e o ry ) , and th e  
s t y l e s ,  g o a ls ,  and backgrounds o f d i f f e r e n t  
p e rio d s  ( h is to r y  o f m u sic ). The h ig h e s t p o s s i ­
b le  s ta n d a rd s  f o r  perform ance w ith in  th e  te c h ­
n i c a l  c a p a c i t ie s  o f  s tu d e n ts  shou ld  be s e t  by  
th e  music te a c h e r —and t h i s  means a  m usica l 
in t e r p r e t a t i o n  as w e ll a s  th e  r i g h t  n o te s .
Every mark in  th e  sco re  must be re sp e c te d  and 
a l l  nuances, even  in  th e  s im p le s t m usic , u n d e r­
s to o d .

The im p o rta n t th in g s  to  remember a r e  t h a t  
to  be a  good p e rfo rm er, one must f i r s t  be an

R e im e r , p . 16%.

^Ruth Zinar, "The Piano: Play With Expression," 
Music Journal (Sept., 1971), %2.
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inform a cl m u sic ian , and th a t  a lth o u g h  (o r p e r ­
h ap s , because) th e  a b i l i t y  to  p la y  e x p re s s iv e ly  
ta k e s  y e a rs  to  d ev e lo p , th e  tim e to  s t ^ t  i s  
r i g h t  away, a t  th e  very  f i r s t  le s so n s

p
Schmied b e l ie v e s  t h a t  te a c h e rs  who them selves are  

perfo rm ers a r e  b e s t  a b le  t o  te a c h  t h e i r  s tu d e n ts  i n t e r ­

p r e t iv e  s k i l l s .  He th in k s  t h a t  i t  i s  th ro u g h  p la y in g  fo r  

a  s tu d e n t t h a t  te a c h e rs  can ” . . .  g iv e  th e  s tu d e n t a 

f e e l in g  f o r  th e  in h e re n t  i n t e r p r e t a t i o n s  o f d i f f e r e n t  

composers and d i f f e r e n t  e ra s  by re p e a te d  i l l u s t r a t i o n s  of 

t h e i r  s t y l i s t i c  i d i o s y n c r a c i e s S c h m i e d  p o in ts  ou t th a t  

w hile th i s  i s  im p o rtan t on a l l  le v e ls  o f  te a c h in g , " I t  i s  

e s p e c ia l ly  im p o rtan t th a t  th e  te a c h e r  d em o n stra te s  i n t e r ­

p r e ta t io n  from  th e  e a r ly  in te rm e d ia te  g rades onward to  

mold and develop  th e  s tu d e n t 's  sen se  o f s ty l e  from  an 

e a r ly  a g e .

Schmied r e j e c t s  as in v a l id  th e  p rem ise  th a t  

te a c h e rs  who perfo rm  fo r  t h e i r  s tu d e n ts  l im i t  t h e i r  s t u ­

d e n ts ' i n d iv i d u a l i t i e s  in  i n t e r p r e t a t i o n s ,  and s t a t e s  th a t  

" .  . . d em o n stra tio n  i s  th e  most e f f e c t iv e  manner of 

te a c h in g  in t e r p r e t a t i o n  and can be an  im p o rta n t m o tiv a tio n

^ i n a r ,  p . 77 .

^A. L. Schm ied, "R esolved: E very  P iano  Teacher 
Should Be a  P e rfo rm er,"  The American Music Teacher 
(N ov ./D ec., 1964), 17.

^ S ch m ied , p .  1 7 . ^ S ch m ied , p .  I 7 .
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f o rc e .

A greeing t h a t  th e  key to  d ev e lo p in g  a  s tu d e n t’s 

m u sic ian sh ip  i s  s e n s i t i z in g  him to  a u r a l  aw areness, 

G e ilfu s s^  b e l ie v e s  t h a t  "The te a c h e r  m ust be a b le  t o  

dem onstra te  r e a d i ly  a t  th e  keyboard  e x a c t ly  what e f f e c t s  

he th in k s  a r e  n e c e s s a ry  in  a  p a r t i c u l a r  co m p o sitio n ."3 

She comments:

I s  i t  n o t tru e  th a t  many young s tu d e n ts  who 
p la y  w ith  accu racy  and a ssu ran ce  v e ry  o f te n  la c k  
a sense  o f s ty l e  because th e  te a c h e r  has n e ­
g le c te d  to  p o in t  ou t th a t  d i f f e r e n t  tone  c o lo r s ,  
d i f f e r e n t  to u c h e s , d i f f e r e n t  p e d a lin g s  a re  r e ­
q u ired  f o r  com positions o f  d i f f e r e n t  p e r io d s  and 
sch o o ls?  O ften  tim e s , y o u n g ste rs  need  to  be 
c o n s ta n tly  rem inded t h a t  th e  mood o f th e  music 
d e te rm in es th e  d e s ire d  to n e  q u a l i t y ,  and th a t  
th e y  must work fo r  c e r t a in  to n a l  e f f e c t s .  There 
i s  an  e v e r -p re s e n t  need  to  ana lyze  each  com posi­
t io n  w ith  th e  s tu d e n t so th a t  he i s  aware o f th e  
form  o f th e  p ie c e ,  th e  s t y l i s t i c  d e v ic e s ,  th e  
m o tiv es , t h e i r  developm ent, and th e  te c h n ic a l  
te rm ino logy  fo r  developm ent (which i n  th e  lo n g  
ru n  i s  no more d i f f i c u l t  to  remember than , th e  
I t a l i a n  term s th ey  a re  ex p ec ted  to  know).4

Among th e  a c t i v i t i e s  th a t  G e ilfu s s  su g g e s ts  f o r  

dev e lo p in g  a s tu d e n t 's  a b i l i t y  to  l i s t e n  c r i t i c a l l y  a re  

a tten d an ce  a t  m usical e v e n ts , group p ian o  le s s o n s , use o f 

th e  ta p e  r e c o r d e r ,  and developm ent o f  p ro p er p r a c t ic e  

h a b i t s .

^Schmied, p . 3 8 .

^Joan G e il fu s s ,  "Do Your S tu d en ts  R e a lly  Hear?" 
C la v ie r  (M ar./A p r., 1962), 3U*

^ G e ilfu s s , p . 3U» ^ G e il fu s s ,  p . 3 i|.
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G e ilfu s s  b e l ie v e s  t h a t :

. . .  i f  a te a c h e r  can show a s tu d e n t how to  
th in k  f o r  h im s e lf ,  how to  be a l e r t ,  c u r io u s , and 
s e l f - r e l i a n t ,  he has been f a r  more v a lu ab le  to  
th e  s tu d e n t  th a n  an o th er who im p arts  f a c t s  and 
t r a i n s  f i n g e r s .^

In  view o f  the  w r i t in g s  o f th e  above a u th o rs , i t  

m ight be g e n e ra liz e d  th a t  te a c h e rs  have th e  r e s p o n s i b i l i t y  

to  i n s t i l l  in  t h e i r  s tu d e n ts  an a t t i t u d e  t h a t  form s th e  

h a b i t  o f a ttem p tin g  to  reproduce m u sica l works o f a r t  in  

p iano  perfo rm ance.

The A n a ly s is  o f th e  
M usical E xperience

S e v e ra l a u th o rs  have w r i t te n  on ways to  analyze 

music from  a  s t y l i s t i c  or perform ance s ta n d p o in t as  opposed 

to  p u re ly  th e o r e t i c a l  a n a ly s is .

Thomson^ d isc u s se s  two k in d s o f  m usica l a n a ly s is :

[The f i r s t  i s  c a lle d ]  . . . s t a t i s t i c a l l y  
o r ie n te d  a n a ly s is ,  whose aim i s  to  la y  bare  what 
we may c a l l  th e  "atom ic s t r u c tu r e "  o f  a  work.
Such an a n a ly s is  i s  n o t n e c e s s a r i ly  concerned 
w ith  music a s  an a u d ito ry  phenomenon ; on th e  
c o n tra ry ,  i t s  g o a l i s  to  f e r r e t  o u t a l l  i s o la b le  
p a r t i c l e s  . . . and to  show in  w hat q u a n t i t ie s  
and o rd e rs  th e se  o ccu r.

[A second k ind  o f  a n a ly s is  i s  c a l le d ]  . . . 
"u n d e rs ta n d in g ,"  and i s  n o t approachab le  w ith

^ G e ilfu s s , p . 3i(..

2
W illiam  Thomson, "The Problem  o f  Music A nalysis 

and Uni v e r s a i s , "  P e rsp e c tiv e s  in  Music E d u ca tio n . Source 
Book I l l t e d , Bonnie C. Eowall (W ashington, D. c l : Music 
E iducatb rs• N a tio n a l C onference, 1966) ,  p . 1#2.
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s t a t i s t i c a l  p rocedures u n le s s  ev e ry  p o te n t ia l  
d e te rm in an t of th e  m usical ex p e rien ce  i s  sub­
je c te d  to  th e  measurement. The most p re c is e  
and thorough  d a ta  about p i t c h  occurrence i s  
made m eaningful o n ly  i f  i t  be s tu d ie d  in  the 
l i g h t  o f a l l  o th e r r e le v a n t  f a c e ts  o f  th e  
m usica l e x p e rie n c e , and t h i s  would in v o lv e  
concep ts o f e x p e r i e n t ia l  dynamics which a re  
n o t fo rm u la ted  a t  the  p re s e n t tim e .^

Thomson p o in ts  out t h a t  s in c e  music i s  a tim e a r t ,  

the  l i s t e n e r  i s  fa c e d  w ith  a  d im ension th a t  i s  n o t condu­

c iv e  to  u n d e rs ta n d in g . He b e lie v e s  t h a t  a n a ly s is  of th e  

d e t a i l s  o f music w i l l  n o t r e v e a l  i t s  s t r u c t u r e ,  bu t w i l l  

" r e s t r i c t  th e  d a ta  to  a c o u s t ic a l  phenomena a t  b e s t ,  o r 

marks on m anuscrip t paper a t  w o r s t . A c c o r d i n g  to  

Thomson, s t r u c tu r e  i s  determ ined  by th e  l i s t e n e r  by 

o rg an iz in g  th e  sm a lle r  b i t s  in to  p a t te r n s  o f  l a r g e r  dimen­

s io n .

Thomson d isc u sse s  Cone’s d e s c r ip t iv e  a n a ly s is ;

Here a n a ly s is  e n t a i l s  an a c t  o f  i n t e r p r e t a ­
t i o n :  p ro p e r ly  a p p lie d , t h i s  k ind  o f  a n a ly s is
comes to  g r ip s  w ith  more th a n  th e  e x p l i c i t  d a ta  
o f a c o u s tic s  or th e  fram es o f  t r a d i t i o n a l  
c l a s s i f i c a t i o n ,  f o r  i t  re c o g n iz e s  and a ttem p ts  
to  accoun t f o r  th e  l a t e n t  o r im p l ic i t  f a c to r s  
p rov ided  by the l i s t e n e r  w ith in  th e  a c t  o f  co g n i­
t i o n . 3

Thomson b e l ie v e s  t h a t  s t a t i s t i c a l  a n a ly s is  and 

d e s c r ip t iv e  a n a ly s is  a re  n o t m u tu a lly  e x c lu s iv e , and in

1 PThomson, p . 151+. Thomson, p . 155.

^Thom son, p .  l 55*
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f a c t ,  can  enhance each o th e r . However, he p o in ts  ou t th a t  

s in c e  th e y  a re  based  on d i f f e r e n t  ap p ro ach es , th e y  w i l l  

" r e f l e c t  q u ite  d i f f e r e n t  images o f  t h e i r  source i f  pursued 

in  a c o n s is te n t  m anner,"^

Thomson su g g ests  th re e  main o b s ta c le s  in  i n t e r p r e ­

t iv e  a n a ly s is  ;

1 . Our b a s h fu l r e lu c ta n c e  . . .  to  assume 
th a t  a l l  music can be approached w ith  th e  same 
c o g n itiv e  r e f le x e s .

2 . The th e o r e t i c a l  a b s tra c t io n s  o f t r a d i ­
t io n  . . . have a way o f r e s t r i c t i n g  v is io n ,  o f 
d i r e c t in g  our gaze away from  th e  very  th in g s  we 
w ish to  see more c le a r ly .

3 . The music a n a ly s t  i s  inconven ienced  t o ­
day because he must opera te  w ith o u t any g en e ra l 
framework of in tro s p e c t iv e  b a s i s .^

LaKue^ b e lie v e s  th a t  m u sica l a n a ly s is  in c re a se s  

one’s aw areness o f ,  and th e re fo re  o n e ’s s e n s i t i v i t y  to ,  

m usical re sp o n se  in  perform ance. He s t a t e s :

Many perfo rm ers f e e l  t h a t  an a n a ly t ic  ap ­
p roach  may contam inate t h e i r  i n t u i t i v e  resp o n ses .
T his v iew , however, f a i l s  to  c o n s id e r  th a t  our 
a p p a re n tly  i n tu i t i v e  re sp o n ses  a r e  m o stly  learned , 
cu lm in a tin g  e a r ly  ex p erien ce  and th e  s p e c i f ic  
in s t r u c t io n  o f te a c h e rs .  While th e  r e f in e d  d i s ­
c r im in a tio n  o f th e  f in is h e d  p erfo rm er r e q u ir e s  
s p e c ia l  g i f t s  o f in n a te  s e n s i t i v i t y ,  th e  broad  
o u t l in e s  and even many o f th e  d e t a i l s  o f h is  
m u sica l re sp o n se s  depend on le a rn in g  ex p e rien ce s .

^Thomson, p . 159. ^Thomson, p . l59*

^Jan  LaRue, "On S ty le  A n a ly s is ,"  P e rsp e c tiv e s  in  
Music E d u ca tio n , Source Book I I I , ed . Bonnie C. Kowall 
(W ashington, D. C .: Music E d u c a to rs ’ N a tio n a l C onference, 
1966), p . 139.
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and hence to  some d eg ree , on an o rd e re d , ana­
l y t i c  ap p ro ac h .!

LaRue c i t e s  th e  need f o r  a l l  th in k in g  m u sic ian s , 

in c lu d in g  w r i t e r s ,  p e rfo rm e rs , and te a c h e r s ,  to  have an 

o b je c tiv e  framework fo r  r e f l e c t i n g  on m u sica l m eaning, and 

s t a t e s ,  "Both the  s tu d e n t and th e  te a c h e r  need methods f o r  

o rg a n iz in g  and an a ly z in g  t h e i r  m u sica l l i s t e n i n g ,  c r e a t io n ,  

perfo rm ance, and th in k in g ." ^  He f u r th e r  su g g ests  th a t  th e  

most u s e fu l  o rd er fo r  o b se rv a tio n s  i s  sound, form , harmony, 

rhythm , and melody. He adds t h i s  word o f  c a u tio n :

S ince music i s  an ev e r-ch an g in g  com bination  
of th e  r a t i o n a l  and th e  em o tio n a l, c e r t a in  
a s p e c ts  w i l l  always rem ain  beyond th e  scope o f 
o b je c tiv e  a n a ly s is .  These a re  m u s ic 's  perm anent 
m y s te r ie s .’

LaRue' s d e f in i t io n  o f  sound in c lu d e s  " . . .  a l l  

p r im a r i ly  a c o u s t ic a l  phenomena such  a s  tim b re , t e x tu r e ,  

and dynam ics, in  th e  m an ip u la tio n  b o th  o f  in d iv id u a l 

components and o f th e  group as a w hole.

Concerning the  a n a ly s is  o f  m u sica l fo rm , LaRue 

su g g e s ts  t h a t :

In  each  p iece  we m ust a t te m p t to  ana lyze  th e  
form  f r e s h ly  as the  co n n ec tio n  and developm ent

^LaRue, "On S ty le  A n a ly s is ,"  p . IJ40. 

2
LaRue, "On S ty le  A n a ly s is ,"  p . 139.

^LaRue, "On S ty le  A n a ly s is ,"  p . ll|.0.

^LaRue, "On S ty le  A n a ly s is ,"  p . ll|.2.
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of  a  p a r t i c u la r  group o f  m u sica l id e a s  r a t h e r  
th a n  fo rc in g  th e  music in to  a  p reco n ce iv ed  
fo rm al s t r a i t j a c k e t . ^

LaRue c i t e s  two p r in c ip le  methods o f  u n i f i c a t io n :  

" ( 1 ) d e r iv a t io n  o f th e  whole p ie c e  from a r e l a t i v e l y  r e ­

s t r i c t e d  n u c leu s  o f m a te r ia l ,  and (2 ) r e p e t i t i o n  o f an 

i n i t i a l  id e a  a f t e r  c o n t r a s t in g  m a te r i a l . ”

R egarding th e  o v e r a l l  co n cep tio n  o f  a p ie c e  o f  

m usic, LaRue su g g e s ts  th a t  "C o n tin u ity  r e s u l t s  most o f te n  

from  a  r e l e n t l e s s  rhy thm ic p u ls e ,  b u t may be o b ta in ed  by a 

r e c u r r e n t  m o tiv e , a p e r s i s t in g  tim b re , o r a  c a r e f u l ly  

lin k e d  sequence o f t o n a l i t i e s . ”3

LaRue b e l ie v e s  t h a t  harmony sh o u ld  be conceived 

b ro a d ly , r a th e r  th an  b e in g  concerned w ith  th e  fu n c tio n  o f 

each in d iv id u a l  ch o rd . He f u r th e r  s t a t e s :

For th e  in d iv id u a l  movement we sh o u ld  be 
aware n o t m erely  o f m odula tions to  v a r io u s  keys, 
b u t a ls o  o f  th e  r e l a t i v e  em phasis on th e s e  keys 
produced by tim e e la p s e ,  dynamics and o rc h e s ­
t r a l  w e ig h t, th em atic  s ig n i f ic a n c e ,  and o th e r  
means o f s t r e s s . 4

For an o v e r a l l  co n cep tio n  o f  th e  rhy thm ic  n a tu re  

o f a p ie c e , LaRue su g g e s ts  th e  fo llo w in g  th o u g h ts  :

^LaRue, ”0n S ty le  A n a ly s is ,” p . llf^ .

^LaRue, ” 0n S ty le  A n a ly s is ,” p . ll|5 -

^LaRue, ” 0n S ty le  A n a ly s is ,"  p . II4.6 .

^LaRue, "On S ty le  A n a ly s is ,"  p . l i |7 .
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The th re e  more o r l e s s  a c c e s s ib le  f a c e ts  of 

rhythm  in c lu d e  th e  d im ension  o f  a c t i v i t y ,  th e  
n a tu re  o f  rhy thm ic a r t i c u l a t i o n s ,  and the  d e ­
t a i l s  of rhy thm ic t e x tu r e . . . . Rhythm inc ludes 
a l l  m a tte rs  o f tim e e la p s e ,  and we must a ttem p t 
to  u n d ers tan d  and a p p re c ia te  th e  l a r g e s t  spans 
of a p ie c e ,  i t s  s e c t io n s  and movements, n o t as 
s t a t i c  b locks o f form , b u t as enormous u n i t s  o f  
rhythm . . . . Accent must be u n d ers to o d  in  a l l  
d im ensions, n o t m erely  as the  s t r e s s e d  elem ent 
o f a p a t te rn  o r th e  s tro n g  b e a t o f  a m easure, 
b u t as a clim ax o f a p h ra s e , and th e  c l im a c tic  
p h rase  among a  s e r ie s  o f  p h ra s e s .^

LaRue's views on th e  o b se rv a tio n  o f  m elodies a re  

s ta te d  th u s :

M elodic m a te r ia l  subsumes q u e s tio n s  o f  range, 
t e s s i t u r a ,  and mode ( in c lu d in g  gapped s c a le s  and 
d ia to n ic  o r  chrom atic  a l t e r a t i o n s ) .  O bservaticns 
o f p rocedure b eg in  w ith  th e  sm all dim ension o f 
movement by s te p  o r s k ip ,  th e n  examining methods 
o f e x te n s io n , such as r e p e t i t i o n ,  f ig u r a t io n ,  
sequence , fo r t- s p in n u n g , and f r e e  f l i g h t .  In  
la rg e r  d im ensions, r e c u r r e n t  fo rm u las , a r t i c u l a ­
t i o n ,  and p h rase  s t r u c tu r e  become im p o rta n t, and 
i t  may be p o s s ib le  to  a b s t r a c t  v a rio u s  g e n e ra l  
curve ty p es  by s tu d y in g  th e  lo c a t io n  of peaks 
and u n d e rp o in ts . M elodic i n t e n s i t y  r e s u l t s  from  
te n s io n s  b o th  o f r i s i n g  l in e  and h e ig h ten ed  
a c t i v i t y .  On occasion  a  m elodic clim ax may r e ­
s u l t  from a peak o f sh e e r  a c t i v i t y  r a th e r  th a n  a 
peak o f l i n e . 2

LaRue's concern f o r  music a s  a  l iv e  a r t  i s  expressed 

in  h is  s ta tem en t "S ince a n a ly s is  aim s u l t im a te ly  to  a s s i s t  

th e  p e rfo rm e r, th e  a n a ly s t  must c o n s ta n t ly  be concerned 

w ith  l iv e  perform ance and th e  r e v i t a l i z a t i o n  o f  dead n o te s

^LaRue, "On S ty le  A n a ly s is ,"  pp . ll|.9-^0. 

^LaRue, "On S ty le  A n a ly s is ,"  p . 1^1.



from  th e  p ag o .”^

LaRue’s views and p rocedures on s ty le  a n a ly s is  a re  

a m p lif ied  in  h is  book. G u id e lin es  f o r  S ty le  A n a ly s is .^  In  

i t  he s t a t e s  th a t

. . . music i s  e s s e n t i a l l y  movement; i t  i s  
never w holly s t a t i c .  . . .  I t  i s  the  f i r s t  ta s k  
o f s ty le  a n a ly s is  t o  e x p la in  as f a r  a s  p o s s ib le  
b o th  th e  c h a ra c te r  of movement and th e  enduring  
shape o f m u sic .3

LaRue b e l ie v e s  th a t  in  o rd er f o r  th e  a n a ly s t  to  be 

a b le  to  cope w ith  th e  changing r e la t io n s h ip s  between 

m usica l e lem e n ts , a r t i f i c i a l  s i tu a t io n s  m ust o c c a s io n a lly  

be c re a te d  in  which th e  moving a r t- fo rm  i s  " f ro z e n .” He 

reco g n izes  th a t  some o f  th e  m u sica l meaning i s  l o s t  in  th i s  

im m o b iliza tio n  by red u c in g  s u b je c tiv e  f e e l in g s  to  o b je c tiv e  

q u a n t i t i e s .

Y et, a lth o u g h  a n a ly s is  can never r e p la c e  nor 
r i v a l  f e e l in g ,  i t  can enhance our p e rc e p tio n  of 
a  com poser’s r ic h n e s s  o f im a g in a tio n , h is  com­
p le x i ty  (o r u t t e r  s im p lic i ty )  o f  m a te r ia l ,  h is  
s k i l l  in  o rg a n iz a tio n  and p r e s e n ta t io n .  The 
perform er and l i s t e n e r  must in c o rp o ra te  th e se  in ­
s ig h ts  in to  th e  f u l l  co n tex t o f  t h e i r  p e rso n a l
re sp o n se .4

^LaRue, "On S ty le  A n a ly s is ,"  p . ll|.I|..
p

Jan  LaRue, G u id e lin es  f o r  S ty le  A n aly sis  (Hew 
York, N. Y .: W. W. N orton C o ., 1970).

^LaRue, G u id e lin e s , p . 1. 

il
LaRue, G u id e lin e s , p . 2 .
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LaRue p ro v id es an  o u t l in e  fo r  com plete s t y l i s t i c  

a n a ly s is  w ith  th re e  main c a te g o r ie s :  background, o b se rv a­

t i o n ,  and e v a lu a t io n .1 The d e t a i l s  o f  th e  p roced u res in  

fo llo w in g  th e  o u t l in e ,  w ith  em phasis on th e  phases con­

ta in e d  in  o b se rv a tio n , a re  g iv e n  in  th e  subsequen t ch a p te rs  

of h i s  book.

LaRue d e s c r ib e s  the  th r e e  a s p e c ts  o f m u sica l sounds 

as (1) tim b re , (2) dynam ics, and (3) te x tu re  and f a b r i c .^

He su g g e s ts  t h a t  th e  o b se rv a tio n  of tim b re  be broken down 

in to  fo u r  c a te g o r ie s :  (1) ch o ice  o f  t im b re s , (2) ra n g e ,

(3) degree and freq u en cy  o f c o n t r a s t ,  and (1|) id iom .^ 

Dynamics shou ld  be observed from  th e  two v iew poin ts of 

(1) ty p e s  o f  dynamics and (2) degree o f c o n t r a s t ,^

In  d e s c r ib in g  p rocedu res r e l a t i v e  to  te x tu re  and 

f a b r i c ,  LaRue s t a t e s :

V e r t ic a l  d e t a i l s  may be d e s c r ib e d  d i r e c t l y  by 
terras such  a s  th ic k  or t h in ,  sim p le  o r  doub led , 
con tinuous or gapped, a l t e r n a t in g  o r o v e rla p p in g , 
b a lan ced  or to p -  (bo ttom -) heavy, pure or mixed 
between v o ic e s  o r in s tru m e n ts . . . . I t  i s  a  good 
p la n  to  r e s t r i c t  th e  meaning o f  te x tu r e  to  r e f e r  
to  p a r t i c u l a r ,  momentary com binations o f  sounds;

^LaRue, G u id e lin e s . p . 3 , 

^LaRue, G u id e lin e s , p . 23.

3
LaRue, G u id e lin e s , p . 21;. 

^LaRue, G u id e lin e s . p . 26.
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then, to refer to the whole continuous web of 
combined textures and dynamic levels.1

LaRue cites several kinds of musical fabric:
1. Homophonie, homorhythmic, c h o rd a l: 

r e f e r r in g  to  s ty le s  in  w hich th e  t e x t u r a l  
ev en ts  ta k e  p lace  more o r  l e s s  s im u lta n eo u s ly .

2 . P o lyphonic, c o n tra p u n ta l ,  f u g a l :  r e ­
f e r r in g  to  s ty l e s  o f  h ig h e r  t e x t u r a l  v i t a l i t y  
r e s u l t i n g  from  g r e a te r  rhy thm ic and m elodic 
independence o f  th e  v a r io u s  s tr a n d s  o r  la y e r s  
o f th e  f a b r i c .

3 . M elody/bass p o la r i t y :  th e  c h a r a c te r ­
i s t i c  te x tu re  o f  th e  Baroque. . . .

I|.. Melody p lu s  accompaniment: th e  chord-
o r ie n te d ,  th em atic  f a b r ic  f a m i l ia r  i n  much o f 
C la s s ic  and Romantic m usic.

5 . S e c t io n a l ly  s p e c ia l iz e d  te x tu r e s :  more
s o p h is t ic a te d  arrangem ents developed  by com­
p o se rs  to  g ive  sm oother o r c h e s t r a l  e f f e c t s  by 
a s s ig n in g  s u s ta in in g  fu n c t io n s  to  b r a s s  and 
doub ling  o f an tip h o n a l fu n c tio n s  to  woodwinds 
as su p p o rt o r a l t e r n a t iv e  t o  th e  fundam ental 
m elody, accompaniment, and b ass  a c t io n  o f the
s t r i n g s . 2

Beardsley^ describes musical texture in the fol­
lowing manner:

M usical te x tu re  i s  o f te n  d iv id e d  in to  mono­
p h o n ic , homophonie, and p o ly p h o n ic , depending 
on w hether i t  c o n s is ts  o f  a s in g le  m elodic lin e , 
accompanied by chords or by a rp eg g io s  . . .  or 
two or more m e lo d ie s , t h a t  i s ,  c o u n te rp o in t .
These a re  t e x tu r a l  d i s t i n c t i o n s ,  o f c o u rse , b u t 
th e  te rm  " te x tu re "  i s  b ro ad e r  th a n  t h i s .  When 
we say  th a t  th e  passage i s  c a n o n ic , we a re  t a l k ­
in g  n o t on ly  about th e  v e r t i c a l  d im ension , b u t .

^LaRue, G u id e lin e s , p . 2? .

2
LaRue, G u id e lin e s , p . 27.

^Monroe C. B eard sley , A e s th e tic s  ; Problezas in  th e  
Philosophy  o f C r i t ic is m  (New Y ork, N. Y. : Ë arc o u r t ,  S race 
and W orld, I n c „, 1926).
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BO t o  sp eak , abou t d ia g o n a l f e a tu r e s  of th e  
znusio. And when we say  th a t  th e re  i s  a  c e r ta in  
harmonic p ro g re s s io n , o r a r e p e t i t i o n  o f 
c e r t a in  m elodic i n t e r v a l s ,  we a re  t a lk in g  
h o r iz o n ta l ly ,  b u t we a re  s t i l l  t a lk in g  abou t 
t e x t u r e , which in  t h i s  more co n v en ien t sense 
. . . r e f e r s  to  an y th in g  go ing  on a t  a  g iven  
moment th a t  can be d e s c r ib e d  in  te rm s of r e l a ­
t io n s  among n earby  p a r t s . 1

B eard sley  d e s c r ib e s  s t r u c tu r e  in  terras o f  m u sica l 

p u n c tu a tio n , w hich he say s i s  d e term in ed  by means o f 

s to p p in g  p la c e s ,  such  a s  cad en ces , o r p o in ts  o f g r e a te s t  

change, . where th e  c o n t r a s t  betw een th e  p reced in g

passage and th e  passage  t h a t  fo llo w s  i s  p e rc e iv e d  to  be 

most s t r i k in g  and e v id e n t ."2

Concerning th e  r e l a t i o n  o f  te x tu r e  to  s t r u c t u r e ,  

B eard sley  comments:

I t  i s  p r e t t y  c l e a r  t h a t  th e r e  can be no 
s t r u c tu r e  w ith o u t t e x tu r e ,  f o r  th e re  i s  no 
s t r u c tu r e  u n le s s  th e re  a r e  main s e c t io n s ,  and 
f o r  th e  m u sica l movement t o  develop  some momen­
tum th e re  m ust be lo c a l  changes go ing  on, r i s e  
or f a l l  o f m elody, th ic k e n in g  o r th in n in g  o f  
harmony, v a r ia t io n s  in  rhythm  or tempo, and 
th e se  a re  i t s  t e x tu r e .  On th e  o th e r  hand , the re  
cou ld  th e o r e t i c a l l y  be music t h a t  has te x tu r e  
b u t no s t r u c t u r e .3

B eard sley  co n tin u es  by g iv in g  examples o f  s t r u c ­

tu r e l e s s  m usic , d e s c r ib in g  "an  unaccom panied melody l ik e  

t h a t  sung by a c h i ld  to  h im s e lf , one t h a t  goes on and on

^ B eard sley , pp . 178-79. ^ B eard sley , p . 180. 

^ B e a rd s le y , pp . 178- 79 .
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f o r  a  tim e , always changing and w andering a b o u t, never 

r e p e a tin g  i t s e l f  or coming to  a pause u n t i l  th e  en d ,” and 

a  p iece  by P a le s t r in a  o r D esPres w hich "d iv id e s  in to  p a r ts ,  

w ith  h a l f - c lo s e s ,  though o f te n  n o t s h a rp ly , because one 

vo ice  i s  ta k in g  up a  new theme a s  th e  o th e rs  a re  f in i s h in g  

th e  o ld  one. But th e  s e c t io n s  do n o t ,  as s e c t io n s ,  have 

d e f in i t e  and c l e a r - c u t  r e l a t i o n s  to  each o th e r .

B eard sley  r e f e r s  to  th e  g e n e ra l ly  accep ted  m usica l 

forms such a s  ro n d o , th e m e -a n d -v a r ia tio n s , and so f o r th ,  

as " s t ru c tu r e - ty p e s "  or " p ro c e d u re s ."  He p o in ts  ou t t h a t  

th e  advan tage o f  t h i s  a t t i t u d e  g uards a g a in s t  m u sic’s b e in g  

c o n s id e red  "a  p r i o r i  fo rm s, or m oulds, t h a t  a re  f i l l e d  in  

by p a r t i c u l a r  c o m p o s e r s . H e  f u r th e r  p o in ts  out th a t  " a  

m usica l work can have s t r u c tu r e  even i f  i t  b e longs to  no 

h i th e r to - re c o g n iz e d  and named s t r u c tu r e - ty p e .

B eard sley  b e l ie v e s  t h a t  c e r t a in  s t r u c tu r e - ty p e s  

have g e n e ra l ly  been handed down a s  th e  b a s ic  ones because 

t h i s  makes m u sica l form  easy  to  e x p la in  in  a  m echanical 

way. However, he s a y s ,  th e re  i s  a n o th e r  a s p e c t o f  m u sica l 

s t r u c tu r e  t h a t  i s  e q u a lly  im p o rta n t. T his he c a l l s  

k in e t ic  p a t t e r n ,  which i s  " .  . . th e  p a t t e r n  o f v a r ia t io n

1 2 B e a rd s le y , p . 160. B e a rd s le y , p . 182.

^ B e a rd s le y ,  p .  l 82.
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in  m usic’s p ro p u ls io n , or in te n s i t y  o f movement,”^

B eardsley  d e sc r ib e s  fo u r  k in e t ic  q u a l i t i e s :

1 . In tro d u c tio n  q u a l i ty ,  in  which " th e  music 

sounds s tro n g ly  in tro d u c to ry , or p rom isso ry : i t  has th e

a i r  o f  an announcement, as though som ething im p o rtan t i s  

to  come; and, up to  a p o in t ,  th e  lo n g e r i t  c o n tin u e s , th e  

more i t  le ad s  us to  ex p ec t and to  r e q u i r e .  The q u a l i ty  

i s  a  w a itin g  and ex p e c ta n t q u a l i ty ."

2. C onclusion q u a l i ty ,  which has a  "sen se  of ap ­

p roach ing  f i n a l i t y ;  th ey  seem to  be w inding th in g s  u p , as 

i f  th in g s  w i l l  soon be o v e r ."

3 . E x h ib it io n  q u a l i ty ,  w hich "has n e i th e r  an 

in tro d u c t io n  n o r a  co n c lu sio n  q u a l i ty ;  i t  i s  sim ply 

p re s e n t .  . . . Such a passage does n o t sound a s  i f  some­

th in g  has j u s t  happened or w i l l  happen, b u t a s  i f  th e  

im portan t th in g  i s  happening r i g h t  now."

Ij.. T ra n s it io n  q u a l i ty ,  which i s  " u s u a lly  n o t  o f  

g re a t  i n t r i n s i c  m elodic i n t e r e s t ,  and se rv e s  to  c a rry  

th rough  th e  m odulation from  th e  home key to  the  second 

key. . . . They have th e  sound o f b e in g  on f o o t  from  one 

e x h ib it io n  to  a n o th e r . They suspend th e  p ro ceed in g s , and 

in tro d u ce  a  no te  of tem porary  u n c e r ta in ty  or in c o n c lu s iv e ­

n e s s ,  which is  re so lv e d  when we c a tc h  s ig h t  ag a in  of a new

^ B e a rd s le y , p . l8I+.
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passage w ith  e x h ib i t io n  q u a l i t y , ”^

B eard sley  c i t e s  two d i f f e r e n t  k inds of language 

th a t  can be used  in  d e s c r ib in g  k in e t ic  q u a l i ty :

(1) phenomenal o b je c t iv i ty ,  which u ses  such  words as 

" te n s io n  and r e la x a t io n ,  tendency  and s t r i v i n g ,  h e s ita n c y , 

s la c k e n in g , and c lo s u re ; th e se  words name r e g io n a l  q u a l i ­

t i e s  of th e  m u sica l process,** and (2) phenomenal sub­

j e c t i v i t y ,  which "would t a l k  of a ro u s in g  e x p e c ta tio n s  and 

d isa p p o in tin g  them , of a n t ic ip a t io n s  and f u l f i l l r a e n t s , 

t h a t  i s ,  th e  co rresp o n d in g  phases o f  th e  l i s t e n e r 's  a t t i ­

tu d es as  th ey  a re  evoked by th e  m usic. For th e  ex p erien ce  

of music i s  one in  which th e  l i s t e n e r 's  f e e l in g s  a re  

c o n s ta n tly  gu ided  and m an ip u la ted ."^

B eard sley  d e s c r ib e s  two k in d s  of m u sica l ex p ec ta ­

t io n s  : (1) th o se  w hich "a re  t i e d  to  th e  q u a l i t i e s  o f th e

music i t s e l f , "  and (2) th o se  which "p la y  a  r o le  in  our 

m usical e x p e r ie n c e , and th e se  a re  o f a more i n t e l l e c t u a l  

s o r t .  . . . These e x p e c ta tio n s  a re  based  on g e n e ra l iz a t io n s  

from p a s t ex p e rien ce  o f  c e r t a in  ty p es of m usic ,

Having e s ta b l is h e d  th a t  th e  p e rc e p tio n  of k in e t ic  

p a t te r n  i s  r e l a t i v e  to  an in d iv id u a l 's  m u sica l e x p e rie n c e .

^B eard sley , p . l8 6 , ^ B eard sley , p . I 87 .

^ B e a rd s le y ,  p .  188 .



B eard sley  d e s c r ib e s  h is  R e la tiv e  Theory o f  M usical Form:

A ccording to  t h i s  view , a m u sica l s t y l e ,  in  
a  broad  sense  in  which i t  in c lu d e s  b o th  s t r u c ­
t u r a l  and te x tu r a l  f e a tu r e s ,  i s  a  system  of 
p r o b a b i l i t i e s ,  and to  become ac q u a in ted  w ith  a 
s t y l e ,  by h ea rin g  m usic in  t h a t  s t y l e ,  i s  to  b e ­
come aware o f th e  r e l a t i v e  p r o b a b i l i t i e s  o f  
c e r t a in  developm ents—f o r  exam ple, t h a t  c e r t a in  
chords w i l l  fo llo w  o th e r s ,  th a t  c e r t a in  m elodic 
f ig u re s  a re  l i k e l y  to  be end ings o r  b e g in n in g s , 
t h a t  c e r t a in  in te r v a l s  belong to  c e r t a in  s c a le s .  
Knowing th e s e  p r o b a b i l i t i e s  i s  n o t n e c e s s a r i ly  
co n sc io u s; th ey  a re  embodied in  th e  l i s t e n e r ' s  
h a b i t - p a t t e r n s ,  and become a s e t  o f  l a t e n t  ex ­
p e c ta t io n s .  To u n d e rs tan d  a m usica l com position  
i s  to  b r in g  to  i t  h a b i t - p a t te r n s  r e l a t i v e  t o  i t s  
s t y l e .  Thus, acco rd in g  to  t h i s  view , th e  k in e tic  
q u a l i t i e s  o f  music should  be a n a ly sa b le  i n t o ,  o r 
dependent upon, c e r t a in  p r o b a b i l i t i e s .1

Meyer^ b e l ie v e s  th a t  a lth o u g h  most people agree 

t h a t  music has m eaning, and th a t  t h i s  meaning i s  communi­

c a te d  to  perfo rm ers and l i s t e n e r s ,  th e re  i s  d isagreem ent 

on what c o n s t i tu te s  m u sica l m eaning, and by what p ro c e ss  

meaning i s  communicated. He c i t e s  th e  d i f f e r e n t  p o s i t io n s  

o f th e  " a b s o lu t i s t s , "  who b e lie v e  th a t  "m usica l meaning 

l i e s  e x c lu s iv e ly  w ith in  th e  c o n te x t o f th e  work i t s e l f , "  

and th e  " r e f e r e n t i a l i s t s , "  who b e l ie v e  t h a t  "music a ls o  

communicates meanings which in  some way r e f e r  to  th e  

e x tra m u s ic a l w orld o f  c o n c ep ts , a c t io n s ,  em o tio n a l s t a t e s ,  

and c h a ra c te r ." ^  The "a b so lu te "  group i s  f u r th e r  r e f in e d

^B eard sley , p . 189 .

^Leonard B. Meyer, Emotion and Jfeaning in  Music 
(Chicago: The U n iv e rs ity  o f  Chicago P re s s , 19^6).

^Moyer, p . 1.
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in to  two s u b d iv is io n s :  th e  " f o r m a l i s t s ,"  who "con tend  th a t

th e  meaning o f  music l i e s  in  th e  p e rc e p tio n  and u n d er­

s ta n d in g  o f th e  r e la t io n s h ip s  s e t  f o r t h  in  th e  work o f  a r t ,  

and th a t  meaning in  music i s  p r im a r i ly  i n t e l l e c t u a l , "  and 

th e  " e x p r e s s io n is ts ,"  who "argue  th a t  th e se  same r e l a t i o n ­

sh ip s  a re  in  some sense cap ab le  o f  e x c i t in g  f e e l in g s  and 

em otions in  th e  l i s t e n e r . " ^

Commenting on c e r t a in  w eaknesses in  each  o f th e se  

p o s i t io n s ,  Meyer s t a t e s :

The c h ie f  d i f f i c u l t y  o f th o se  who have adopted 
th e  a b s o lu t i s t  e x p r e s s io n is t  p o s i t io n  i s  th a t  th e y  
have been unab le  to  acco u n t f o r  th e  p ro cesses  by 
w hich p e rc e iv e d  sound p a t te r n s  become ex p e rien ced  
as f e e l in g s  and em o tio n s. In  f a c t ,  s tra n g e  as  i t  
may seem, th e y  have g e n e ra l ly  avo ided  any d is c u s ­
s io n  o f em otional re sp o n se s  w hatsoever. These 
shortcom ings have le d  to  a  g e n e ra l la c k  of p r e c i ­
s io n  b o th  i n  t h e i r  acco u n t o f  m u s ica l ex p e rien ce  
and in  t h e i r  d is c u s s io n s  o f  m u sica l p e rc e p tio n .

B u t, a t  l e a s t ,  th e  e x p r e s s io n is t s  have re co g ­
n iz e d  th e  e x is te n c e  o f  problem s in  t h e i r  p o s i t io n .
The f o r m a l i s t s ,  on th e  o th e r  h an d , have e i th e r  
found no problem s to  re c o g n iz e  o r  have sim ply  
tu rn ed  th e  o th e r  way, se e k in g  to  d iv e r t  a t t e n t io n  
from  t h e i r  d i f f i c u l t i e s  by a t ta c k in g  r e f e r e n t ia l i s m  
whenever p o s s ib le .  Yet th e  f o rm a l is t s  a r e  fa ce d  
w ith  a problem  very  s im i la r  to  t h a t  co n fro n tin g  the 
e x p r e s s io n is t s :  nam ely, th e  d i f f i c u l t y  and n e c e s ­
s i t y  o f e x p la in in g  th e  manner i n  w hich an a b s t r a c t ,  
n o n - r e f e r e n t ia l  su c c e s s io n  of to n e s  becomes meaning­
f u l .  In  f a i l i n g  to  e x p la in  in  what sense  such 
m u sica l p a t te r n s  can  be s a id  to  have meaning, th ey  
have a ls o  found them selves u nab le  to  show th e  r e l a ­
t i o n  o f m u sica l meaning to  meaning in  g e n e r a l .2

1 2 Meyer, p . 3 . M eyer, p . 1̂ ..



Meyer c i t e s  th re e  e r r o r s  which have p lagued  th e  

psychology of m usic; hedonism , which produced a r a t io n a le  

based  on l ik in g  and d i s l i k in g ;  atomism , w hich a ttem p ted  to  

e x p la in  and u n d e rs ta n d  music as  a su c cess io n  o f se p a ra b le , 

d i s c r e te  sounds and sound com plexes; and u n iv e r s a l i s a ,  

which i s  the  b e l i e f  th a t  th e  re sp o n se s  o b ta in e d  by e x p e r i­

ment o r o th e rw ise  a re  u n iv e r s a l ,  n a t u r a l ,  and n e c e ssa ry .

He p o in ts  o u t t h a t  to d ay  we a re  more e n lig h te n e d , and th a t  

"The work of th e  G e s ta l t  p sy c h o lo g is ts  has shown beyond a 

doubt th a t  u n d e rs ta n d in g  i s  n o t a m a tte r  o f g rouping  

s t im u l i  in to  p a t te rn s  and r e l a t i n g  th e se  p a t te r n s  to  one 

a n o th e r .

Meyer c i t e s  th re e  ty p e s  of ev idence as  t o  th e  

n a tu re  and e x is te n c e  o f  th e  em otional re sp o n se  to  m usic.

(1) S u b je c tiv e  ev idence i s  l a r g e ly  concerned w ith  t r e a t i s e s  

on m usical com position  and perform ance, a s  w e ll  a s  w ith  

marks by composers in  t h e i r  music to  a s s i s t  in  i n t e r p r e t a ­

t i o n .  (2) B e h a v io r is t ic  o b je c tiv e  ev idence i s  concerned 

w ith  changes in  b eh a v io r which a re  produced by m usic , and 

w hich a re  e i th e r  i n  th e  form  o f o b serv ab le  o v e r t  changes 

or l e s s  r e a d i ly  o b se rv ab le  p h y s io lo g ic a l changes.

(3) P h y s io lo g ic a l o b je c tiv e  evidence i s  concerned w ith  

m easurable p h y s io lo g ic a l  re sp o n se s  (p u ls e ,  r e s p i r a t i o n .

^M eyor, p .  6 .



blood  p re s s u re ,  and so f o r t h ) ,  b u t i s  d i f f i c u l t  to  r e l a t e  

to  th e  c h a ra c te r  o r p a t te r n  o f  th e  m usica l s e le c t io n  

evoking th e  re sp o n se .^

Three ways a re  g iven  by Meyer in  which m usica l 

ex p erien ce  d i f f e r s  from nonm usical o r , more s p e c i f i c a l ly ,  

n o n a e s th e tic  ex p erien ce  :

1 . A ffe c tiv e  ex p e rien ce  in c lu d e s  an aw areness 
and knowledge o f  th e  s tim u lu s  s i t u a t i o n .  T his 
be in g  so , th e  a f f e c t iv e  ex p erien ce  o f music w i l l  
d i f f e r  from the o th e r  ty p es  of a f f e c t iv e  e x p e r i ­
en c e , p a r t i c u la r ly  in s o fa r  as m usica l s t im u l i  a re  
n o n - r e f e r e n t ia l .

2. In  everyday exp erien ce  the  te n s io n s  created  
by th e  in h ib i t io n  o f te n d en c ies  o f te n  go unresolved. 
They a re  m erely d is s ip a te d  in  th e  p re ss  o f i r r e l e ­
van t e v e n ts . In  t h i s  sense  d a i ly  ex p e rien ce  i s  
m eaningless and a c c id e n ta l .  In  a r t ,  in h ib i t io n  o f 
tendency  becomes m eaningfu l because the  r e l a t i o n ­
sh ip  between the  tendency  and i t s  n ec essa ry  r e s o lu ­
t io n  i s  made e x p l i c i t  and ap p a re n t. Tendencies do 
n o t  sim ply cease t o  e x i s t ;  th e y  a re  r e s o lv e d , 
th e y  conclude.

3 . In  l i f e ,  th e  f a c to r s  w hich keep a  tendency 
from  reach in g  com pletion  may be d i f f e r e n t  in  k in d  
from  those which a c t iv a te d  th e  tendency  in  th e  
f i r s t  p la c e . The s tim u lu s  a c t iv a t in g  a tendency  
may, f o r  exam ple, be a p h y s ic a l or psych ic  need of 
th e  organism , w h ile  th e  in h ib i t in g  f a c to r s  may 
sim ply  be a s e r ie s  of e x te r n a l  c ircu m stan ces which 
keep th e  organism  from  s a t i s f y in g  th e  n e e d . *

Concerning meaning in  m usic, Meyer quo tes the  f o l ­

lowing d e f in i t io n  from  P ercy  G ra in g er: ” . . .  any th ing

a c q u ire s  meaning i f  i t  i s  connected  w ith , or in d ic a te s ,  or 

r e f e r s  t o ,  som ething beyond i t s e l f ,  so  th a t  i t s  f u l l  n a tu re

1 2 Meyer, pp. 6 -11 . Meyer, p . 23 .
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p o in ta  to  and i s  re v e a le d  in  th a t  c o n n e c tio n .”^

R egarding communication in  m usic, Meyer b e l ie v e s  

th a t  e f f e c t iv e  communication ta k e s  p lace  when th e  m usica l 

g e s tu re  has th e  same meaning fo r  th e  person  making i t  as 

f o r  th e  p erso n  re c e iv in g  i t .  He f u r th e r  s t a te s  th a t  

" . . .  w ith o u t a s e t  o f  g e s tu re s  common to  th e  s o c ia l  

g roup , and w ith o u t common h a b i t  responses to  th o se  g e s tu re s  

no communication w hatsoever would be p o s s ib le ."

Reimer^ ex p lo re s  th e  b a s ic  prem ise th a t  " . . .  the  

n a tu re  and value o f music ed u ca tio n  a re  determ ined  by th e  

n a tu re  and value o f  th e  a r t  o f  m u s i c . H e  b e l ie v e s  th a t  

everyone should be g iven  th e  o p p o rtu n ity  to  u n d e rs ta n d  th e  

n a tu re  o f  the  a r t  o f  m usic, s in c e  t h i s  i s  one of th e  b a s ic  

ways o f knowing about r e a l i t y .

D iscu ss in g  th e  a s p e c t o f f e e l in g  in  m usic, Reimer 

p o in ts  out th a t  r e f e r e n t i a l i s t s  b e l ie v e  th a t  th e  em otions 

o f a r t  a re  the  same as  th e  em otions o f l i f e .  To te a c h  

music in  a r e f e r e n t i a l  way, one must f i r s t  d ec id e  which 

em otion i s  b e in g  p resen ted  in  a c e r t a in  p ie c e ,  o r p a r t  of 

a  p ie c e , of m usic. He c i t e s  h e lp fu l  c lu es  such  as

^Meyer, p . 35. ^Meyer, p . 1̂ .2.

"^Bennett Reim er, A P h ilosophy of Music E ducation  
(Englewood C l i f f s ,  N. J . : P re n tic e  H a ll ,  1970)•

Reimer, p. 1.
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c ircu m stan ces in  th e  a r t i s t ' s  l i f e ,  th e  t i t l e  o f  th e  work, 

o r o th e r  r e f e r e n c e s  by th e  composer to  em otion co n ta in ed  

in  th e  work. I f  th e re  a re  n o t s u f f i c i e n t  c lu e s ,  Reimer 

in d ic a te s  th a t  th e  te a c h e r  must ta k e  an ed u ca ted  guess a t  

th e  in t e r p r e t a t i o n .  Once a p o s s ib le  em otion has been 

dec ided  on, th e  te a c h e r  can focus th e  s tu d e n t 's  a t t e n t io n  

on i t  in  o rd e r  to  c l a r i f y  i t s  meaning and value  in  l i f e .  

Commenting on t h i s  p ro ced u re , Reim er s t a t e s  th a t :

One e i t h e r  te a c h e s  r e f e r e n t i a l l y  . . .  o r  one 
d ism isse s  any concern w ith  f e e l i n g f u l  r e a c t io n s  
to  a r t ,  c o n c e n tra tin g  o n e 's  te a c h in g  on th e  p u re ly  
fo rm al components o f a r t  works in  a s  i n t e l l e c t u a l ­
ly  r ig o ro u s  a fa sh io n  as one can d e v is e .1

Reimer d e s c r ib e s  th e  d if f e re n c e  between "em otions" 

and " f e e l in g s "  as  th e  same as th e  d if f e r e n c e  betw een words 

and e x p e rie n c e s . He f u r th e r  s t a t e s :

Human ex p erien ce  i s  always accom panied by 
f e e l i n g ,  b u t our a b i l i t y  to  s t i p u l a t e  what i s  
b e in g  f e l t  i s  l im ite d  by th e  extrem e l im i ta t io n s  
o f  ca teg o ry -w o rd s , w hich a re  in c ap ab le  of p in ­
p o in tin g  th e  immense com plex ity  and f l u i d i t y  of 
s u b je c tiv e  re sp o n s iv en e ss

Reimer f e e l s  th a t  th e re  a re  means o th e r  th a n  la n ­

guage to  h e lp  people u n d erstan d  human r e a l i t y ,  and am p li­

f i e s  h is  p o s i t io n  by s ta t in g ;

The s u b je c tiv e  p a r t  o f r e a l i t y —th e  f e e l in g -  
fu ln e s s  o f human l i f e - - c a n n o t  be b ro u g h t in to  
view f o r  p e rc e iv in g  and u n d e rs ta n d in g  th rough  the  
use o f  language. T his i s  n o t because no one has

R eim er , p. 29. R e im e r , p. 36.
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tak en  th e  tim e to  th in k  up enough words to  name 
a l l  p o s s ib le  ways o f f e e l in g ;  i t  i s  because th e  
n a tu re  o f  f e e l in g  i s  in e f f a b le  in  e ssen c e .

Because language cannot be used  to  h e lp  u s 
u n d e rs tan d  th e  n a tu re  o f  f e e l in g ,  i t  would seem 
a t  f i r s t  th o u g h t t h a t  s u b je c tiv e  r e a l i t y  cannot 
be u n d ersto o d  a t  a l l ;  th a t  i t  must rem ain  in  th e  
dim, n e th e r  w orld  o f  th e  in co m p reh en sib le . This 
i s  n o t th e  c a s e , however. Humans can u n d ers tan d  
more abou t th e  n a tu re  o f  f e e l in g ;  th e y  can grow 
in  t h e i r  com prehension o f th e  b re a d th  and d ep th  
o f human s u b j e c t i v i t y .  In s o fa r  as i t  i s  p o ss ib le  
f o r  people to  do s o , and in s o fa r  as peop le  su c ­
ceed in  doing s o , th e  q u a l i ty  o f t h e i r  l i v e s  w ill 
be a f f e c te d  by th e  q u a l i ty  o f t h e i r  s e l f - u n d e r ­
s ta n d in g .  ̂

Reimer b e l ie v e s  th a t  a m ajor fu n c tio n  o f a r t  i s  to  

o b je c t iv iz e  th e  s u b je c t iv e  rea lm  o f human re sp o n s iv e n e s s . 

C onsidering  music ed u c a tio n  a p a r t  o f  a e s th e t i c  e d u c a tio n , 

he s t a t e s  th a t  i t s  fu n c tio n  i s  " .  . . th e  e d u c a tio n  of 

human f e e l in g ,  th ro u g h  th e  developm ent of re sp o n s iv e n e ss  

to  th e  a e s th e t ic  q u a l i t i e s  o f sound.

R egarding  th e  ch o ice  o f  language when d is c u s s in g  

m usic , Reimer s t a t e s ;

An a p p ro p r ia te  language i s  one which i s  
d e s c r ip t iv e  and n ev e r in t e r p r e t i v e .  Words m ust 
be c a r e f u l ly  chosen fo r  t h e i r  power to  c a l l  a t ­
te n t io n  to  th e  ev e n ts  in  music which p re s e n t  th e  
c o n d itio n s  f o r  f e e l in g .  But words sh ou ld  n ev e r  
s t i p u l a t e  what t h a t  f e e l in g  shou ld  b e . Only one 
th in g  can p ro p e r ly  cause f e e l in g f u l  re sp o n se s  to  
m usic: th e  sounds o f th e  m usic th em se lv es.
Words which a tte m p t to  in f lu e n c e  f e e l in g fu ln e s s  
in e v i ta b ly  in te rp o s e  them selves betw een th e  music 
and th e  p e r c e iv e r ,  p re v e n tin g  the  music i t s e l f  
from  working i t s  power. No one has a  r i g h t  to

^ R eim er, p .  3 7 . ^ R e im er, p .  3 9 .



59
p la ce  h im se lf  between music and p e o p le - - le a s t  
o f  a l l  th e  music e d u c a to r .!

Reimer b e l ie v e s  t h a t  th e  ed u ca to r must be c le a r  

about th e  k ind  o f meaning p re s e n t i n  h is  s u b je c t  in  o rd er 

to  be e f f e c t iv e  in  sh a rin g  th e  meaning and va lue  o f h is  

s u b je c t  w ith  s tu d e n ts .  He p o in ts  o u t th a t  i t  i s  d i f f i c u l t  

to  make s ta tem en ts  about th e  a r t s  w ith o u t im ply ing  some 

n o tio n  abou t what a r t  means.

In  view o f th e  w r i t in g s  o f th e  above a u th o rs ,  i t  

m ight be g e n e ra liz e d  th a t  te a c h e rs  have th e  r e s p o n s ib i l i t y  

to  i n s t i l l  in  t h e i r  s tu d e n ts  an a t t i t u d e  t h a t  forms th e  

h a b i t  o f  a tte m p tin g  to  rep roduce  m u sica l works o f  a r t  in  

p iano  perfo rm ance. In  so d o in g , te a c h e rs  sh o u ld  a s s i s t  

s tu d e n ts  in  fo rm u la tin g  t h e i r  own in d iv id u a l  f e e l in g -  

re sp o n se s  to  m usic , r a th e r  th a n  in ^ o s in g  th e  t e a c h e r 's  own 

f e e l in g s  upon them.

The T w en tie th  C entury  
P ia n i s t i c  S ty le s

Two opposing p o in ts  o f  view a re  o f te n  p re se n te d  

concern ing  tw e n t ie th  c e n tu ry  m usic. One s id e  m a in ta in s  

th a t  i t  i s  v e ry  fo re ig n  to  th a t  o f  p reced in g  e r a s .  People 

a t t e s t  t h a t  i t  i s  h a rs h , la ck in g  i n  th e  q u a l i ty  o f  b eau ty , 

and i s  so u n p ia n is t i c  as to  make i t  very  awkward and d i f ­

f i c u l t  to  p la y . Thus, i t  i s  a rg u ed , tw e n t ie th  c e n tu ry

^Reim er, p p . i^O-1^1.
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piano music i s  unrew arding  f o r  both, p erfo rm er and l i s t e n e r .

A second p o in t o f  view i s  th a t  th e  music o f  today  

i s  sim ply a  cu lm in a tio n  o f  a l l  th e  p a s t  c e n tu r ie s ,  and 

th a t  a lthough  th e  sounds may be d i f f e r e n t ,  th e re  a re  no 

new m u sica l e lem ents t h a t  cannot be t r a c e d  to  a  p rev io u s 

e ra . R iegger i s  o f  t h i s  o p in ion  and s t a t e s :

S o -c a lle d  modernism does n o t im ply a  com plete 
b rea k  w ith  th e  p a s t .  I t  i s  r a th e r  a  s ta g e  in  th e  
long development o f  m usic—n o t n e c e s s a r i ly  a  
h ig h e r  s ta g e ,  more e x p re ss iv e  o r more coinplex, 
b u t a  new s ta g e ,  r e f l e c t i n g  e i th e r  a new p erson ­
a l i t y  o r th e  tim es in  which we l i v e .  . . .  An 
a p p re c ia t io n  o f  th e  new in  music i s  n o t incom pat­
ib l e  w ith  a  lo v e  o f  th e  c l a s s i c s .^

R iegger»s th o u g h ts  a re  f u r th e r  d e ta i l e d :

The abandonment o f  keys does n o t n e c e s s a r i ly  
mean the  com plete n e g a tio n  o f "m usic ,"  as some 
e x c e l le n t  b u t c o n se rv a tiv e  m usicians seem to  
th in k ,  b u t r a th e r  i t s  p o te n t ia l  enrichm ent in  th e  
d isc o v ery  o f new t o n a l i t i e s ,  w ith  new p o s s i b i l i ­
t i e s  o f  t e x tu r e ,  b o th  harmonic and po lyphon ic , o f  
melody ( a lb e i t  in  a  new g u ise )  and o f form—a l l  
o f  which I  f e l t  t o  be n o t  only in  th e  l in e  o f  
h i s t o r i c a l  developm ent, b u t above a l l  t r u l y  ex­
p re s s iv e  o f  th e  age i n  w hich we l i v e ,  w hile lo s in g  
n o th in g  o f th e  u n iv e r s a l ly  human.^

Burge3 concurs w ith  t h i s  o p in io n , and s t a t e s :

W a ll in g fo rd  R ieg g er, Hew ^ d  Old (New York,
N. Y. : Boosey and Hawkes, I n c . ,  19h7)> p re fa c e .

^As quoted  by Joseph  M hchlis, In tro d u c tio n  to  
C o n te ^ o ra ry  Ifeasic (New York, N. Y. : W, W. N orton , l 9 6 l ) ,  
p. 6oB,

o
•^David Burge, "An Approach to  th e  Perform ance o f 

T w entie th  C entury M usic," C la v ie r  (M ar./A p r., 1963)» 10 .
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From a  te c h n ic a l  p o in t of view , n o t a g re a t  
d ea l has been added to  p ian ism  s in c e  th e  t in e  
o f L i s z t ,  a t  l e a s t  as f a r  as the  employment o f  
the  keyboard i s  concerned. . . . L is z t  and o th e r  
n in e te e n th  ce n tu ry  composers ex p lo red  th e  te c h ­
n ic a l  c a p a b i l i t i e s  o f  th e  human hand and p iano  
keyboard about as  f a r  a s  i s  p o s s ib le .^

Burge b e lie v e s  th a t  th e  m elodic and harm onic com­

p le x i t i e s  found in  much o f to d a y 's  music a re  co n fu sin g  to  

many, and th i s  has caused g r e a t  m isu n d ers tan d in g , due to  

la c k  o f f a m i l i a r i t y  w ith  th e  language o f  new m usic .

M ain ta in ing  th a t  th e  m elodic elem ent i s  o f  u tm ost 

concern  to  com posers, Burge b e lie v e s  th a t  m elodies must be 

p layed  in  a most e x p re ss iv e  manner. He f u r th e r  b e l ie v e s  

th a t  the harmonic s ty le  i s  alm ost always a r e s u l t  o f  the  

m elodic s t y l e .  Commenting on t h i s ,  Burge s t a t e s  th a t

, harm onic p r a c t ic e s  d e riv e  from  e a r l i e r  p r a c t ic e s  

j u s t  as m elodic s ty l e s  o f  today  may be seen  a s  an outgrow th
p

o f a p rev io u s e r a ."

B u rg e 's  ph ilosophy  toward th e  perform ance o f 

tw e n tie th  c e n tu ry  piano music i s  ex p ressed  th u s ;

The perfo rm er o f today  must work w ith  th e  
u n d ers tan d in g  th a t  . . . th e  in te n t io n s  o f  th e  
composer and the  s p i r i t u a l  dep ths b e in g  probed 
are  th e  same as e v e r . The su ccess w ith  w hich 
a composer communicates h is  m u sica l and a e s ­
th e t i c  message co n tin u es  a s  always to  be 
m easured by the  g en iu s th a t  i s  h i s ,  th e  
q u a l i t i e s  of h is  ex p erien ce  o f  l i f e ,  and of 
co u rse , h is  te c h n ic a l  a b i l i t i e s  and d e s i r e  to  
communicate th rough  them. The success w ith

^Burge, p. 11. ^Burge, p. 17.
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which th e  p erfo rm er r e a l i z e s  and p r o je c ts  th e se  
messages and th e  su ccess  w ith  w hich th e  l i s ­
te n e r  a s s im ila te s  them i s  m easured by th e  w i l l ­
ingness on th e  p a r t  o f  each to  be an a c t iv e  and 
c r e a t iv e  p a r t i c ip a n t  r a th e r  th a n  a  p a s s iv e  by­
s ta n d e r  to  whom i n t e l l e c t u a l  e f f o r t  and sh eer 
s e n s u a l i ty  ( f e e l in g )  a re  in c o n ^ a t ib le .^

p
Crowder ag ree s  t h a t  tw en tie th  c e n tu ry  p iano  music 

i s  an ou tgrow th  o f  th e  music o f  p a s t  e r a s .  He s t a t e s :

A b so lu te ly  no g e n e ra l iz a t io n s  can be made 
concern ing  th e  perform ance o f tw e n tie th  ce n tu ry  
m usic. Debussy needs a  suave, g e n t ly  c o n tro lle d , 
b u t r i g i d ly  a c c u ra te  te c h n iq u e , coupled  w ith  th e  
most s o p h is t ic a te d  p ed a lin g  ev e r r e q u ir e d .
Hindem ith demands a  c l a r i t y  of tre a tm e n t which 
seems to  combine th e  tech n iq u es  o f  b o th  Bach and 
M ozart. B arto k  asks a t  tim es f o r  a f e a r l e s s l y  
p e rc u ss iv e  approach  to  h is  m usic , a t  o th e rs  f o r  
some o f  th e  d e l ic a c y  o f  Debussy. The r e c e n t  
R ussians demand th e  u su a l R u ssian  octave and 
chord te c h n iq u e s , b r i l l i a n c e  in  th e  f in g e r s ,  and 
r i g i d  rhythm ic c o n t ro l .

More r e c e n t  p i a n i s t i c  problem s in  th e  music 
o f th e  p o s t- tw e lv e - to n e  s e r i a l i s t s  in c lu d e  a 
tendency tow ard e x c e ss iv e  and sudden changes in  
dynam ics, tempo, and rhythm , o f te n  p re s e n tin g  
f a n t a s t i c  d i f f i c u l t i e s  to  th e  p i a n i s t  on f i r s t  
en c o u n te r . However, a f t e r  the  unaccustom ed has 
been m aste red , what rem ains o f te n  p re s e n ts  le s s  
p i a n i s t i c  d i f f i c u l t y  than  R avel o r M ozart.

A c tu a lly , in  i t s  m any-faceted  v a r i e ty ,  th e  
music o f th e  tw e n t ie th  ce n tu ry  p re s e n ts  ev ery  
p i a n i s t i c  problem  known between 1700 and 1% 0 , 
w ith  se v e ra l new ones added s in c e  th e n . W l^ther 
t h i s  i s  a h o p e le ss  se t o f o b s ta c le s  o r a  c h a l­
lenge depends on th e  p ia n i s t  to  whom i t  p re se n ts

^ u r g e ,  p . 11.

2
Louis Crowder, "P iano Music o f  th e  T w entie th  

C en tu ry ,"  The T w en tie th  C en tu ry , ed . Denes Agay (New York, 
N. Y. : Yorktown Music ï*ress, 1971).
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i t s e l f .  In c re a s in g  numbers a re  f in d in g  tW  p ro b ­
lem f a s c in a t in g ,  e x c i t in g ,  and rew ard in g . ^

The o th e r  s id e  o f  th e  deba te  i s  ex p ressed  by Anson 

who c o n s id e rs  th e  music o f today  to  be a "new lan g u ag e ."

In  t h i s  r e s p e c t  he w rite s  :

Many p ia n i s t s  shy away fl*om th e  w onderful 
w orld  o f  contem porary m usic because th ey  do n o t 
u n d e rs tan d  i t ,  a re  a f r a i d  o f i t ,  and have no 
means o f g e t t in g  acq u a in ted  w ith  what i t  i s  a l l  
a b o u t. . c . Thorough a c q u a in ta n c e , much p ra c ­
t i c e ,  and ex p e rim en ta tio n  a re  n e c e ss a ry  f o r  d i s ­
co v e rin g  j u s t  what th e  music i s  a b o u t, what i t  
has to  sa y . No one le a r n s  a new language in  a 
day . No p i a n i s t  can ex p e c t to  le a r n  a new 
m u sica l language (and how many th e re  a re  j ) imme­
d ia t e l y .^

C alv in^  f u r th e r  e la b o ra te s  t h i s  s id e  o f  th e  a rg u ­

m ent. She m a in ta in s  t h a t  many changes have come abou t in  

th e  tw e n t ie th  c e n tu ry  due to  th e  d i f f e r e n t  a t t i t u d e  o f  th e  

composer tow ard th e  p e rfo rm e r. She p o in ts  ou t th a t  in  th e  

e ig h te e n th  and n in e te e n th  c e n tu r ie s  music was w r i t te n  w ith  

th e  p erfo rm er i n  mind, th e  id e a  b e in g  th a t  th e  perfo rm er 

was in te n d ed  to  g e t  a h ig h  degree o f s a t i s f a c t i o n  from  th e  

perform ance o f  th e  m usic. Thus th e  composer p ro v id ed  th e  

p erfo rm er a  t o o l  fo r  t h i s  s e l f - s a t i s f a c t i o n .  A ccording to

^Crowder, pp . 12-13.
p

George Anson, New D ire c t io n s  (C in c in n a t i ,  Ohio: 
The W il l is  Music C o ., I 961) .

^Susan C a lv in , "The Modern R ev o lu tio n  in  Piano 
M usic," The American Music T eacher (Apr./M ay, 1969), 4 0 .
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C a lv in , in  th e  tw e n tie th  c e n tu ry , th e  a t t i tu d e  of th e  

composer i s  t h a t  th e  p erfo rm er i s  sim ply th e  middleman, 

th e  to o l  th ro u g h  which the  composer makes m usic , and a 

n e c e ssa ry  e v i l .  She b e l ie v e s  t h a t  th e  com fort o r en jo y ­

ment o f  th e  p erfo rm er i s  n o t an im p o rtan t c o n s id e ra t io n , 

and th a t  th e  o n ly  concern o f th e  composer i s  w hether i t  i s  

te c h n ic a l ly  p o s s ib le  to  perfo rm  th e  m usic.

Concerning th e  a t t i t u d e  o f  th e  composer to  th e  

p ian o  and to  p iano  m usic , C a lv in  th in k s  th a t  th e  p ian o  i s  

now co n s id e red  to  be a h ig h ly  s o p h is t ic a te d  p e rc u s s io n  

in s tru m e n t. When i t  i s  u sed  in  a  m e lo d ic a lly  e x p re s s iv e  

way, th a t  i s ,  when i t  i s  a llow ed  to  " s in g ” o c c a s io n a lly , 

she b e l ie v e s  th a t  t h i s  i s  a mere c a rry o v e r  from  p a s t  p ra c ­

t i c e  and has an o ld -fa sh io n e d  sound. In  th e  new m usic , 

she p o in ts  o u t,  chords a re  w r i t t e n  w ith  th ic k  c o n c e n tra ­

t io n s  in  th e  b a s s ,  and th e  o p p o s ite  ends o f the  keyboard  

a re  e x p lo i te d ,  o f te n  s im u lta n e o u s ly . C a lv in  f u r th e r  ex ­

p la in s  th a t  e f f e c t s ,  p a r t i c u l a r l y  p e rc u s s iv e , a re  u sed  f o r  

th e  sake o f  th e  sound i t s e l f .

Commenting on th e  new b ree d  of p ia n i s t  b e in g  d e v e l­

oped in  th e  tw e n t ie th  c e n tu ry , C a lv in  s t a t e s :

Many y ea rs  must e la p se  b e fo re  we w i l l  know 
w hether th e se  young p i a n i s t s  a re  r e a l l y  h a rb in g e rs  
o f  th e  fu tu re  o f  the p ia n o , or mere f a d d is t s  o f an 
e ra  doomed to  th e  d a rk e s t  pages o f  th e  h i s to r y  o f 
p iano  m u s ic .1

^Calvin, p. 42.
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In  h is  book E xp lo rin g  T w en tie th  C entury M aaic. 

D eri^  in d ic a te s  some of th e  c h a r a c te r i s t i c s  which a re  

found in  to d a y 's  m usic. He p o in ts  o u t th a t  melody w i l l  

f r e q u e n t ly  n o t be sy m n » tr ic a l, and th e  m elodic in te r v a ls  

a re  o f te n  n o t based  on t r i a d s  or th e  s te p s  o f th e  d ia to n ic  

s c a le .  Many tim es a  composer w i l l  fa v o r  e i th e r  v e ry  la rg e  

le a p s  or very  narrow  i n t e r v a l s .^  Melody i s  i r r e g u la r  and 

u n p re d ic ta b le . There i s  an in c re a s in g  emphasis on rhythm  

to  c a r ry  th e  main m usical im petus. D eri s t a t e s  th a t  

"O ften  th e  melody i s  more dependent on i t s  rhy thm ic energy  

th an  on th e  i n t e r e s t  of i t s  c o n to u r ."3

D eri p o in ts  out th a t  rhythm  in  tw e n t ie th  c e n tu ry  

music i s  v ery  f l e x ib l e  and i r r e g u la r ,  le s se n in g  th e  im por­

tan ce  o f th e  b a r l i n e .  He c o n s id e rs  th e  main f e a tu re s  to  

be i r r e g u l a r i t y  and u n p r e d ic ta b i l i ty .  D eri f u r th e r  s t a te s :

A lthough i t  i s  d i f f i c u l t  to  g e n e ra liz e  about 
th e  d iv e rse  n a tu re  o f  tw e n tie th -c e n tu ry  m usic, 
and th e re fo re  abou t i t s  e lem en ts , th e re  a re  c e r ­
t a i n  o v e r - a l l  te n d en c ie s  th a t  c h a ra c te r iz e  the  
new rhy thm ic s ty l e .  As a r e s u l t  o f  i r r e g u la r  
p u ls a t io n ,  and changing m e te rs , and th e  l i k e ,  the  
s in g le  b e a t  has been em ancipated . The modem p e r ­
form er seldom  th in k s  o f th e  s in g le  b e a t as  a  mem­
b e r  of a u n i t  th a t  makes up th e  m easure, occupjdng 
th e r e in  a p r iv i le g e d  (accen ted ) o r r e le g a te d  (un­
accen ted ) p o s i t io n .4

l o t t o  D e r i, E xp lo rin g  T w en tie th  Century Music (New 
York, N. Y. : H o lt , R in e h a rt and W inston, I n c . ,  1968).

^ D e r i ,  p .  2 7 . 3 ü e r i ,  p .  3 1 .

^ D e r i ,  p ,  5 0 .
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D eri d isc u a se s  th e  harmonic te n d en c ie s  o f  s e v e ra l  

tw e n tie th  c e n tu ry  com posers. He p re s e n ts  two usages o f  

a to n a l i ty :  " In  the  f i r s t  sense  i t  m ere ly  r e f e r s  to  music

th a t  la ck s  a to n a l c e n te r .  . . .  In  i t s  second meaning 

a to n a l i ty  i s  used  w ith  r e fe re n c e  to  tw e lv e-to n e  m usic.

D eri d isco u rag es  th e  u se  of th e  second te rm , p o in tin g  o u t 

th a t  tw e lv e -to n e  com positions which a re  to n a l  do e x i s t .

W riting  about o th e r  tw e n tie th  c e n tu ry  harmonic 

sy stem s, D ari d e f in e s  p an d ia to n io ism  as " .  . . a n  e s sen ­

t i a l l y  d ia to n ic  tre a tm e n t o f harm onies th a t  fav o rs  

su p e rim p o sitio n  o f  d ia to n ic  harm onies w ith  d i f f e r e n t  

fu n c t io n s ." ^  D iscu ss in g  b i t o n a l i t y ,  D eri s t a t e s  th a t  

'•Superim position  o f  d i f f e r e n t  d ia to n ic  harm onies may r e ­

s u l t  i n  e s ta b l is h in g  two s im u ltan eo u sly  u n fo ld in g  

t o n a l i t i e s . " ^  P o ly to n a l i ty  i s  d e f in e d  a s  " .  . . the 

sim ultaneous use o f  more than  two t o n a l i t i e s , " ^  D eri 

p o in ts  ou t th a t  t h i s  system  e x i s t s  m o stly  on paper s in c e  

th e  e a r  i s  in cap ab le  o f  r e g i s t e r in g  th re e  o r more 

t o n a l i t i e s  s im u ltan eo u sly .

D eri b e l ie v e s  th a t  a lth o u g h  th e  tw e n tie th  cen tu ry  

seems to  have abandoned t o n a l i t y ,  th e  e a r  has re fu se d  to  

go a long  w ith  th e  p ro c e s s . Thus many composers choose to

^ e r i ,  p . 62. ^ D e ri, p . 70.

^ e r i ,  p . 70. ^ D e ri, p . 70.
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r e t a i n  a f e e l in g  o f t o n a l i ty ,  b u t expand th e  concept o f  

key c e n te r .^

Concerning te x tu r e ,  D eri c i t e s  th e  r e tu r n  to  

polyphonic w r i t in g  in  the  tw e n t ie th  c e n tu ry . He s t a t e s  

th a t  th e  music i s  . . d ec id ed ly  more c o n tra p u n ta l th an  

in  th e  p reced in g  c e n tu ry . The sound a s p e c t  o f  te x tu re  i s
p

seldom based on sensuous b e a u ty .”

In  h e r book Contemporary Music and th e  P i a n i s t , 

Canaday l i s t s  the  fo llo w in g  perform ance req u irem en ts  f o r  

tw e n tie th  ce n tu ry  p iano music :

1 . P re c ise  and r a p id  a r t i c u l a t i o n  o f  dynam ics, 
d u r a t io n s ,  a r t i c u l a t i o n  s ig n s  ( t e n u t i ,  s t a c c a t i ,  
s l u r s ,  su b p h rase s , e t c . )  th roughou t v a r io u s  r e g i s ­
t e r s  o f th e  keyboard.

2 . Quick p h y s ic a l m otions and g e s tu re s  to  
accommodate th e  s h i f t i n g  c h a ra c te r  o f  rhythm , 
r e g i s t e r s ,  dynam ics, and changes in  th e  m usical 
t e x tu r e .  Legato p la y in g  and " s in g in g  tone" 
q u a l i t i e s  o f  th e  19 th  c e n tu ry  music a re  l e s s  im­
p o r ta n t .

3 . Hand and f in g e r  ad ju stm en ts  to  chord 
sh a p es , c lu s te r s  ( th re e  or more n o te s  c lo se  t o ­
g e th e r )  and unusual b la c k  and w hite  com binations 
ly in g  o u ts id e  t r a d i t i o n a l  harmonic p a t t e r n s .

U. U nconventional p h y s ic a l movements o f  an 
" u n p ia n is t ic "  n a tu re  such as  th e  use  o f th e  f l a t  
palm o r fo rearm  on th e  keys to  encompass masses of 
n o te s .

5 . In  a d d i t io n  to  new p h y s ic a l ad ju stm en ts  to  
th e  keyboard , unconven tiona l p a r ts  o f th e  p iano 
a re  employed, e .g .  in s id e  th e  p ian o  o r on th e  wood, 
so th a t  th e  p ia n i s t  may "knock ," " r a p ,"  o r "p luck"

^ D eri, p . 71 ^ D eri, p . 86.

\ l i c e  Canaday, Contemporary Music and th e  P ia n is t  
(P o rt W ashington, N. Y .: A lfre d  P u b lis h e rs ,  197^).
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(p iano  s t r in g s )  in  o rd e r to  p la y  th e  s o n o r i t ie s  
demanded by th e  com poser.

6 . A more e x a c t n o ta t io n  a s  w e ll  as  e x ­
panded n o tâ t io n a l p r a c t ic e s  demand a c o r r e ­
sponding e x a c tn e ss  in  r e a d in g . There i s  a ls o  
th e  lo s s  o f  " e x p re s s iv e ” p la y in g , which fo rm er­
l y ,  and e s p e c ia l ly  in  19 th  c e n tu ry  m usic, 
a llow ed th e  p i a n i s t  some m easure o f  s u b je c t iv e  
i n t e r p r e t a t i  on.

7 . The r e s t r i c t i o n s  o f contem porary n o ta -  
t i o n a l  p r a c t ic e s  a re  f r e q u e n t ly  m od ified  by 
s e v e ra l  p o s s i b i l i t i e s :

a .  A lea to ry  o r "chance" music which i n ­
v i t e s  th e  p erfo rm er to  e x e rc is e  freedom  of 
th e  moment i n  h is  s e le c t io n  o f so u n d s, 
rhy thm s, dynam ics, in s tru m e n ta l  c o lo r ,  e t c .
The freedom  o f  perform ance may be t o t a l  o r 
s e l e c t iv e .  . . .

b . " S to c h a s tic "  or music o f  " c o n tro l le d  
chance" in  which th e  p erfo rm er may s e l e c t  
c e r t a in  n o te s  o r  s o n o r i t i e s ,  o r combine 
p h ra s e s , s e c t io n s  o r  whole pages of m usic in  
ways of h is  own ch o o sin g . . . .

c .  Im p ro v isa tio n  may be o f fe re d  by th e  
com poser,^

Canaday a ls o  l i s t s  s e v e ra l  a t t r i b u t e s  o f  tw e n tie th  

c e n tu ry  p iano  music under th e  to p ic s  th e  concep t o f m usi­

c a l  sound, th e  concept o f  m elody, th e  concep t o f  harmony, 

and th e  concep t o f  rhy thm .

C oncerning th e  concep t o f  m u sica l sound, she 

p o in ts  o u t th a t

1 . "N oise" has become p a r t  of th e  com poser's 
r e s o u rc e s .

2. A ll  ran g es  and r e g i s t e r s  o f  th e  p ian o  
keyboard a re  u se d .

3 . New s o n o r i t i e s  a r e  d e r iv e d  from  th e  piano 
by ta p p in g  o r  knocking th e  wood o r  m eta l p a r t s .

^C anaday , p p . 2 l|.-27 .
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or by sweeping or plucking the strings,
4 , The natural percussiveness of the piano 

is exploited,
5, The interest in textures, sound masses, 

single tones, timbres and their contrast, trans­
formation, and position in a time scheme provide 
a source of new sounds,^

Under the heading of concept of melody, Canaday 
states that "Contemporary melody is derived from many 
sources other that the major-minor s y s t e m , S h e  
considers the following characteristics:

1 , The melody may come from the pentatonic, 
whole tone, or modal scale. It may be of ethnic 
origin such as Arabic, Slavic, Balinese, African, 
etc. It may be from a scale contrived by the 
composer from several select tones, or from 12  
tones formally arranged according to the rules
of 12-tone writing,

2, The melody tends to avoid the triadic or 
scalar character of traditional melody, moving 
instead by diminished or augmented intervals or 
narrow and wide intervals like minor 2nds, major 
7ths, minor 9ths, etc,

3, The "shape" of the melodic line tends to 
be "zigzag" or jagged rather than the graduated 
ascending, descending, or curved shape of tradi­
tional vocal style. Therefore, it is often not 
"singable."

[}., Since the melody does not grow out of 
harmonic progression, it does not carry the tradi­
tional harmonic tensions and resolutions. Indi­
vidual tones do not have their former functions of 
upper neighbor, passing tone, appogiatura, chord 
tone, etc.

The melody is usually not symmetrical in 
design; that is, it may not be related to the 
classical antecedent-consequent phrase, or related 
as a subphrase or sequential phrase,

6, The melody may actually derive its identi­
ty and impulse from a rhythmic motive.

ICanaday, p . 9. 2canaday, p, 9.



70

7. The melody may be u n p re d ic a ta b le , i r r e g u ­
l a r ,  a th e m a tic , and asym m etrical

Canaday o u t l in e s  the concep t o f harmony th u s ;

I .  The t r a d i t i o n  o f a s tro n g  to n a l  c e n te r  
which governs th e  harmonic c o n te x t has g ra d u a l ly  
e ro d ed , and has been  re p la c e d  by th e  fo llo w in g  
c h a r a c te r i s t i c s  :

1 . An in c re a se d  chrom aticism  w ith in  a 
to n a l i t y .

2 . An avoidance o f s tro n g  d o m in an t-to n ic  
cad en ces .

3 . G re a te r  use o f  a l te r e d  c h o rd s , t r i ­
tone in te r v a l s  (augmented f o u r th ,  d im in ished  
f i f t h )  which weaken th e  to n a l  c h a ra c te r  by 
b reak in g  th ro u g h  d ia to n ic  and t r i a d i c  p a t ­
te r n s .

l\, P an d ia to n ic  harmony, o r  th e  sounding 
to g e th e r  o f  t r i a d s  or to n a l  p a t te r n s  w ith in  
th e  same to n a l i t y ,  f r e e  o f  harmonic r u l e s .

5 . B i to n a l i ty ,  or th e  sounding to g e th e r  
o f  two chords o r to n a l  p a t te rn s  from  d i f f e r ­
e n t t o n a l i t i e s .

6 . '‘’D isp laced  harm ony,” i . e . ,  t r i a d s  
which move in  p ro g re ss io n  b u t n o t w ith in  a 
s p e c i f ic  t o n a l i t y .

7 . Chord c lu s te r s  ( th re e  o r  more con­
tig u o u s  n o te s )  o r  added n o te s  which te n d  to  
d is g u is e  th e  t o n a l i t y .

8 . "Q u arta l"  and " q u in ta l"  harmony, i . e .  
chords and to n a l  p a t te rn s  b u i l t  on fo u r th s  
and f i f t h s .

9 . D isp laced  o c ta v e s , o r p a r ts  o f  ch o rd s , 
s e p a ra te d  by wide keyboard ra n g e s , th e reb y  
obscu rin g  t o n a l i t y .

I I .  A to n a l i ty ,  or th e  absence o f  any to n a l  
c e n te r ,  i s  a  s tro n g  c h a r a c te r i s t i c  o f  contem porary 
m usic, and i s  d is t in g u is h e d  by:

1 . The u se  o f  a l l  tw elve to n e s  o f th e  
sc a le  w ith in  th e  f i r s t  few m easures o f  th e  
p ie c e ,  and

2 . Tones which a re  combined in  in te r v a l  
r e la t io n s h ip s  o f  th e  most d is so n a n t q u a l i ty ,  
such as th e  m ajor 7 th ,  minor 2nd, 9 th ,

^C anaday , p p . 9 -1 1 .
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t r i t o n e •
3 . Chord p ro g re ss io n s  which do n o t 

"p ro g re ss"  from  te n s io n s  to  r e s o lu t io n s ,  
a lth o u g h  r e s t in g  p o in ts  may be h eard  and 
f e l t .

it. Com binations o f  to n es which are  put 
to g e th e r  fo r  t h e i r  sound v a lu e , f o r  e f f e c t ,  
mood, or by some s p e c ia l  J u s t i f i c a t i o n  
an d /o r fu n c tio n  in  th e  com poser's p e rso n a l 
scheme. I t  may be a  s e r ie s  of tones p u t t o ­
g e th e r  in  random or p rea rran g ed  fa s h io n .

5 . " C la s s ic a l"  12 -tone com position  
c re a te d  by Schoenberg, in  which th e  row or 
s e r ie s  o f  p redeterm ined  to n es  o f th e  
chrom atic sc a le  a re  o rd ered  in to  fo rm al 
arrangem ents: o r ig in a l  row (determ ined  by
th e  com poser), in v e rs io n , r e t r o g ra d e ,  and 
re tro g ra d e  In v e rs io n . This scheme p ro v id es  a 
v e r t i c a l  p la n  (harmony) as w e ll as a h o r iz o n ­
t a l  one (m elody), p lu s  t r a n s p o s i t io n  to  11 
o th e r  p i tc h e s .

6 . % il t i - la y e r e d  and c o n tra p u n ta l e f ­
f e c t s  (d is so n a n t c o u n te rp o in t where l in e s  
move in  independent and u n re la te d  f a s h io n ) .
T his tendency  i s  ap p a re n t in  much a to n a l 
com position , where n o te s  a re  "eq u a l"  to  each 
o th e r  and do n o t depend on a  "h ie ra rc h y "  o f 
to n a l  r e l a t io n s h ip s ,  a s  th ey  must in  the  
m ajor-m inor system ,

7 . O ther s e r i a l i z e d  or p redeterm ined  
arrangem ents of o th e r  elem ents o f  m usic, such 
as r e s t s ,  rhythm  v a lu e s , r e g i s t e r s ,  dynamics, 
a r t i c u l a t i o n s ,  e t c . l

Concerning th e  concep t o f rhythm , Canaday p o in ts

out th a t  "The com poser's i n t e r e s t  in  b reak in g  ou t of the

l im i t s  o f  t r a d i t i o n a l  rhythm ic p r a c t ic e s  h as  r e s u l te d  in

th e  fo llo w in g  c h a r a c te r i s t i c s :

1 . G re a te r  use o f i r r e g u la r  m e te rs , 2 /it ,
7 /8 ,  e t c . ,  as w e ll  as f re q u e n t changes o f  m eter 
w ith in  a com position .

^C anaday , p p . 12 - 1 8 .
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2 . Two or more rhythm s used s im u lta n eo u s ly , 
c r e a t in g  polyrhythm s.

3 . D isplacem ent o f rhythm  by means o f a c ­
c e n ts  or by p la c in g  re p e a te d  melodic o r r h y th ­
mic p a t te rn s  on a d i f f e r e n t  b e a t .

1+. Groupings o f  rhythm  p a t te rn s  w ith  d i f f e r ­
e n t m eters an d /o r b a r  l i n e s .

5 . Jazz  and " b lu e s ” rhythms w ith  t h e i r  
c h a r a c te r i s t i c  d isp lacem en t o f th e  b e a t by a c ­
c e n ts ,  sy n c o p a tio n s , and "bending" of b e a ts .

6 . O stin a to  f ig u re s  d e riv e d  from A sian ,
A fr ic a n , S la v ic ,  In d ia n  or o th e r  e th n ic  i n f l u ­
ences .

7 . The s in g le  b e a t assumes a new im portance, 
i t s  "p lace "  in  th e  m e tric  scheme n o t b e in g  p r e ­
d ic ta b le ,  i . e . ,  " s t ro n g ,"  "weak."

8. Unmeasured, " f r e e  m eter" s e c t io n s .
9 . M easured, b u t m e te r-f re e  m usic, i n  which 

d u ra tio n s  of n o te s  a re  r e l a t i v e  to  th e  n o te  v a lu es  
employed,

10. F requen t changes o f tempo an d /o r m eter, 
in d ic a te d  by metronome m arks, tempo in d ic a t io n s ,  
r i t a r d s ,  a c c e le ra n d o s , e t c . l

2
S te in ,  d is c u s s in g  some o f th e  p i a n i s t i c  a s p e c ts  

of tw e n t ie th  c e n tu ry  m usic , ag rees  w ith  th o se  who b e lie v e  

th a t  th e  music o f  to d ay  demands new tech n iq u es  o f th e  

p i a n i s t .  He s t a t e s  t h a t :

The in s tru m en t i t s e l f  has been e x p lo ite d  in  
many n o v e l ways, s in c e  the  demand fo r  in c re a s in g  
th e  range o f s o n o r i t ie s  . . . has been g r e a t .
Hot only has th e  p i a n i s t  been fo rced  to  en la rg e  
h is  te c h n ic a l  equipm ent to  accommodate th e se  new 
d e v ic e s , b u t he has had to  develop  an  u n d e r­
s ta n d in g  o f what seems to  be unusual fo rm a l and

^Canaday, pp . 20-23.

2
L. D. S te in ,  "The Perform ance of Twelve-Tone and 

S e r ia l  Music fo r  the  P iano" (unpublished  D o c to r’s d i s s e r ­
t a t i o n ,  The U n iv e rs ity  o f  Southern  C a l i f o r n ia ,  1965)»
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s t y l i s t i c  concepts a s  th e  b a s is  f o r  p ro p e r 
i n t e r p r e t a t i o n . !

In  a  summary o f  th e  tw e n t ie th  c e n tu ry  p i a n i s t i c  

c h a r a c t e r i s t i c s ,  S te in  c i t e s :

. . . th e  use  o f  th e  extrem e r e g i s t e r s  o f  
th e  p ia n o , and o f sudden changes o f  r e g i s t e r ,  
in v o lv in g  r a p id  movement over th e  e n t i r e  ran g e  
o f  th e  keyboard; th e  c a r e f u l  c a lc u la t io n  o f  
wide d eg rees  o f touches and dynamics demanding 
p re c is e  c o n tro l  over th e  c o n s ta n t ly  f lu c tu a t in g  
sound; f i n a l l y ,  the  i n t r i c a t e  r e la t io n s h ip s  
e s ta b l is h e d  between v a r io u s  le v e ls  o f  tim e— 
from  th e  s m a lle s t  d u ra t io n a l  u n i t s  to  complex 
g ro u p in g s , o f te n  o f an " i r r a t i o n a l "  s o r t —which 
r e q u ir e  an aw areness o f  new co n cep ts  o f  rhythm  
a t  c o n s id e ra b le  d ivergence  from  p r a c t ic e s  o f 
th e  p a s t . 2

S te in  a l s o  c i t e s  th e  use  o f c e r t a i n  s p e c ia l iz e d  

p i a n i s t i c  in n o v a tio n s  such as  to n e - c lu s t e r s ,  s p e c ia l  use 

o f th e  p e d a ls ,  harm onics, a w ider v a r i e ty  o f  a t ta c k s ,  and 

th e  u se  o f  th e  p rep a red  p ia n o .^

I t  i s  f u r th e r  in d ic a te d  by S te in  th a t  tw e n tie th  

ce n tu ry  p iano  music r e q u i r e s  t h a t  th e  p erfo rm er p la y  w ith  

th e  utm ost p re c is io n  in  a l l  a s p e c t s ,  and  y e t  w ith  th e  u t ­

most f l e x i b i l i t y .  He m ust be aware o f  th e  d if f e r e n c e s  in  

th e  v a r io u s  s ty l e s  o f  co m p o sitio n . S te in  s t a t e s  th a t :

. . . th e  p i a n i s t  w i l l  have to  d i f f e r e n t i a t e  
c l e a r ly  betw een a  s ty l e  b ased  on more t r a d i t i o n ­
a l  s ta te m e n t and developm ent o f  th em atic

^ t e i n ,  p . 2 . ^ S te in ,  pp. 17O-71 .

^ S te in ,  pp. 171- 72 .
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m a te r ia l  . . . , on one d e a lin g  w ith  a p o i n t i l -  
l l s t i c  te x tu re  . , . , and on an a th em a tic  
s ty le  o f w r i t in g  which demands new ways o f  
m a in ta in in g  coherence among d iv e r s i f i e d ,  f l u c ­
tu a t in g  and " d i r e c t io n le s s "  m a te r ia l s .^

S te in  f u r th e r  p o in ts  o u t th a t  th e  perform er m ust, 

above a l l ,  be aware o f  m u sica l s t r u c t u r e .  He s t a t e s  

th a t  :

. . . th e  perfo rm er must b eg in  from  s c ra tc h  
and g ra d u a l ly  b u i ld  up th e  v a rio u s  le v e ls  o f 
fo rm al r e la t io n s h ip s  which a re  c h a r a c t e r i s t i c  of 
each  co m p o sitio n . In  t h i s  p r o je c t  he w i l l  be 
a id ed  c o n s id e ra b ly  by th e  many new methods o f 
a n a ly s is .  . . .  He w i l l  have to  a s s im ila te  new 
concep ts o f form and r e l a t e  them to  h is  p r e ­
v ious e x p e rie n c e s , so t h a t  he can a r t i c u l a t e  the  
la rg e r  d e s ig n  o f a p ie c e  w ith  c o n v ic t io n .2

To c i t e  a l l  o f  th e  many c h a r a c t e r i s t i c s  th a t

p e r ta in  to  tw e n t ie th  c e n tu ry  music would be im p o ss ib le .

The new est in n o v a tio n s  seem to  be mixed in  w ith  elem ents

th a t  have su rv iv ed  s e v e ra l c e n tu r ie s .  The contem porary

m usician  has no way o f knowing which o f th o se  elem ents

v a l id ly  d e sc r ib e d  a s  new w i l l  su rv iv e  t o  th e  n e x t c e n tu ry .

For th e  m u sic ia n , th e  music i s  h e re , to  e x c i te  and to

c h a lle n g e . As one le a m s  abou t th e  p r e s e n t ,  one can  only

ponder abou t th e  f u tu r e .  The w r i te r  a g re e s  w ith  A d le r, 

who s t a t e s :

^8 t e  i n ,  p . 173 . % t e i n ,  p .  173 .
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The co-existence of many diverse styles and 
techniques is one of the significant character­
istics of twentieth-century musical composi­
tion. Of these styles, no one has emerged as 
definitive. . . .  1

^Samuel Adler, Gradua (New York, N. Y. ; Oxford 
University Press, 197 1 ), preface.
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k»

2.

6 .

G re a te r  th a n  a  tw e l f th  was co n sid ered  wide

B. C o n tin u ity  o f m elodic l i n e —term s such as 
gapped, r e p e t i t i v e ,  co n tin u o u s , sp o rad ic

C, V e r t ic a l  d i r e c t io n —term s such a s  r i s i n g ,  
f a l l i n g ,  l e v e l ,  a n g u la r , u n d u la tin g

3 . Rhythm

A. S t a b i l i t y  o f p a t t e r n —changes from duple 
to  t r i p l e  o r o th e r  mixed p a t te r n s

B. S t a b i l i t y  of p u ls e —mixed m eters 

Harmony

A. Mode—to n a l i t y ,  obscured  t o n a l i t y ,  
a to n a l!^

j t a c c a to ,  p o r t â to,

R e la tii  
t i o n ,  c o n t r a s t

uch a s  s ta b le .  

Seme, developm ent, v a r ia -

D en sity

1 . H o riz o n ta l d e n s ity

A. H o riz o n ta l th ic k n e s s  o f :

1 . M elodic p i tc h e s

2 . Rhythmic im pulses

Three o r  more o ccu rrences p e r  pu lse  
was co n s id e red  th ic k



CHAPTER III 

PROCEDURE

The study was concerned with the development of 
the performance analysis system and its application to 
selected twentieth century piano literature at the ele­
mentary and intermediate levels. The current chapter 
details the developmental procedures which evolved into a 
pedagogical resource designed to assist teachers in 
leading their students toward stylistic performance.

In developing the performance analysis system, the 
writer began by playing many examples of twentieth century 
literature, noting those aspects of the music which seemed 
to merit interpretive consideration. Four areas were 
taken account of in which it was felt skills should be 
developed: (l) interpretive analysis, (2) objective
analysis, (3) technical analysis, and (I4.) synthesis.
These four areas comprise the complete perfoimiance analy­
sis system, which was evaluated and revised several times 
before a final format was decided upon. In this study, 
the written application of the performance analysis system 
includes charts for the interpretive analysis and brief 
discussions for the objective and technical analyses and 
the synthesis,

76
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I n te r p r e t iv e  A n a ly s is

The in te r p r e t iv e  a n a ly s is  d e l in e a te d  ways in  w hich 

s tu d e n ts  can approach  th e  i n t e r p r e t a t i o n  o f  a  p ie c e , 

d e a lin g  only  w ith  th e  m usic , e x c lu s iv e  o f  any e x t r a ­

m usica l c o n s id e r a t io n ,  u n le s s  th e  com poser in te n t io n a l ly  

in c lu d ed  program m atic m u sica l e lem e n ts . The th re e  a re a s  

co n s id e red  in  th e  i n t e r p r e t iv e  a n a ly s is  a r e :  (1) overview

q u a l i ty ,  (2) i n t e n s i t y ,  and (3) d e n s i ty .

Overview q u a l i t y . In  c o n s id e r in g  th e  q u a l i ty  o f  a 

c e r t a in  a re a  in  a  p ie c e  o f  m usic, th e  w r i t e r  was i n f l u ­

enced by B e a rd s le y , who o f f e r s  a  scheme f o r  id e n t i f y in g  

th e  v a r io u s  f lu c tu a t io n s  in  k in e t i c  p a t t e r n .^  In  t h i s  

s tu d y  th e  w r i t e r  chose to  d ea l w ith  s e v e ra l  k in d s o f  

q u a l i t i e s  which were th o u g h t to  be h e lp fu l  in  d e c id in g  on 

a manner o f  perfo rm ance . One m ight c o n s id e r  w ith  a  s tu ­

d en t th e  q u e s tio n , "What seems to  be happening a t  t h i s  

p o in t  in  th e  m usic?" To answer t h i s  q u e s tio n  th e  w r i t e r  

co n s id e red  th e  fo llo w in g  q u a l i t i e s ,  which would g iv e  an 

o v e ra l l  e v a lu a t io n  o f a  p a r t i c u l a r  a re a :

1 . A n tic ip a t io n  q u a l i ty :  B ea rd sley  r e f e r s  to

t h i s  as " in t ro d u c t io n  q u a l i ty ,"  and d e f in e d  i t  as

Monroe C. B e a rd s le y , A e s th e t ic s :  Problems in  the  
P h ilosophy o f C r i t ic is m  (New York, N. Y. : H a rco u rt, Brace 
and World, ü i c . ,  l4$W ), P . l8 6 .
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” . . .  s tro n g ly  in tro d u c to ry  o r  p ro m isso ry . I t  has th e  

a i r  o f  an announcem ent, a s  though som ething im portan t i s  

to  come: and , up to  a p o in t ,  th e  lo n g e r  i t  c o n tin u e s , the

more i t  le ad s  us to  ex p e c t and to  r e q u i r e . I t  i s  th e  

w r i t e r ’s view t h a t  a lth o u g h  a n t ic ip a t io n  q u a l i ty  w i l l  most 

o f te n  be used  f o r  in t r o d u c t io n s ,  i t  may a l s o  occur a t  any 

tim e w ith in  a  p ie c e , and may use some o f  th e  c h a ra c te r ­

i s t i c s  o f  th e  a re a  which i t  i s  a n t i c ip a t in g .

2 . C losing  q u a l i ty :  B ea rd sley  r e f e r s  to  t h i s  as

"co n c lu s io n  q u a l i ty ,"  and d e f in e s  th e se  a r e a s  as  hav ing  

" . . .  a sense o f  approach ing  f i n a l i t y ;  th e y  seem to  be 

w inding th in g s  up, a s  though th in g s  w i l l  soon be o v e r ."

In  t h i s  s tu d y , c lo s in g  q u a l i ty  can occur a t  any tim e 

w ith in  a p ie c e ;  how ever, i t  may be u n ex p ec ted ly  i n t e r ­

ru p ted  by an a re a  o f  a  d i f f e r e n t  q u a l i ty .  I t  w i l l ,  how­

e v e r , most o f te n  occur a t  th e  end o f  a  p ie c e .

3 . E x h ib it io n  q u a l i ty :  T his i s  th e  same te rm  

used  by B e a rd s le y , and r e f e r s  to  an a re a  which e x i s t s  f o r  

th e  im portance of i t s e l f .  The term  e x h ib i t io n  q u a l i ty  

n o rm ally  i s  re se rv e d  f o r  th e  main m u sica l id e a s  of a 

p ie c e . Such an a re a  g e n e ra l ly  r e f l e c t s  s t a b i l i t y  of 

rhythm  and p h ra s in g , and u s u a lly  ends w ith  a c lo sed  sound

^B eard sley , p . 186. 

2
B e a r d s le y ,  p .  l8 6 .



79

o r a  cadence.

E xpansion q u a l i ty :  T his q u a l i ty ,  n o t inc lu d ed

by B e a rd s le y , r e f e r s  to  an a re a  s im i la r  in  m u sica l co n ten t 

to  a  p re v io u s ly  s ta te d  e x h ib i t io n  a r e a ;  however, i t  i s  

v a r ie d , d ev e lo p ed , o r  expanded in  some way.

5 . T ra n s i t io n  q u a l i ty :  A gain , t h i s  i s  th e  same

term  used  by B e a rd s le y , and r e f e r s  to  th o se  a re a s  which 

seem to  be th e  connec tion  between two more im p o rtan t a rea s . 

Such a re a s  a re  o f te n  c h a ra c te r iz e d  by sudden changes, 

p a r t i c u l a r ly  an a c c e le r a t io n  o f rhythm or dynam ics. Un­

l ik e  any of th e  p reced ing  fo u r  q u a l i t i e s ,  t h i s  a re a  would 

be b o th  p receded  and fo llow ed  by an a re a  o f a d i f f e r e n t  

q u a l i ty .  I t  i s  th e  l e a s t  Independent q u a l i ty ,  and u s u a lly  

ends w ith  an open sound, im plying th a t  som ething i s  to  

f o l lo w .

6 . C lim ac tic  q u a l i ty :  A lthough t h i s  q u a l i ty  was

n o t r e f e r r e d  to  by B eard s ley , th e  w r i te r  b e l ie v e s  th a t  i t  

i s  im p o rtan t to  d e fin e  th i s  a r e a  in  shap ing  s e c t io n s  o r  an 

e n t i r e  p ie c e .

The w r i t e r  reco g n izes  th a t  any a re a  o f  a  m usical 

com position  may c o n ta in  elem ents o f s e v e ra l  d i f f e r e n t  

q u a l i t i e s .  In  such in s ta n c e s  th e  q u a l i ty  a s s ig n e d  r e ­

f l e c t s  th e  p r e v a i l in g  predominance o f  e lem en ts . I t  i s  the  

w r i t e r 's  c o n te n tio n  th a t  an aw areness and u n d e rs ta n d in g  o f 

th e  q u a l i t i e s  l i s t e d  cou ld  have s ig n i f i c a n t  im pact upon
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th e  p e rc e p tio n  o f a p ie ce  r e s u l t i n g  in  a more e x p re ss iv e  

and s t y l i s t i c  perform ance.

Once th e  overview  q u a l i ty  o f  an a re a  has been 

dec ided  upon, a t te n t io n  can  be fo cu sed  on more d e ta i l e d  

c o n s id e ra tio n  o f two a d d i t io n a l  components o f  each  q u a l i ty  

which would be a d e te rm in in g  f a c t o r  in  perform ance s t y l e :  

i n t e n s i t y  and d e n s ity . To f a c i l i t a t e  th e  a n a ly s is  o f 

th e se  a s p e c ts ,  th e  w r i te r  com piled th e  fo llo w in g  p r e l im i­

n a ry  c h e c k l i s t ,  reco g n iz in g  th a t  n o t ev e ry  item  l i s t e d  

would ap p ly  to  every  p ie c e . Those item s which d id  n o t 

f ig u re  s ig n i f i c a n t ly  in  any g iven  a re a  would n o t be com­

mented upon.

I n te n s i ty

1 . A ural im pression  o f sound

A. Type o f  f a b r i c —term s such as  monophonic, 
b ip h o n ic , p o ly p h o n ic , homophonie, ch o rd a l

B. P ia n is t ic  e f f e c t —term s such a s  im i ta t iv e ,  
c o l o r i s t i c ,  m elod ic , f i g u r a i ,  p o i n t i l -  
1 1 s t ic ,  melody p lu s  accompaniment

C. E f fe c t  o f  mood—term s such a s  d ram a tic . 
Joyous, e x c i t in g ,  s e re n e , m y ste rio u s, 
moving, t r a n q u i l ,  an im ated , e n e rg e t ic ,  
c h e e r fu l ,  w h im sica l, m elancholy , somber

D. Tim bric e f f e c t —term s such  as d a rk , b r ig h t ,  
mellow, s p a rk l in g , s in g in g , subdued

2 . Melody

A. Range

Through one octave was co n s id e red  narrow  

Through a tw e l f th  was co n s id ered  medium
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Greater than a twelfth was considered wide
B, Continuity of melodic line— terms such as 

gapped, repetitive, continuous, sporadic
G, Vertical direction— terms such as rising, 

falling, level, angular, undulating
3, Rhythm

A, Stability of pattern— changes from duple
to triple or other mixed patterns

B. Stability of pulse--mixed meters
If., Harmony

A, Mode--tonality, obscured tonality, 
atonality, modality

B, Use of unusual harmonies
C, Use of chromaticism

!p. Touch--terms such as legato, staccato, portato 

6, Thematic material
A, Kinetic pattern— terms such as stable, 

growing, dying away
B, Relationship of theme, development, varia­

tion, contrast

Density
1 . Horizontal density

A, Horizontal thickness of:
1, Melodic pitches
2, Rhythmic impulses

Three or more occurrences per pulse 
was considered thick
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One o r two o ccu rren ces p e r  pu lse  was 
co n s id e red  average

Leas th a n  one occurrence p e r  p u lse  was 
co n s id e red  th in

B. Rate o f change i n :

1 . T o n a li ty

2 . Rhythmic q u a l i ty

3. T e x tu ra l q u a l i ty  

1+. Dynamic q u a l i ty  

5 . Touch

2 . V e r t ic a l  d e n s i ty

A, D e n s ity  o f l i n e a r  te x tu r e —m o n o lin ear, 
b i l i n e a r ,  t r i l i n e a r ,  m u l t i l in e a r

B, D en s ity  o f sound q u a l i t i e s

(1) Independent dynamic l e v e l s —monody­
nam ic, b idynam ic, tridynam ic

(2) Independent tim b ric  q u a l i t i e s —mono- 
t im b r ic , b i t im b r ic ,  t r i t i m b r i c

(3) Independent to u c h es—m onoactive 
to u c h , b ia c t iv e  to u c h , t r i a c t i v e  
to u ch

C, R e la tio n  o f l in e s  in  s t y l e —h ete ro g en eo u s , 
homogeneous

The w r i te r  adm its to  o th e r  c o n s id e ra tio n s  and ap ­

proaches to  th e  co n cep ts  and te rm in o lo g y  em ployed. For 

pu rposes o f  the  p re s e n t s tu d y , however, th e  o b je c t i f y in g  

o f c r i t e r i o n  and c o n s is te n c y  o f a p p l ic a t io n  c o n tr ib u te s  

to  th e  assum ption  o f a  c o n s tru c t  v a l i d i t y  in  th e  a n a ly s is  

o f  th e  s e le c te d  m usic l i t e r a t u r e .
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O b jec tiv e  A n aly s is

O b jec tiv e  a n a ly s is  concerned th o se  a sp e c ts  o f 

m usica l com position  which can be observed  on th e  s c o re , 

and which may become an im portan t p a r t  o f the  m usical 

perform ance th rough  t h e i r  p ro je c t io n  to  th e  l i s t e n e r .

I t  i s  th e  w r i t e r 's  b e l i e f  th a t  a conv incing  perform ance 

of a p ie ce  w i l l  c l e a r ly  re v e a l i t s  s t r u c tu r e  a s  w e ll  as 

c e r t a in  t h e o r e t i c a l  components and co m p o sitio n a l d e v ic e s .

S t r u c tu r e . In  o rd e r  to  p r o je c t  m usica l s t r u c tu r e  

in  perfo rm ance, even on an e lem en tary  l e v e l ,  s tu d e n ts  

shou ld  be aware of th e  s e c t io n s  o f  a p ie c e ,  a lth o u g h  th e  

s t r u c tu r e  may n o t n e c e s s a r i ly  conform to  one o f th e
I

commonly ac cep ted  m usical form s. In  t h i s  r e s p e c t ,  th e  

w r i te r  was once ag a in  in f lu e n c ed  by B e a rd s le y , who w rite s  

th a t  m usical s t r u c tu r e  i s  determ ined by s to p p in g  p la c e s , 

” . . . where th e  music could  s to p  w ith o u t sounding l ik e  

i t  had been in te r r u p te d ,”^ These d iv is io n s  may be d e te r ­

mined by cadences o r by changes in  th em atic  m a te r ia l ,  

p a t t e r n ,  t e x tu r e ,  s t y l e ,  or mood. In  many c a s e s ,  th e  

d iv is io n s  may be connected  by what m ight be r e f e r r e d  to  

a s  a b r id g e , A h a b i t  o f  th in k in g  in  term s o f s t a r t i n g

^Monroe C. B e a rd s le y , A e s th e t ic s ;  Problems in  th e  
P h ilosophy  o f C r i t ic is m  (New Y ork, N. Y. : H a rco u rt, B race 
and W orld, I n c . ,  1958), p . 179.
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p la c e s ,  s to p p in g  p la c e s ,  and b r id g e s  could  be very  mean­

in g fu l  to  a  young p la y e r ,  u n t i l  such tim e as the  s tu d e n t 

i s  capable o f  th in k in g  in  more s o p h is t ic a te d  te rm s. W ith­

in  each  s t r u c t u r a l  a r e a ,  th e  s tu d e n t could  id e n t i f y  th e  

m u sica l m otives o r  f ig u re s  th a t  make i t  somehow d i f f e r e n t  

from  th e  su rro u n d in g  a r e a s .

Having d e fin ed  th e  la rg e  s t r u c t u r a l  a r e a s ,  the  

s tu d e n t shou ld  be gu ided  in  ways to  dem onstra te  th a t  each 

p h ra se , as w e ll as each  s e c t io n ,  and indeed  each  p ie c e , 

w i l l  have a p o in t o f clim ax; th a t  p o in t tow ard which th e  

music i s  grow ing, th e n  re a c h e s , th e n  moves away from .

The s tu d e n t  should  le a r n  to  shape each  p h ra s e , th en  b u ild  

th e  p h rase s  in to  s e c t io n s ,  th e n  b u i ld  th e  s e c t io n s  in to  

an e n t i r e  p ie ce  which w i l l  sound l ik e  a u n i f ie d  w hole. A 

s h o r t  p ie c e  may n o t c o n ta in  any a re a  which would be con­

s id e re d  c l im a c t ic ,  and t h i s  in  i t s e l f  w i l l  have an e f f e c t  

on th e  m usical in t e r p r e t a t i o n .

The o v e ra l l  shape o f a p iece  is  determ ined b o th  

by s t r u c tu r e  and by le v e ls  o f i n t e n s i t y .  The shape o f 

each  p ie c e  used  in  t h i s  stu d y  appeared in  th e  o b je c tiv e  

a n a ly s is  in  th e  form  o f a b r i e f  diagram  designed  to  

g ra p h ic a l ly  p re se n t a  view o f  th e  e n t i r e  p ie c e .  The 

le v e ls  o f i n t e n s i t y  were p re se n te d  as l in e s  h ig h e r or 

low er th an  su rround ing  l i n e s .  S ta b le  a re a s  were d e p ic te d  

by h o r iz o n ta l  l i n e s ,  u n s ta b le  a re a s  by l in e s  s la n t in g
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in  th e  d i r e c t io n  o f grow th. An example o f  a shape diagram  

i s :

e x h iq it iq a ;

T h e o re tic a l com ponents. I t  i s  im p o rtan t f o r  s tu ­

d en ts  to  develop an aw areness o f im portan t th e o r e t i c a l  

components such a s  melody, harmony, xhythm, and s p e c ia l  

p i a n i s t i c  e f f e c t s ,  and th e  ways in  which th e se  elem ents 

a f f e c t  m usica l p i a n i s t i c  in t e r p r e t a t i o n .  A f e e l in g  

shou ld  be developed f o r  harmonic p ro g re ss io n s  which le ad  

to  a  c lo sed  o r  r e s t f u l  sound, and th o se  w hich grow in to  

an open o r  r e s t l e s s  sound. S tu d en ts  sh o u ld  a lso  be 

s e n s i t iv e  to  c e r ta in  c o lo r  harm onies which may re q u ire  

th e  use o f ru b a to  o r o th e r  perform ance d ev ices  t o  s t r e s s  

o r  h e ig h ten  c e r t a in  p o in ts  in  th e  m usic.

C om positional d e v ic e s . The co m p o sitio n a l d ev ice s , 

examples o f  which may be homophonie o r  c o n tra p u n ta l 

s t y l e s ,  ty p es o f  accompaniment p a t t e r n s ,  and v a rio u s  

p i a n i s t i c  and f ig u r a i  u sa g es , may be ta u g h t from  a p e r ­

formance s ta n d p o in t so th a t  s tu d e n ts  w i l l  le  a m  th e  demands 

o f  to n a l  c o n tro l  which a re  re q u ire d  f o r  conv incing  m usical 

perform ance. They should  be a b le  to  id e n t i f y  th e se  

m usical p rocedures on th e  s c o re , and be aware and capab le
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of th e  te c h n ic a l  approaches which w i l l  produce th e  d e s ire d  

r e s u l t s .  In  th e  p re s e n t s tu d y , th e  com positiona l dev ices  

were d e a l t  w ith  in d iv id u a l ly  as  th ey  occu rred  in  each  

p iece  o f  s e le c te d  l i t e r a t u r e .

T ech n ica l A nalysis

The te c h n ic a l  a n a ly s is  o f a p ie c e  in c lu d e s  th o se  

a rea s  which have to  do w ith  th e  te c h n ic a l  demands of th e  

p ia n i s t i c  s t y l e .  In  t h i s  s tu d y  i t  was n o t p o s s ib le  to  

d e a l w ith  every  te c h n ic a l  d e t a i l  of a p ie c e ;  th e r e f o r e ,  

th e  w r i te r  assumed th e  r e a d e r 's  a b i l i t y  to  id e n t i f y  and 

te ach  many o f th e  n e c e ssa ry  a s p e c ts .  T echn ica l demands 

were n o ted  and s ta te d  as p r e r e q u is i t e s .

S y n th esis

The s y n th e s is  p re s e n ts  a  co n c ise  o v e r a l l  view o f 

a p iece  o f  music from th e  s ta n d p o in t o f  th e  combined e l e ­

ments e x tra c te d  from  th e  p rev io u s s e c t io n s  which a re  

im portan t f o r  perform ance. Any program or program m atic 

e f f e c t s  a t ta c h e d  to  th e  p ie c e  a re  a ls o  d isc u sse d  a t  t h i s  

tim e. The s y n th e s is  phase o f  perform ance a n a ly s is  may be 

th e  most im portan t f o r  s tu d e n ts  to  u n d ers tan d  in  form ulating  

a com prehensive co n cep tio n  o f  th e  e n t i r e  a r t  work.

S e le c tio n  o f  L i te r a tu r e

In  s e le c t in g  th e  elem entary  and in te rm e d ia te  

l i t e r a t u r e  used  in  th e  te a c h in g  g u id e , th e  w r i te r
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co n sid e red  th e  fo llo w in g  p o in ts :

1 , A lthough i t  i s  n o t p o s s ib le  to  s e l e c t  a few 

p ie ce s  which could  be co n s id e red  "most ty p ic a l "  o f  any one 

o f th e  tw e n t ie th  c e n tu ry  p i a n i s t i c  s t y l e s ,  th e  works 

chosen were ty p ic a l  o f  a t  l e a s t  one k ind  o f  p ie ce  which

i s  no rm ally  thought o f  as belong ing  to  tw e n t ie th  cen tu ry  

s t y l e .

2 , The l i t e r a t u r e  was chosen on th e  b a s is  o f con­

ta in in g  c e r t a in  e lem en ts , th e  s tu d y  o f which le n d s  i t s e l f  

to  th e  u n d e rs ta n d in g  o f one o r more o f  th e  components of 

th e  s ty l e  in  q u e s tio n .

3 , Because many te a c h e rs  avo id  tw e n tie th  cen tu ry  

music in  th e  b e l i e f  t h a t  i t  i s  n o t " tu n e fu l"  and th e re fo re  

n o t ap p ea lin g  to  young p la y e r s , s e v e r a l  " tu n e fu l"  p ie ces  

were in c lu d e d .

ij.. A v a r ie ty  o f composers and s ty l e s  were r e p r e ­

se n te d .

5 . L i te r a tu r e  was chosen th a t  shows a  graded 

p ro g re ss io n  o f d i f f i c u l t y .  The most d i f f i c u l t  l i t e r a t u r e  

i s  h o p e fu lly  w ith in  th e  te c h n ic a l  c a p a b i l i t i e s  o f  th e  

average h ig h  schoo l s tu d e n t .  The m usic, though s t y l i s ­

t i c a l l y  d i f f i c u l t ,  i s  te c h n ic a l ly  a c c e s s ib le .

6 . In  th e  i n t e r e s t s  o f  tim e and sp a c e , b r e v i ty  

was a n o th e r  c r i t e r i o n .
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F ollow ing  i s  a  l i s t  o f th e  s e le c te d  l i t e r a t u r e  in  

an approxim ate o rd e r  o f  d i f f i c u l t y :

E lem entary  L i te r a tu r e

"The P r ic k ly  Porcupine" by Lynn Freeman Olson 
(from  M enagerie, p u b lish ed  by Oxford Tkiiver- 
s i t y  P re s s ;

"Stym ied" by E velyn Uno (from  Contempos in  J a d e , 
p u b lish e d  by Myklas P re ss)

"C an ter"  by V incent P e r s i c h e t t i  (from  P arad es , 
p u b lish e d  by E lkan-V ogel C o.)

"A Song" by J u l iu s  S ch lo ss  (from  Twenty-Three 
S tu d ie s  f o r  C h ild ren  in  Twelve~-1?one S ty l e , 
p u b lish e d  by Peer I h te x n a t ia n a l  d o r p . )

"Sad S to ry*  by Ruth S ch o n th a l (from  M in ia tu re s , 
p u b lish e d  by Shawnee P re ss )

"Mama and Papa Are T alk ing" by Soulim a S tra v in sk y  
(from  P lano Music f o r  C h ild re n , p u b lish ed  by 
C. F . P e te rs  C o rp .)

"G rec ian  L u llaby" by Anne Shannon Demarest (from  
In  th e  Mode, p u b lish ed  by Myklas P ress)

"G ra ce fu l D ancer" by George F re d e r ic k  McKay (from  
E x p lo ra t io n s . p u b lish e d  by J .  F is c h e r  and B ro .)

"L u llab y " by A lexander Haim (from  From th e  E a s t , 
p u b lish e d  by S chm itt P u b l ic a t io n s )

"March" by Serge P ro k o f ie f f  (from  C h ild re n 's  
P ie c e s , p u b lish ed  by Edwin P . Èalmus)

"Q uestion ing" by John LaMontaine (p u b lish e d  by 
Oxford I fa iv e r s i ty  P re ss )

"Dance o f  th e  W arrio rs"  by Howard Hanson (from
M asters o f  Our Day, p u b lish e d  by C arl F isc h e r)

" I  W on't Go I Oh Yes You W ill i"  by Jane Young (pub­
l i s h e d  by Galaxy Music C o rp .)

No. 16 from  Gradus I , by Samuel A d le r (p u b lish ed  
by Oxford M h iv e rs lty  P re ss)
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"P u rp le"  by R obert S ta r e r  (from  Sketeh ee  i n  C o lo r , 
p u b lish ed  by P eer I n te rn a t io n a l  d o r p . )

In te rm e d ia te  L i te r a tu r e

" I n t r a t a "  by P lo r  P e e te rs  (from Ten B a g a te l le s . 
p u b lish ed  by C, P. P e te rs  C ozr. )

"Grey" by R obert S ta r e r  (from  S ketches in  C o lo r, 
p u b lish ed  by P eer I n te r n a t io n a l  d o r p . )

"Enchantm ent" by Howard Hanson (from  M asters o f  
Our Day, p u b lish e d  by C arl P isc h e rJ

"A Day-Dream" by V ir g i l  Thompson (from  M asters o f  
Our Day, p u b lish e d  by C arl F is c h e r)

"F o r Susanna Kyle" by Leonard B e rn s te in  (from
Seven A n n iv e r s a r ie s , p u b lish ed  by G. Schirm er)

No. 2 from  jELeine K lavierm usik  by P au l H indem ith 
(p u b lish e d  by B. S c h o t t* s S o n s )

"The F l ic k e r in g  Candle" by B ernard Wagenaar (from  
American Music by D is tin g u ish e d  Composers, 
p u b lish ed  by  Theodore P M sser)

" B a g a te l le ,  Op. 6 , No. 6" by B ela  B a rto k  (p u b lish e d  
by Boosey and Hawkes)

"M idnight B e ll"  by A lan Hovhaness (from  V isio n a ry  
L andscapes, p u b lish e d  by C. P . P e te rs  C orp .)

"Sunday A fternoon  Music" by Aaron Copland (from  
M asters o f  Our Day, p u b lish ed  by C a rl F isc h e r)

"A N igh t Song" by Norman D ello  J o io  (from  i ^ r i c a n  
Composers o f  Today, p u b lish ed  by Edward 5 . 
Marks)

No. 17 from  Gradus I I  by Samuel A d ler (p u b lish ed  
by Oxford U n iv e r s i ty  P re ss)

No. b from Sechs lŒ eine K la v ie rs tu c k e . Op . 19 by 
Arnold Schoenberg (p u b lish ed  by Belmont Music 
P u b lis h e rs )

"S ta rscap e"  by R obert Helps (from  American Com­
p o se rs  o f  Today, p u b lish ed  by Edward b .
Marks)
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No. Ij. from F ive C aprices by Robert S ta r e r  (pub­
l is h e d  by P eer I n te r n a t io n a l  C orp.)

S ince the  s tu d y  was e x p lo ra to ry  in  n a tu re ,  the  

p edagog ica l reso u rce  was n o t in ten d ed  to  prove any th ing  

which was fo rm erly  unknown. R ather i t  was meant to  p ro ­

vide f o r  in te r e s te d  te a c h e rs  a  th o u g h tfu l and o rgan ized  

approach which may be used  to  a s s i s t  in  deve lop ing  th e  

perform ance te ch n iq u es  o f  th e  s e le c te d  tw e n tie th  ce n tu ry  

p i a n i s t i c  s t y l e s ,  w ith  im p lic a tio n s  a p p lic a b le  to  o th e r  

p ia n i s t i c  s ty l e s .



CHAPTER IV 

THE PEDAGOGICAL RESOURCE, PART I

The p ed ag o g ica l re so u rce  evolved out o f  th e  

a p p l ic a t io n  of th e  developed c r i t e r i a  f o r  perform ance 

a n a ly s is  to  th e  s e le c te d  tw e n tie th  ce n tu ry  p iano l i t e r a ­

tu r e .  The c u r re n t c h a p te r  p ro v id es  th e  a n a ly s is  o f those 

p ie c e s  which may be co n s id e red  to  be w ith in  th e  e lem entary  

ca teg o ry ; th a t  i s ,  app rox im ate ly  the  second th rough  s ix th  

y ea rs  o f s tu d y  f o r  th e  average s tu d e n t .

Follow ing i s  an index to  th e  com positions in  an 

approxim ate o rd e r  o f  d i f f i c u l t y :
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THE PRICKLY PORCUPINE 
By Lynn Freeman Olson

A rea A rea I  
M easures 1-8

A rea I I  
M easures 9-16

A rea I I I  
M easures 17-2ii

A rea IV 
M easures 25-30

I .  QUALITY e x h ib i t io n expansion c l im a c tic c lo s in g

I I .  INTENSITY 
1 . Sound

A. F ab ric

monophonic w ith  
b a ss  p o l a r i t y

homophonie homophonie homophonie

B. P ia n i s t i c  
E f f e c t

melody p lu s  
ac c ompaniment

melody p lu s  
ac c ompan im ent

melody p lu s  
acc ompaniment

melody p lu s  
accompaniment

C, Mood unconcerned growing in  
i n t e n s i t y

e x c i te d ,  angry d e c re a s in g  in  
in te n s  i t y

D. Timbre b r ig h t b r ig h t  melody 
sh a rp  accompa­
nim ent

b r i l l i a n t  melody
s t in g in g
acc ompaniment

le s s  b r ig h t

2 . Melody narrow  range
gapped
u n d u la tin g

narrow  range
gapped
u n d u la tin g

narrow  range
gapped
u n d u la tin g

narrow  range
fragm en ted
u n d u la tin g

CS



THE PRICKLY PORCRPIRE (continued)

A rea A rea I  
M easures 1-8

A rea I I  
M easures 9-16

A rea I I I  
M easures 17-2lf

A rea IV 
M easures 2^-30

3 . Rhythm s ta b le  p a t t e r n  
s ta b le  p u lse

s ta b le  p a t t e r n  
s ta b le  p u lse

s ta b le  p a t t e r n  
s ta b le  p u lse

s ta b le  p a t te r n  
s ta b le  p u lse

If. Harmony t o n a l i t y
use o f  low ered 2 
f o r  s t r e s s

t o n a l i t y  
use o f  low ered  2 
f o r  s t r e s s  
ch ro m atic  to n e s  
in  accompaniment

t o n a l i t y
use o f low ered  2
f o r  s t r e s s
m inor 2nds in
accompaniment

t o n a l i t y  
use o f  low ered 2 
f o r  s t r e s s  
ch ro m atic  to n e s  
in  accon^an im ent

Touch le g a to  and 
s ta c c a to

le g a to  and 
s ta c c a to

le g a to  and 
s ta c c a to

le g a to  and 
s ta c c a to

6 . Them atic 
M a te r ia l

s ta b le
th e m a tic

s ta b le
v a r i a t io n

s ta b le
v a r ia t io n

s ta b le
th e m a tic
fragm en ts

I I I .  DENSITY
1 , H o riz o n ta l 

A. T h ickness

th in th in th in th in

B. R ate o f s ta b le s ta b le s ta b le s ta b le
Change



THE PRICKLY PORCUPINE (continued)

A rea Area I  
M easures 1-8

A rea I I  
M easures 9-16

A rea I I I  
M easures 17-21}.

A rea IV 
M easures 2^-30

2 . V e r t ic a l  
A. T ex tu re

b i l i n e a r b i l i n e a r b i l i n e a r b i l i n e a r

B. Sound
Q u a li t ie s

monodynamic 
b iti ir ib r ic  
b ia c t iv e  touch

monodynamic 
b i t im b r ic  
b ia c t iv e  to u ch

monodynamic 
b i t im b r ic  
b ia c t iv e  touch

monodynamic 
b i t im b r ic  
b ia c t iv e  to u ch

C. R e la tio n  
o f L ines

h e te ro g en e  ous h e te ro g en eo u s h eterogeneous h eterogeneous

vOvn
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THE PRICKLY PORCUPINE 

By Lynn Freeman Olson

O b jec tiv e  A nalysis

S t r u c tu r e . The p ie c e  i s  d iv id e d  in to  fo u r  a r e a s .  

The s to p p in g  p la ce s  a re  de term ined  by changes in  to n a l  

c e n te r ,  ra n g e , and accompaniment p a t te r n .  The f a m il ia r  

tw o, two, fo u r  measure grouping  o f each m elodic p a t te r n  

rem ains c o n s is te n t  in  th re e  a r e a s .  The f i r s t  a r e a ,  

m easures 1 -8 , co n ta in s  a s in g le  l i n e  melody w ith  a  s in g le  

b ass  n o te  p o la r iz a t io n .  The second a re a , m easures 9 -16 , 

i s  a  v a r ia t io n  o f  th e  f i r s t  w ith  a more a c t iv e  accom pani­

m ent. The melody i s  tran sp o sed  down a fo u r th .  The t h i r d  

a r e a ,  m easures 17-21;, i s  y e t a n o th e r  v a r ia t io n  o f  a re a  

one, w ith  th e  accompaniment s t i l l  more a c t iv e  and 

p rom inen t. The melody i s  a  f o u r th  h ig h e r th an  in  a re a  

one. The f o u r th  a re a  has two s ta tem en ts  o f  th e  f i r s t  

fragm ent o f  th e  them e, each  w ith  a d i f f e r e n t  to n a l  c e n te r .  

The f o u r th  a re a  i s  two m easures s h o r te r  th an  th e  o th e rs  

due to  fra g m e n ta tio n . The shape o f th e  e n t i r e  p ie c e  i s  :

exHie.TioM
 ------------------- 1 IT  ^  ----------
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T h e o re tic a l com ponents. The m elodies are  t r i a d i c  

o u t l in e s .  The low ered second s c a le  degree g iv e s  s t r e s s  

and c o lo r .  The chrom atic to n e s  in  th e  h a s s ,  to g e th e r  

w ith  th e  s ta c c a to  to u c h , produce sh a rp  sounds s^otibolic o f 

th e  q u i l l s  o f  the  p o rcu p in e .

C om positional d e v ic e s . The mode o f com position  i s  

melody p lu s  accompaniment. The im p o rtan t a s p e c t o f  t h i s  

p ie ce  i s  m elod ic , th e  accompaniment add ing  rhythm ic and 

in te r p r e t iv e  i n t e r e s t .

T ech n ica l A nalysis

The a b i l i t y  to  p la y  s ta c c a to  n o te s  and s lu r s  i s  

th e  im p o rtan t te c h n ic a l  p r e r e q u is i te  o f t h i s  p ie c e .  Each 

r i g h t  hand p o s i t io n  o u t l in e s  a  pen tach o rd  on C, F, o r  G-, 

th e  second degree b e in g  low ered .

S y n th e s is

The changing dynamic le v e ls  o f  each  a re a  o f  t h i s  

p ie ce  g ive shape to  th e  a r c h i t e c tu r e ,  and r e f l e c t  th e  

changes in  th e  p o rc u p in e 's  mood. Because th e  accom pani­

ment forms an  im portan t p a r t  o f  th e  i n t e r p r e t a t i o n  o f th e  

p ie c e , i t  shou ld  be p layed  w ith  much prom inence.

The f i r s t  a r e a  p re s e n ts  th e  p o rc u p in e 's  u n d is ­

tu rb e d  o b je c t iv i ty .  In  th e  second a re a  h is  anger i s  

a ro u se d , as  shown in  th e  lo u d e r  volume and th e  in c re a s e d
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rhy thm ic a c t i v i t y  of th e  accom panim ent. The t h i r d  a r e a  

forms th e  clim ax as a very  en raged  porcupine i s  r e f l e c te d  

in  th e  lo u d e s t volume o f  the  p ie c e ,  th e  most rh y th m ic a lly  

a c t iv e  accompaniment, and th e  h ig h e s t  r e g i s t e r  o f  th e  

melody. The p o rc u p in e 's  anger q u ic k ly  su b sid es  as  th e  

music works backward th rough  th e  moods, r e f le c te d  in  

fragm ents from th e  p reced in g  a r e a s . He abandons th e  

sc en e , le a v in g  on ly  two rem nants o f h is  p re se n ce : th e

two p ian iss im o  low G 's  taken  from  th e  f i r s t  a r e a .



STYMIEE 
By Evelyn Uno

A rea Area I A rea I I A rea I I I A rea IV
M easures 1-5 M easures 6 -8 M easures 9-14 M easures l 5 - l8

I .  QUALITY e x h ib i t io n e x h ib i t io n expansion expansion

I I .  INTENSITY homophonie homophonie homophonie ch o rd a l
1 . Sound and c h o rd a l and c h o rd a l

A. F a b ric

B. P ia n i s t i c melody p lu s melody p lu s melody p lu s ch o rd a l
E f f e c t accompaniment accom panim ent, accom panim ent,

c h o rd a l c h o rd a l

C. Mood anim ated anim ated anim ated anim ated
anx ious anx ious anxious anxxous

D. Timbre b r ig h t b r ig h t b r ig h t b r ig h t

2 . Melody narrow  range narrow  ran g e narrow  range narrow  range
co n tinuous co n tin u o u s con tinuous co n tinuous
u n d u la tin g u n d u la tin g u n d u la tin g le v e l

vOvO



STYMIED {c ont inued )

Area A rea I  
M easures 1-5

A rea I I  
M easures 6-8

A rea I I I  
M easures 9-Ilf

A rea IV 
M easures 25-30

3 . Rhythm s ta b le  p a t t e m  
u n s ta b le  p u lse

s ta b le  p a t t e r n  
s ta b le  p u lse

u n s ta b le  p a t te r n  
u n s ta b le  p u lse

u n s ta b le  p a t t e r n  
u n s ta b le  p u lse

If. Harmony mixed t o n a l i t y  
and m o d a lity

mixed t o n a l i t y  
and m o d a lity

mixed t o n a l i t y  
and m o d a lity

mixed t o n a l i t y  
and m o d a lity

5 . Touch s ta c c a to ,
p o r ta to

s ta c c a to ,
p o r ta to

s ta c c a to ,
p o r ta to

s ta c c a to ,
p o r ta to

6 . Them atic 
M a te r ia l

s ta b le
th e m a tic

s ta b le
th em atic

s ta b le
v a r ia t io n

growing
developm ent

m .  DENSITY
1. H o riz o n ta l 

A, T hickness

th in th in th in th in

B. Rate o f 
Change

s ta b le s ta b le s ta b le s ta b le

H
8



STYMIED (continued)

A rea A rea I  
M easures 1 -^

A rea I I  
M easures 6-8

A rea I I I  
M easures 9 -lil

A rea IV 
M easures l 5 - l 8

2 . V e r t ic a l  
A. T ex tu re

b i l i n e a r b i l i n e a r b i l i n e a r m u l t i l in e a r

B. Sound
Q u a l i t ie s

monodynamic 
b i t im b r ic  
b ia c t iv e  touch

monodynamic 
b i t im b r ic  
b ia c t iv e  to u ch

monodynamic 
b i t im b r ic  
b ia c t i v e  to u ch

monodynamic 
m onotim bric 
m onoactive to u ch

C. R e la tio n  
o f L ines

homogene ous homogeneous homogeneous homogeneous



STYMIED (c ontinued)

A rea A rea V 
M easures 19-2^

A rea VI 
M easures 25-28

I .  QUALITY expansion c l im a c tic

I I ,  INTENSITY homophonie homophonie
1 . Sound

A. F ab ric

B, P ia n i s t i c melody p lu s melody p lu s
E f f e c t ac oompan im ent accom panim ent,

ch o rd a l

C. Mood anim ated i n s i s t e n t
anx ious tr iu m p h an t

D. Timbre somewhat le s s grow ing to
b r ig h t b r i l l i a n t

2 . Melody narrow  range narrow  ran g e
co n tin u o u s 0 on tinuous
u n d u la tin g le v e l

HOro



STYMIED ( c ont inue d )

Area A rea V 
M easures 19-2%

A rea VI 
M easures 25-28

3 . Rhythm s ta b le  p a t t e r n u n s ta b le  p a t te r n
u n s ta b le  p u lse u n s ta b le  p u lse

Harmony mixed t o n a l i t y mixed t o n a l i t y
and m o d a lity and m o d a lity

5 . Touch s ta c c a to . s ta c c a to .
p o r ta to p o r ta to

6 . Them atic dy ing  away grow ing
M a te r ia l v a r ia t io n developm ent

m .  DENSITY
1 , H o riz o n ta l 

A. T h ickness

th in th in

B. R ate o f 
Change

s ta b le s ta b le

S



STYMIED ( continued )

A rea A rea V A rea VI
M easures I 9- 2I4. M easures 25-28

2 . V e r t ic a l  
A. T ex tu re

b i l i n e a r m u l t i l in e a r

B. Sound monodynamic monodynamic
Q u a l i t ie s b i t im b r ic m onotim bric

b ia c t iv e  to u ch b ia c t iv e  to u ch

C. R e la tio n  
o f  L ines

homogene ous homogeneous

M
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STYMIED 

By Evelyn Uno

Objective Analysis

S t r u c tu r e . The p ie c e  i s  d iv id e d  in to  s ix  a re a s . 

The s to p p in g  p la c e s  a re  de term ined  by changes in  

th em atic  u sag e . There a re  two predom inant m usical 

m o tiv es , th e  f i r s t  being  th e  m elodic f ig u re  which appears 

in  m easure 1 , th e  second th e  ch o rd a l f ig u re  o f measure 8. 

Area one, m easures 1 -5 , c o n s is ts  o f  a s in g le - l in e  f iv e -  

no te  ran g e  melody w ith  s in g le  tone accompaniment under­

n e a th . A rea tw o, m easures 6 -6 , c o n s is ts  o f a s in g le -  

l in e  f iv e - to n e  melody, now in  th e  low er v o ic e , w ith  a 

double note accompaniment on to p . The l a s t  measure 

in tro d u c e s  th e  ch o rd a l m otive , which i s  l a t e r  expanded. 

Area th r e e ,  m easures 9-11+, c o n s is ts  o f  th e  m elodic f ig u re  

o f measure 8 . Area f o u r ,  m easures l 5 - l 8 ,  c o n s is ts  of a  

developm ent o f  th e  chordal f ig u r e .  A rea f i v e ,  measures 

19“2i|., c o n ta in s  a developm ent o f  th e  m elodic f ig u re  in  

in v e rs io n  p lu s  some f r e e  developm ent in  m easures 23-2ij..

The sixth area consists of material freely drawn and 

developed from the two main motives. The shape of the 

entire piece is:
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« X H I O I T . O V  p * , 4 N ; , o *

T h e o re tic a l com ponents. T his p iece  cou ld  be 

d e sc rib e d  a s  p o ly to n a l.  The upper p a r t  i s  in  P sharp  

m inor th roughou t and th e  low er p a r t  i s  in  P ly d ia n . The 

m elodic p a r ts  c o n s is t  of f iv e - to n e  m elo d ies , and the  

ch o rd a l p a r ts  a re  e i t h e r  p e r fe c t  fo u r th s  o r p e r f e c t  f i f t h s .

C om poaitional d e v ic e s . The p iece  a l te r n a te s  b e ­

tween a f iv e - to n e  m elodic f ig u re  and a c h o rd a l f ig u r e .

The m eter changes o f te n  between f iv e - f o u r  and s ix - f o u r ,  

w ith  one m easure o f  th r e e - f o u r .  The q u a r te r  no te  pu lse  

rem ains c o n s ta n t .

T ech n ica l A n aly sis

The im p o rtan t te c h n ic a l  p r e r e q u is i te s  in c lu d e  th e  

a b i l i t y  to  p la y  le g a to  and s ta c c a to  touch  f o r  th e  

m elodies and p o r ta to  touch  f o r  th e  c h o rd s . Independence 

o f th e  hands i s  n e c e ssa ry  f o r  m easures 23 , 2 6 , and 27. 

F a c i l i t y  in  changing m eter i s  r e q u ire d . S ince i t  i s  n o t 

n e c e ssa ry  f o r  th e  s tu d e n t to  change th e  p o s i t io n  of the 

hands, th e  p ie c e  i s  n o t te c h n ic a l ly  d i f f i c u l t .

S y n th esis

The p iece  g iv e s  th e  im pression  o f f r u s t r a t i o n .

One can im agine a person  who i s  bored w ith  some r e p e t i t iv e
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ta s k  th a t  he d i s l ik e s  and would l ik e  to  te rm in a te .  The 

p o ly to n a l i ty  adds to  the  a n x ie ty . I t  i s  a b r i g h t ,  

im p a tien t-so u n d in g  p iece  th ro u g h o u t. In  th e  end the 

sound grows as i t  i s  decided  th a t  th e  ta s k  i s  f i n a l l y  

over.



CANTER 
By V incent P e r s i c h e t t l

Area Area I  
M easures 1-8

A rea I I  
M easures 9-16

A rea I I I  
M easures l? -2 ^

A rea IV 
M easures 25-26

I .  QUALITY e x h ib i t io n ex p an sio n e x h ib i t io n c lo s in g

I I .  INTENSITY 
1 . Sound 

A. F ab ric

homophonie m easures 9-11 
b ip h o n ic , 
m easures 12-16 
homophonie

homophonie b ip h o n ic

B. P ia n i s t i c  
E f f e c t

melody p lu s  
acc ompaniment

m easures 9-11 two 
in te  rdep en d en t 
l i n e s ,  m easures 
12-16 melody plus 
accompaniment

melody p lu s  
accompaniment

two
i n t  e rd e  pendent 
m elodic l in e s

C. Mood c h e e r fu l more s e r io u s  
th o u g h tfu l

c h e e r fu l th o u g h tfu l

D. Timbre b r ig h t mellow b r ig h t mellow

2 . Melody narrow  range 
some gaps 
le v e l

narrow  range 
some gaps 
l e v e l

narrow  range 
some gaps 
le v e l

narrow  range
fragm en ted
le v e l Ho

CD



CANTER (continued)

A rea A rea I  
M easures 1-8

Area I I  
M easures 9-16

A rea I I I  
M easures 17-2%

A rea IV 
M easures 25-26

3 . Rhytbm s ta b le s ta b le s ta b le s ta b le

i | .  Harmony obscured
t o n a l i t y

obscured
t o n a l i t y

obscured
t o n a l i t y

obscured
t o n a l i t y

5 . Touch le g a to ,
s ta c c a to

le g a to ,
s ta c c a to

le g a to ,
s ta c c a to

le g a to ,
s ta c c a to

6 . Thematic 
M a te r ia l

th em atic
s ta b le

v a r ia t io n
s ta b le

th e m a tic
s ta b le

v a r ia t io n
s ta b le

m .  DENSITY
1 . H o riz o n ta l 

A. T hickness

m o stly  average 
w ith  some 
th ic k n e s s

m o stly  average  
w ith  some 
th ic k n e s s

m o stly  average 
w ith  some 
th ic k n e s s

average

B. R ate o f 
Change

s ta b le s ta b le s t a b le s ta b le

2 . V e r t ic a l  
A. T ex ture

b i l i n e a r b i l i n e a r b i l i n e a r b i l i n e a r
1<Ho



GAHTEH (continued)

A rea A rea I  
M easures 1-8

A rea I I  
M easures 9-16

A rea I I I  
M easures l? -2 i |

A rea IV 
M easures 25-28

B. S ound
Q u a li t ie s

monodynamic 
b i t im b r ic  
b ia c t iv e  to u ch

monodynamic 
m easures 9-12 
m onotim bric 
m onoactive to u ch  
m easures 13-16 
b i t im b r ic  
b ia c t iv e  to u ch

monodynamic 
b i t im b r ic  
b ia c t iv e  to u ch

monodynamic 
m onotim bric 
m onoactive to u ch

C, R e la tio n  
of L ines

h e terogeneous m easures 9-12 
homogeneous, 
m easures 13-16 
he t  e rogene ous

hetero g en eo u s homogeneous

MHO
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GANTER 

By V incent P e r s ic h e t t i

O b jec tive  A n aly sis

S t r u c tu r e . The p iece  i s  composed o f th re e  main 

m usica l m o tiv es: th e  s ta c c a to  accompaniment f ig u r e ,  and

th e  two m elodic m otives found in  m easures 1-2 and 

The com position  i s  d iv id e d  in to  fo u r  a r e a s ,  determ ined  by 

changes in  th e  way th e s e  m otives a re  u sed . A rea one i s  

c o n s is te n t  in  th e  use o f  the accompaniment f i g u r e .

Melodic m otives 1 and 2 appear in  su c c e s s io n , th e n  a re  

re p e a te d  on d i f f e r e n t  p i tc h e s .  Area two b eg in s  w ith  a 

v a r ia n t  o f m elodic m otive 2 , fo llow ed  by a v a r ia n t  o f  

m elodic m otive 1 . The bass l in e  c o n ta in s  a m elodic i n ­

v e rs io n  of m elodic m otive 2 . The second h a l f  o f  a rea  

two co n ta in s  v a r ia n ts  o f  melodic m otives 1 and 2 , and 

th e  b ass l in e  u ses th e  accompaniment f ig u re  in  2nds, 

in s te a d  o f th e  la r g e r  in te r v a ls  p re v io u s ly  employed.

Area th re e  i s  a  r e p e t i t i o n  o f a re a  one, w ith  some a l t e r a ­

t io n  o f  th e  in te r v a l s  in  the  accompaniment. A rea fo u r  i s  

th e  c lo s in g  a r e a .  I t  b eg in s  as a re a  two and ends w ith  a 

w inding down o f th e  accompaniment f ig u r e .  The shape o f 

th e  e n t i r e  p ie c e  i s :
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CXHlBl-no/tf EXHIBITION
LstiiÀfiiâJMm T_fcjkamo-
3£ 2T

Theoretical components. The use of many altered 

tones prevents a positive effect of a tonal center. The 
accompaniment figure uses 3rds, ^ths, 2nds, and 7ths,
The melodies move continually in intervals of 2nds and 
3rds, except for the closing interval of a lj.th.

Compositional devices. The piece is strongly 
rhythmic with the steady eighth note figure of the accom­
paniment producing a consistently relentless pulse, with 
the exception of measures 9-11 and 25"26, The melodies 
are a combination of short three-note slurs, and longer 
legato lines. Occasionally à few staccato eighth notes 
add up with the accompaniment figure, A compositional 
device of interest is the melodic inversion used in 
measures 10 and 26,

T echn ica l A nalysis

The main technical prerequisite is the ability to 
perform legato and staccato, both separately and 
simultaneously.

S y n th esis

This small piece gives a brief picture of a horse­
back ride through the park. The staccato accompaniment
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s im u la te s  th e  h o r s e 's  g a l lo p . T his f ig u re  i s  predom inant 

f o r  most o f  th e  p ie c e ,  ex cep t f o r  a  b r i e f  p o r tio n  o f  a re a  

two where perhaps th e  r i d e r 's  th o u g h ts  ta k e  precedence 

over th e  im portance o f  the h o r s e 's  g a l lo p .  When the  

g a llo p in g  f ig u re  does re a p p e a r , i t  i s  in  seconds w hich 

seems le s s  im p o rtan t th an  i t  had been in  a re a  on e . In  

a re a  th re e  th e  g a l lo p  f ig u re  ta k e s  on even more im portance 

by expanding to  a  se v en th . Area fo u r  i s  once ag a in  

th o u g h tfu l ,  and th e  g a l lo p  g ra d u a lly  slow s to  a s to p .



A SONG 
By J u l iu s  S ch loss

Area A rea I  
M easures l - i |

A rea I I  
M easures

Area I I I  
M easures 9-12

A rea IV 
M easures 1 3 - li |

I .  QUALITY e x h ib i t io n t r a n s i t i o n c l im a c tic e x h ib i t io n

I I .  INTENSITY 
1. Sound 

A. F ab ric

homophonie b ip h o n ic homophonie homophonie

B. P ia n i s t i c  
E f f e c t

melody p lu s  
accompaniment

in te rd e p e n d e n t 
m elodic l in e s

melody p lu s  
ac c ompan im ent

melody p lu s  
accompaniment

C. Mood p la in t iv e more c h e e r fu l happy p la in t iv e

D. Timbre meIlow b r ig h te r b r ig h t mellow

2 . Melody narrow  range
a n g u la r
co n tin u o u s

narrow  range 
a n g u la r  
some gaps

wide range 
ex trem ely  wide 
le a p s  
a n g u la r  
co n tin u o u s

narrow  range
a n g u la r
co n tin u o u s

M



A SONG (continued)

Area Area I  
M easures 1-lj.

A rea I I  
M easures ^-8

A rea I I I  
M easures 9-12

A rea IV 
M easures 13-11+

3 . Rhythm s ta b le s ta b le s ta b le s ta b le

1&. Harmony a to n a l
v e r t i c a l  s t r u c ­
tu r e s  used a s  
accompaniment 
span a 7 th

a to n a l a to n a l
v e r t i c a l  s t r u c ­
tu r e s  used a s  
acc ompaniment 
span a  7 th

a to n a l

S. Touch le g a to le g a to le g a to le g a to

6 . Them atic th e m atic th e m a tic c o n t r a s t th e m atic
M a te r ia l s ta b le s ta b le growing s ta b le

n i .  DENSITY
1. H o riz o n ta l 

A, T hickness

average average average average

B. R ate o f  
Change

s ta b le s ta b le s ta b le s ta b le

H
V R



A SONG (continued)

Area A rea I  
M easures l - i |

A rea I I  
M easures ^ -8

A rea I I I  
M easures 9-12

A rea IV 
M easures 13- l i t

2 . V e r t ic a l  
A. T exture

b i l i n e a r b i l i n e a r b i l i n e a r b i l i n e a r

B. Sound
Q u a li t ie s

monodynamic 
b i t im b r ic  
m onoactive to u c h

monodynamic 
m onotim bric 
m onoactive to u c h

monodynamic 
b i t im b r ic  
m onoactive to u c h

monodynami c 
b i t im b r ic  
m onoactive to u c h

C, R e la tio n  
o f L ines

homogeneous h e te ro g en e  ous homogeneous homogene ous

HH*o



A SONG (continued)

A rea Area V 
M easurea 15-16

I .  QUALITY c lo s in g

I I .  INTENSITY 
1 . Sound 

A. F a b ric

b ip h o n ic

B. P ia n i s t i c in t  e rdep  endent
E f f e c t m elodic l in e s

C. Mood p la in t iv e

D. Timbre mellow

2 . Melody narrow  range 
more le v e l  
co n tin u o u s

3 . Rhythm s ta b le

ij.. Harmony a to n a l
"0



A SONG (c ont inued)

Area A rea V 
M easures 15-16

5 . Touch le g a to

6 . Them atic 
M a te r ia l

th em atic  
dying away

m .  DENSITY
1 . H o riz o n ta l 

A. T hickness

average

B. Hate o f  
Change

s ta b le

2 . V e r t ic a l  
A. T ex tu re

b i l i n e a r

B. Sound
Q u a l i t ie s

monodynamic 
m onotim bric 
raonoactive to u c h

C. R e la tio n  
o f L ines

h e terogeneous

GO
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A SONG 

By J u l iu s  SChios3

O b je c t iv e  A n a ly s is

S t r u c tu r e . The p iece  i s  d iv id e d  in to  f iv e  a r e a s .  

The a re a s  a re  de term ined  by changes in  te x tu re  and 

them atic  m a te r ia l .  A rea one, m easures 1-1*, c o n ta in s  an 

ex p re ss iv e  melody w ith  accompaniment. A rea tw o, m easures 

5 -6 , i s  composed o f  two in te rd e p e n d e n t m elodic l i n e s .

Area th r e e ,  m easures 9 -1 2 , form s th e  clim ax  o f th e  p ie c e . 

I t  c o n ta in s  a  melody w ith  accom panim ent. The melody i s  

v ery  a n g u la r  and c o n ta in s  la rg e  le ap s  co v e rin g  a wide 

ran g e . Area f o u r ,  m easures 13-11*, c o n ta in s  an ex p re ss iv e  

melody and accompaniment s im i la r  to  a re a  one. A rea f i v e ,  

m easures l 5 - l 6 ,  i s  composed o f two polyphonic l i n e s .  The 

shape o f th e  e n t i r e  p ie c e  i s :

X

T h e o re t ic a l  com ponents. Because o f  th e  tw e lv e - 

tone method o f  w r i t in g ,  th e  h o r iz o n ta l  l in e s  a re  h ig h ly  

chrom atic and a n g u la r . The v e r t i c a l  s t r u c tu r e s  used  as 

accompaniment chords a re  a ls o  very  ch ro m a tic , and always 

span th e  i n t e r v a l  o f  a  se v en th .
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Compos i t i o n a l  d ev io ea . The tone row employed i s :

)  b o
/ " * o  ^  o
(( \  o  _

y  o  o p
lO II

There a re  tw elve appearances o f th e  row, w ith  to n es  

o c c a s io n a lly  d e le te d  o r  re p e a te d . The beg inn ing  and 

ending o f each row does no t co in c id e  w ith  th e  beg inn ing  

and ending o f th e  s t r u c t u r a l  a re a s . In  some in s ta n c e s ,  

th e  en tra n ce  o f th e  row w i l l  o v erlap  w ith  th e  ending o f 

th e  p rev io u s  o n e .

T echn ica l A n a ly s is

The im p o rtan t te c h n ic a l  p r e r e q u is i te s  of th i s  

p ie ce  a re  th e  a b i l i t y  to  perform  in  an e x p re ss iv e  le g a to  

s t y l e ,  to n a l  c o n t ro l ,  and c a re fu l  cho ice o f f in g e r in g .

For purposes o f s o n o r i ty ,  the  p ed a l may be used in  s e v e ra l  

p la ces  s im ila r  to  measure 10, which i s  th e  on ly  p ed a l 

in d ic a t io n  marked by th e  composer.

S y n th esis

The m elodies re q u ire  a s in g in g  s ty le  and to n a l  

b ea u ty , to  be p layed  in  a very  e x p re ss iv e  manner. The 

f i r s t  a r e a  c o n ta in s  two s h o r t  p h ra s e s , each  of which 

produces a f e e l in g  of q u es tio n in g  because o f  th e  r i s i n g  

in te r v a ls  a t  th e  end . The slow ing o f  th e  rhythm ic
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a c t i v i t y  and the  r e s t s  a t  bhe end o f each  phrase adds to  

th e  f e e l  o f th e  s to p p in g  p la c e s .  The second a re a  co n ta in s  

two po lyphonic l in e s  o f equal im p o rtan ce , which seem to  

form a c o n v e rsa tio n . The in c re a se d  rhy thm ic a c t i v i t y  in  

t h i s  s e c t io n  adds to  th e  in c re a se d  in t e n s i t y .  The l a s t  

two b e a ts  a t  th e  end o f th e  a r e a  form a b rid g e  to  the  

th i r d  a r e a ,  in  which th e  m elodies a re  p layed  very  d e l ib ­

e r a t e ly  as though to  say th a t  t h i s  i s  th e  d i r e c t io n  th e  

e n t i r e  p ie c e  has been le a d in g . A s l i g h t  in c re a se  in  

tempo i s  a p p ro p r ia te . The f o u r th  a r e a  i s  rem in isce n t of 

the f i r s t  as though one i s  th in k in g  back  over th e  p a s t .

The o r ig in a l  mood and tempo a re  re c a p tu re d  a t  t h i s  p o in t .  

The f i f t h  a r e a  i s  c o n v e rs a tio n a l in  n a tu re  w ith  th e  

l in e s  b e in g  o f equal im portance . This a re a  c a l l s  f o r  a 

d ec rease  in  b o th  tempo and dynamic volume as th e  p iece  

d ie s  away, th e  l a s t  chord e v a p o ra tin g  in to  s i le n c e .

A lthough the  t i t l e  su g g e s ts  a s in g in g  s ty l e ,  th e re  

a re  no program m atic co n n o ta tio n s  a tta c h e d  to  th i s  p ie c e .

I t  e x i s t s  f o r  the  b eau ty  o f th e  m usica l sounds.



SAD STORY 
By Ruth. S ch o n th a l

A rea A rea I  
M easures 1-8

A rea I I  
M easures 9-16

A rea I I I  
M easures 17”2ij.

A rea IV 
M easures 25-30

I .  QUALITY e x h ib i t io n e x h ib i t io n e x h ib i t io n c lo s in g

I I .  INTENSITY 
1. Sound 

A. F a b ric

homophonie homophonie homophonie homophonie

B. P ia n i s t i c  
E f f e c t

melody p lu s  
accompaniment

melody p lu s  
accompaniment

melody p lu s  
ac c ompan im ent

melody p lu s  
ac c ompan im ent

C. Mood sad a l i t t l e  more 
c h e e r fu l

sad sad

D. Timbre d ark b r ig h te r d a rk d ark

2 . Melody medium range 
co n tin u o u s

narrow  range 
r e p e t i t i v e

medium range 
co n tin u o u s

narrow  range 
r e p e t i t i v e



SAD STORY (continued)

Area A rea I  
Measures 1-8

A rea I I  
M easures 9-16

A rea I I I  
M easures l? -2 ^

A rea IV 
M easures 25-30

3 . Rhythm s ta b le s ta b le s ta b le s ta b le

Ij.. Harmony t o n a l i t y  E m inor 
o rg an ized  around 
p a r a l l e l  
p e r f e c t  l;th s

t o n a l i t y  E m inor t o n a l i t y  E m inor 
o rg an ized  around 
p a r a l l e l  
p e r f e c t  l |th s

t o n a l i t y  S m inor

5 . Touch le g a to  and 
s ta c c a to

m ostly  le g a to le g a to  and 
s ta c c a to

le g a to  and 
s ta c c a to

6 . Them atic 
M a te r ia l

s ta b le
th em atic

s ta b le
v a r ia t io n

s ta b le
th em atic

dy ing  away 
v a r ia t io n

n i .  DENSITY
1. H o riz o n ta l 

A. T hickness

th in th in th in th in

B. R ate o f  
Change

a l l  q u a l i t i e s  
s ta b le

a l l  q u a l i t i e s  
s ta b le

a l l  q u a l i t i e s  
s ta b le

a l l  q u a l i t i e s  
s t a b le

w



SAD ST ORÏ ( c o n tin u e d )

Area Area I  
M easures 1-8

A rea I I  
M easures 9-16

A rea I I I  
M easures 17-2U

A rea IV 
M easures 2^-30

2 . V e r t ic a l  
A. T ex tu re

b i l i n e a r b i l i n e a r b i l i n e a r b i l i n e a r

B. Sound
Q u a li t ie s

monodynamic 
b i t im b r ic  
m onoactive touch

monodynamic 
b i t im b r ic  
m onoactive touch

monodynamic 
b i t im b r ic  
raonoactive touch

monodynamic 
b i t im b r ic  
raonoactive to u ch

C. R e la tio n  
o f L ines

homogeneous homogeneous homogene ous homogene ous

H
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SAD STORY 

By Ruth S chon thal

Objective Analysis

S t r u c tu r e . The p ie ce  i s  d iv id ed  in to  fo u r  a r e a s ,  

determ ined  by changes in  th em atic  m a te r ia l .  A rea one, 

m easures 1 -8 , c o n ta in s  th e  main m usical m otive , a 

p la in t iv e  melody harm onized in  p e r f e c t  f o u r th s ,  combined 

w ith  a rhythm ic o s t in a to .  The second a r e a ,  m easures 9 -16 , 

i s  b u i l t  around th e  m usical m otive f i r s t  h eard  in  measure 

two. The t h i r d  a r e a ,  m easures 17-2i^, i s  a r e p e t i t i o n  o f 

th e  f i r s t  a r e a .  The fo u r th  a r e a ,  m easures 25 -30 , i s  th e  

c lo s in g  a r e a ,  and c o n ta in s  two r e p e t i t i o n s  of th e  l a s t  

two m easures in  a re a s  one and th r e e .  The shape of the  

e n t i r e  p ie c e  i s ;

EXHIBITION
ehwbition I tt I exHioiTiOj  ̂ closimû-
I  ®  S

T h e o re tic a l  com ponents. The p ie c e  i s  o rgan ized  

around p a r a l l e l  p e r f e c t  fo u r th s  in  th e  melody. The r e ­

p ea ted  o c tav es  i n  th e  accompaniment g iv e  an added im p res­

s io n  o f c o ld  openness.

C om positional d e v ic e s . The p ie c e  i s  m ostly  melody 

p lu s  accom paniment, w ith  an o cc a s io n a l im i ta t iv e  f ig u re  in
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th e  a l t o .  The minor to n a l i ty  adds to  th e  im p ressio n  o f 

sad n ess . The r e p e t i t i o u s  rhythm  of the  o ctave  accom pani­

ment f ig u re  g ives s t a b i l i t y  to  the  e n t i r e  p ie c e , and 

d e te r s  m usica l g row th . The composer u ses  th e  te rm  con 

so rd in a  to  in d ic a te  use o f  the  una corda p e d a l. The una 

corda p ed a l i s  removed a t  th e  p o in t in d ic a te d  senza 

s o rd in a , adding some b r ig h tn e s s  to  a re a  two.

T ech n ica l A nalysis

The main te c h n ic a l  p r e r e q u is i te s  re q u ire  the 

a b i l i t y  to  handle b o th  le g a to  and s ta c c a to  double n o te s  in  

th e  same hand, and use of th e  una corda p e d a l. The to p  

l in e  must always be b rough t o u t . When one p a r t  has a 

d o tte d  h a l f  no te  rhythm , and th e  o th e r  a moving p a r t  

(measures k* 8» 9 , 10, and so o n ), th e  s tu d e n t should  

l i s t e n  c a r e fu l ly  to  a ssu re  accu racy  in  g iv in g  f u l l  value 

to  each d o tte d  h a l f  n o te .

S y n th esis

The m inor t o n a l i t y  and use of th e  una co rda  p ed a l 

add to  the  m elancholy im pression  o f a  s e r io u s  mood. Area 

two i s  the  most h o p efu l p a r t  o f th e  p ie c e .  The d is c o n tin u ­

a t io n  of th e  use o f  th e  una corda p ed a l and th e  lo u d er 

dynamic le v e l  a llow s f o r  a  l i t t l e  more b r ig h tn e s s . How­

e v e r , t h i s  i s  s h o r t - l iv e d  as the  music once a g a in  r e tu rn s  

to  sa d n ess , ending  in  th a t  mood.



MAMA. AND PAPA ARE TALKING 
By Soulim a S tra v in sk y

A rea A rea I  
M easures 1-3

A rea I I  
M easures 1^-6

A rea I I I  
M easures 7 “9

A rea IV 
M easures 10-12

I .  Q.UALITY e x h ib i t io n expansion ex p an si on expansion

I I .  INTENSITY 
1 . So\md

A. F ab ric

b ip h o n ic b ip h o n ic b ip h o n ic b ip h o n ic

B. P ia n i s t i c  
E f f e c t

two
in te rd e p e n d e n t 
m elodic l in e s

two
in te rd e p e n d e n t 
m elodic l in e s

two
in te rd e p e n d e n t 
m elodic l in e s

two
in te rd e p e n d e n t 
m elodic l in e s

C. Mcod arg u m en ta tiv e a rg u m en ta tiv e a rg u m en ta tiv e arg u m en ta tiv e

D. Timbre 2 m easures 
mellow 
1 b r ig h t e r

2 m easures 
mellow 
1 b r ig h te r

2 m easures 
mellow 
1 b r ig h te r

2 m easures 
mellow 
1 b r ig h te r

Hro



MAMA AND PAPA ARE TALKING (continued)

Area A rea I A rea I I A rea I I I A rea IV
M easures 1-3 M easures It-6 M easures 7-9 M easures 10-12

2 . Melody to p :  Narrow to p : narrow narrow  ra n g e . to p : narrow
ra n g e . ra n g e . co n tin u o u s ran g e .
co n tinuous co n tin u o u s c on tinuous
bo ttom : narrow bottom : u ses bottom : u ses
ra n g e , 1 gap o c tav e  d i s ­ octave d i s ­

placem ent , 1 gap p lacem en t, 1 gap

3 . Rhythm s ta b le s ta b le s ta b le s ta b le

I+. Harmony t o n a l i t y  G m ajor t o n a l i t y  G m ajor t o n a l i t y  G m ajor t o n a l i t y  G m ajor
ch ro m atic ism  in ch ro m atic ism  in chrom atic ism  in ch rom atic ism  in
low er v o ice low er v o ice low er vo ice low er vo ice

5 . Touch le g a to . le g a to . le g a to . le g a to .
s ta c c a to . s ta c c a to . s ta c c a to . s ta c c a to .
2 n o te  s lu r s 2 n o te  s lu r s 2 n o te  s lu r s 2 n o te  s l u r s

6 . Them atic th em atic v a r ia t io n v a r i a t io n v a r ia t io n
M a te r ia l s ta b le s ta b le s ta b le s ta b le

ro
CD



MAMA. AND PAPA ARE TALKING (continued)

A rea A rea 1 
M easures 1-3

A rea 11 
M easures it-6

A rea 111 
M easures 7-9

A rea IV 
M easures 10-12

m .  DENSITY
1. H o riz o n ta l 

A. T hickness

m o stly  average m o stly  average m o stly  average m o stly  average

B. Rate o f  
Change

many changes in  
to u c h , dynamic 
change in  l a s t  
m easure

many changes in  
to u c h , dynamic 
change in  l a s t  
measure

many changes in  
to u c h , dynamic 
change in  l a s t  
m easure

many changes in  
to u c h , dynamic 
change in  l a s t  
m easure

2 . V e r t ic a l  
A. T ex tu re

b i l i n e a r b i l i n e a r b i l i n e a r b i l i n e a r

B, Sound
Q u a l i t ie s

monodynamic 
m onotim bric 
b ia c t iv e  touch

monodynamic 
m onotim bric 
b ia c t iv e  touch

monodynamic 
m onotim bric 
b ia c t iv e  to u c h

monodynamic 
m onotim bric 
b ia c t iv e  touch

G. R e la t io n  
o f  L ines

he tero g en eo u s he te ro g en e  ous h e tero g en eo u s hetero g en eo u s

MrovO
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MAMA. AMD PAPA ARE TALKING 

By Souliiaa S tra v in sk y

O b je c t iv e  A n a ly s is

S t r u c tu r e . The p ie c e  i s  d iv id e d  in to  fo u r  a r e a s .  

I t  c o n ta in s  one b a s ic  th ree -m easu re  p h ra se , w hich i s  r e ­

p ea ted  th re e  t im e s , w ith  v a r ia t io n  in  th e  low er vo ice  each  

tim e . The d iv is io n s  a re  d e te rm in ed  by th e  r e p e t i t i o n  of 

th e  u p p er p a r t .  The shape o f  th e  e n t i r e  p ie c e  i s :

EXHlGlTlOW enPAKj^lON E)CPANi»ON
----------------- r n _ _ _ _ _ _ _ _ _ n __________ n --------------- *"
'T IL IS H

T h e o re tic a l  com ponents. The upper vo ice  i s  en ­

t i r e l y  t o n a l ,  w r i t te n  in  th e  key o f  G m ajor. The low er 

vo ice  adds ch rom atic ism , p roducing  in te r e s t i n g  c la sh e s  

w ith  th e  upper v o ice .

C om positional d e v ic e s . The e n t i r e  p ie c e  c o n s is ts  

o f two in te rd e p en d e n t m elo d ies . An in t e r e s t i n g  dev ice  i s  

th e  sudden dynamic changes a t  th e  end o f each  p h ra s e .

T ech n ica l A n aly sis

The main te c h n ic a l  p r e r e q u is i te s  a re  th e  a b i l i t y  

to  p la y  le g a to  and s ta c c a to  and to  m u s ica lly  handle two 

sim u ltaneous m elodies w ith  d i f f e r e n t  to u c h es .
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S y n th es is

T his l i t t l e  p iece  i s  ty p ic a l  o f  the  k in d  o f  d i s ­

c u ss io n  th a t  ta k e s  p lace  between Mama and Papa: i t  goes

nowhere 1 Mama keeps say in g  th e  same th in g  over and o v e r . 

What Papa says i s  s l i g h t l y  d i f f e r e n t  each  tim e , which may 

mean t h a t  he i s  th e  more in t e r e s t i n g  o f  th e  tw o, b u t h is  

s ta tem en ts  c la s h  w ith  Mama's s ta te m e n ts . Papa i s  t r y in g  

hard  to  be calm , as ev idenced  by th e  very  few m elodic 

p i tc h e s  a t  th e  beg inn ing  o f  each  s ta te m e n t, b u t b o th  b e ­

come angry  a t  th e  end each  tim e , and b o th  speak lo u d e r .

At th e se  p o in ts  P ap a 's  p a r t  becomes more anim ated and 

sometimes changes r e g i s t e r .  S ince b o th  end th e  p ie ce  w ith  

th e  same th re e  n o te s ,  perhaps soma p a r t i a l  agreem ent i s  

reach ed .



GRECIAN LTJLIABY 
By Anne Shannon Dem arest

A rea A rea I  
M easures 1-2

Area I I  
M easures 3-12

A rea I I I  
M easures 13-22

A rea IV 
M easures 23-27

I .  QUALITY a n t ic ip a t io n e x h ib i t io n expansion c lo s in g

I I .  INTENSITY 
1. Sound 

A. F ab ric

monophonic homophonie homophonie homophonie

B. P ia n i s t i c  
E f f e c t

f i g u r a i melody p lu s  
ac c ompan im ent

melody p lu s  
ac c ompaniment

melody p lu s  
ac c ompaniment

G, Mood t r a n q u i l t r a n q u i l more moving t r a n q u i l

D, Timbre subdued mellow b r ig h te r mellow

2 . Melody nonm eIodic narrow  range
co n tin u o u s
u n d u la tin g

narrow  range 
co n tin u o u s 
l e v e l ,  th en  
f a l l i n g

narrow  range
co n tin u o u s
u n d u la tin g

MUiro



GRECIAN LULLABY (continued)

Area A rea I  
M easures 1-2

A rea I I  
M easures 3-12

A rea I I I  
M easures 13-22

A rea IV 
M easures 23-27

3 . Rhythm s ta b le s ta b le s ta b le s ta b le

U. Harmony d o ria n  mode d o r ia n  mode d o r ia n  mode d o r ia n  mode

5 . Touch le g a to le g a to le g a to le g a to

6 . Them atic 
M a te r ia l

s ta b le  
no n th emat i c

s ta b le
th e m a tic

s ta b le
th em atic

s ta b le  
th e  mat ic

HE. DENSITY
1. H o riz o n ta l 

A. T h ickness

average average average average

B. R ate  o f 
Change

s ta b le s ta b le s ta b le s ta b le

2 . V e r t ic a l  
A. T ex tu re

m ono linear b i l i n e a r b i l i n e a r b i l i n e a r

KjJKjJ



GRECIAN LULIABY (continued)

A rea A rea I  
M easures 1-2

A rea I I  
M easures 3-12

A rea I I I  
M easures 13-22

A rea IV 
M easures 23-2?

B. Sound 
Q u a l i t ie s

monodynamic 
m onotim bric 
m onoactive to u ch

monodynamic 
b i t im b r ic  
m onoactive touch

monodynamic 
b i t im b r ic  
m onoactive to u ch

monodynamic 
b i t im b r ic  
m onoactive to u c h

C. R e la t io n  
o f L ines

does n o t app ly homogene ous homogeneous homogeneous
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GRECIAN LULLABY 

By Anne Shannon Dem arest

Objective Analysis

S t r u c tu r e . The p iece  i s  d iv id e d  in to  fo u r  a r e a s .  

The s to p p in g  p la c e s  a re  determ ined  by changes in  the 

th em atic  c o n te n t.  Area one, m easures 1 -2 , i s  an i n t r o ­

d u c to ry  s e c t io n  c o n ta in in g  a b e rc e u s e - l ik e  accompaniment 

f ig u re  re m in isc e n t o f th e  rock ing  m otion o f a c r a d le .

Area tw o, m easures 3 -1 2 , c o n tin u es  th e  accompaniment 

p a t te rn  o f th e  in tro d u c t io n ,  and adds an upper melody.

The second phrase  i s  a r e p e t i t io n  o f  th e  f i r s t ,  sounding 

an octave  h ig h e r . A rea th r e e ,  m easures 13 -22 , co n tin u es  

th e  c r a d l e - l ik e  o s t in a to ,  now tran sp o sed  to  th e  dom inant. 

The melody a ls o  r e t a in s  some o f th e  c h a r a c t e r i s t i c s  o f 

th e  second a re a , e s p e c ia l ly  th e  g e n tle  swaying m otion.

Area fo u r ,  m easures 23 -27 , beg ins l ik e  th e  second phrase 

o f th e  f i r s t  a r e a ,  g ra d u a lly  d im in ish in g  in to  th e  c lo s in g  

f ig u re  o f  th e  l a s t  two m easures. The shape o f th e  e n t i r e  

p iece  i s :

E X  H I $ I T l O N  I  C X P A M 5 t O M
ANTlClPATlOMnf  j5
I
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T h e o re tic a l  com ponents. The p ie c e  i s  w r i t te n  in  

E d o r ia n . The th i r d  a re a  i s  c e n te re d  around B. This i s  

n o t a m odulation  and th e re  a re  no a l t e r e d  to n e s . I t  i s  

the  dominant a re a  of £ d o r ia n .

C om positional d e v ic e s . The swaying m otion o f  th e  

c r a d le - l ik e  f ig u re  o f  the accompaniment c a s ts  th e  p iece  

in  th e  n a tu re  o f  a b e rc e u se . The s ty l e  o f com position  i s  

melody p lu s  accompaniment, the  melody f i t t i n g  w e ll in to  

th e  g e n tle  ro ck in g  o f  th e  accompaniment.

T ech n ica l A n a ly s is

The im p o rtan t te c h n ic a l  p r e r e q u is i te s  f o r  t h i s  

p ie ce  a re  th e  a b i l i t y  to  handle le g a to ,  ba lance  o f melody 

and accompaniment, and pedal te c h n iq u e .

S y n th esis

T his g e n tle  p iece  i s  rem in isce n t o f  a  m other 

rock ing  h e r  baby to  s le e p . The co n stan cy  o f th e  o s t in a to  

accompaniment f ig u re  produces a secu re  and somewhat 

monotonous e f f e c t  which would le a d  to  a  s leep -p ro d u c in g  

atm osphere. This r e p e t i t io u s  f ig u re  i s  broken tw ice  in  

th e  th i r d  a r e a ,  w hich makes t h i s  a r e a  somewhat le s s  

s e t t l e d  th an  the o th e r  a r e a s .  The p ie c e  f i n a l l y  dw indles 

to  a s to p , in d ic a t in g  th a t  th e  baby i s  a s le e p .



GRACEFUL DANCER 
By George F re d e r ic k  McKay

Area Area I  
M easures 1-12

Area I I  
M easures 13-20

A rea I I I  
M easures 21-26

A rea IV 
M easures 27-31

I .  QUALITY e x h ib i t io n expansion e x h ib i t io n c lo s in g

I I .  INTENSITY 
1 . Sound 

A. F a b ric

homophonie b ip h o n ic homophonie homophonie

B. P i a n i s t i c melody p lu s melody p lu s melody p lu s melody p lu s
E f f e c t ac c ompan im ent ac c ompan im ent accompaniment accompaniment

C. Mood happy happy happy happy

D. Timbre b r ig h t b r ig h te r b r ig h t mellow

2 . Melody narrow  range 
co n tin u o u s

medium range 
co n tin u o u s

medium range 
co n tin u o u s

narrow  range 
co n tin u o u s

3 . Rhythm s ta b le  p a t t e r n  
changing  p u lse

s ta b le  p a t te r n  
changing p u lse

s ta b le  p a t t e r n  
chang ing  p u lse

s ta b le  p a t te r n  
changing p u ls e  ^



GRACEFUL DANCER (c o n t in u e d )

A rea A rea I  
M easures 1-12

A rea I I  
M easures 13-20

A rea I I I  
M easures 21-26

A rea IV 
îfeasu res 27-31

I*. Harmony C m ajor t o n a l i t y G m ajor to  
C m ajor t o n a l i t y

C m ajor t o n a l i t y C m ajo r t o n a l i t y

5 . Touch le g a to le g a to le g a to le g a to

6 . Thematic 
M a te r ia l

s ta b le
th em atic

grow ing
v a r ia t io n

s ta b le
th e m a tic

dying  away 
th e m a tic

n r .  DENSITY
1 . H o riz o n ta l 

A. T hickness

average average average average

B, Rate of 
Change

u n s ta b le  p u lse u n s ta b le  p u lse u n s ta b le  p u lse u n s ta b le  p u lse

2 . V e r t ic a l  
A. T exture

b i l i n e a r b i l i n e a r b i l i n e a r b i l i n e a r

HU)00



GRACEFUL DANGER (continued)

Area A rea I  
M easures 1-12

A rea I I  
M easures 13-20

A rea I I I  
M easures 21-26

A rea IV 
M easures 27-31

B. Sound
Q u a li t ie s

monodynamic 
b i t im b r ic  
m onoactive touch

monodynamic 
m onotim bric 
m onoactive to u ch

monodynamic 
b i t im b r ic  
m onoactive touch

monodynamic 
b i t im b r ic  
m onoactive to u c h

C. R e la tio n  
o f L ines

homogeneous h e te ro g en eo u s homogene ous homogeneous
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GRACEFUL DANCER 

By George F re d e r ic k  McKay

Objective Analysis

S t r u c tu r e . The p ie c e  i s  b a s ic a l ly  monothematic 

w ith  a C m ajor to n a l  c e n te r .  I t  c o n s is ts  o f  fo u r  sm all 

a r e a s ,  determ ined  by changes in  te x tu re  and th em atic  

m a te r ia l .  The f i r s t  a re a  exposes th e  main th em atic  m ate­

r i a l .  The in te r e s t i n g  f e a tu r e s  a re  th e  c o n s ta n t a l t e r n a ­

t io n  o f 3 /4  and 2 /4  m e te r , and th e  six -m easure  p h rase s  

w ith  a r i t a r d  a t  th e  end o f  each  p h ra se . The second a re a  

c o n s is ts  o f  two fo u r-m easu re  p h ra se s  w ith  two in te rd e p e n ­

den t m elodic l in e s .  The t h i r d  a r e a  b eg ins a s  in  a re a  one, 

b u t c o n ta in s  the s u r p r i s e  elem ent o f  th e  la rg e  m elodic 

le ap  o f a n in th  a t  th e  end o f  th e  p h ra se . A rea fo u r  i s  

th e  c lo s in g  a re a . The ac ce n ted  chord  g iv es a d e f in i t e  

f e e l in g  o f f i n a l i t y .  The shape o f th e  e n t i r e  p ie c e  i s :

«  -  -TV 1 EXPANSION
I EKWlQmON cuOiVNCr
IE

T h e o re tic a l com ponents. The to n a l i t y  i s  C m ajor 

w ith  a  b r i e f  d ig re s s io n  th ro u g h  G m ajor in  th e  second a re a .

C om positional d e v ic e s . A reas I ,  I I I ,  and IV a re  

melody p lu s  accompaniment. A rea I I  c o n s is ts  o f  two
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in te rd e p e n d e n t m eledic l i n e s .  The most in te r e s t in g  

co m p o sitio n a l f e a tu re  is  th e  c o n s ta n tly  changing m e te r.

T ech n ica l A nalysis

The im portan t te c h n ic a l  p r e r e n u is i te s  f o r  th i s  

p iece  ore th e  a b i l i t y  to  produce a ‘le g a to  m elodic l in e  

and to n a l  ba lance  between melody and accompaniment, to  

handle m u s ic a lly  two in te rd e p en d en t m elodic l i n e s ,  and 

a lo g ic a l  f e e l  f o r  the  many in s ta n c e s  o f r i t a r d  w ith in  

th e  tempo s t r u c tu r e .

S y n th esis

L is te n in g  to  t h i s  m usic, one can en v is io n  th e  

g ra c e fu l  b a l l e t  dancer. The dance s te p s  have many 

momentary pauses a t  th e  ends of th e  p h ra se s , b u t the 

dancer always b eg ins aga in  w ith  renewed en thusiasm . The 

g ra c e fu l  m elodies and th e i r  te x tu re s  produce a k ind  of 

e legance  which is  ty p ic a l  of th e  b a l l e t .  Area I I I  m ight 

be co n s id e red  a duet w ith  two dancers perfo rm ing . The 

f i n a l  chord i s  probably  th e  d an ce r’ s bow.



LULLABY 
By Halm A lexander

A rea A rea I  
M easures 1-6

Area I I  
M easures 7-12

Area I I I  
M easures 13-lU

A rea IV 
Measures 1^-1?

I .  QUALITY e x h ib i t io n expansion t r a n s i t i o n e x h ib i t io n

I I .  INTENSITY 
1 . Sound 

A. F ab ric

homophonie homophonie monophonic homophonie

B. P ia n i s t i c  
E f f e c t

melody p lu s  
accompaniment

melody p lu s  
accompan im ent

m elodic melody p lu s  
accompaniment

C. Mood p e a c e fu l more an im ated grow ing more 
e x c i te d ,  
th en  ca lm er

p e a c e fu l

D. Timbre mellow b r ig h te r in c re a s in g  to  
J j r i g h t , th e n  
d e c re a s in g

mellow

2 . Melody narrow  range 
one gap

narrow  range 
gapped

narrow  ran g e  
co n tin u o u s

narrow  range 
co n tin u o u s

fu



LULLABY ( c o n t  in u e  d )

Area A rea I  
M easures 1-6

A rea I I  
M easures 7-12

A rea I I I  
M easures 13-14

A rea IV 
M easures 15-1?

3 . Rhythm s ta b le  p a t t e r n  
s ta b le  p u lse

s ta b le  p a t te r n  
s ta b le  p u lse

s ta b le  p a t te r n  
s ta b le  p u lse

s ta b le  p a t te r n  
s ta b le  p u lse

1 .̂ Harmony m o d a lity m o d a lity m o d a lity m o d a lity

Touch le g a to le g a to s lu r s le g a to

6 . Them atic th em atic c o n t r a s t c o n t r a s t th e m a tic
M a te r ia l s ta b le s ta b le g row ing , th e n  

dy ing  away
s ta b le

ICI. DENSITY
1 . H o riz o n ta l 

A. T hickness

average average averag e average

B. Rate of 
Change

s ta b le changing
dynamics

changing  
dynam ics and 
rhy thm ic p u lse

s ta b le

w



LULLABY ( c o n t in u e d )

A rea A rea I  
M easures 1-6

A rea I I  
M easures 7-12

A rea I I I  
M easures 13-11+

A rea IV 
M easures 1^-1?

2 . V e r t ic a l  
A. T exture

b i l i n e a r b i l i n e a r m ono linear b i l i n e a r

B. Sound
Q u a li t ie s

monodynamic 
b i t im b r ic  
m onoactive touch

monodynamic 
b i t im b r ic  
m onoactive to u ch

monodynamic 
m onotim bric 
m onoactive touch

monodynamic 
m onotim bric 
m onoactive to u ch

G. R e la tio n  
o f L ines

homogeneous homogeneous homogeneous homogeneous



LULLABY ( c o n t in u e d )

Area A rea V 
M easures 18-23

A rea VI 
M easures 2^-27

Area V II 
M easures 28-35

I .  QUALITY c l im a c tic t r a n s i t i o n c lo s in g

II. INTENSITY 
1. Sound 

A. F ab ric

homophonie b ip h o n ic homophonie

B. P ia n i s t i c  
E f f e c t

melody p lu s  
accompaniment

m elodic melody p lu s  
accompaniment

C. Mood growing more 
e x c i te d ,  
th e n  calm er

calm p e a c e fu l

D. Timbre b r i g h t , 
in c re a s in g  to  
b r i l l i a n t ,  th e n  
d e c re a s in g

m ellow , 
d e c re a s in g

d a rk ,
d e c re a s in g

2 . Melody narrow  range 
sp o ra d ic

av erag e  range 
r e p e t i t i v e

narrow  range 
one gap

vn



LULLABY ( o o n t  in u e  d )

A rea A rea V 
M easures 18-23

A rea VI 
M easures 214.-27

A rea V II 
M easures 28-35

3 . Rhythm changing p a t te r n s ta b le  p a t t e r n s ta b le  p a t te r n
s ta b le  p u lse s ta b le  p u lse s ta b le  p u lse

i |.  Harmony m o d a lity m o d a lity m o d a lity

5 . Touch le g a to le g a to le g a to

6 . Thematic c o n t r a s t c o n t r a s t th e m a tic
M a te r ia l grow ing, th en  

dy ing  away
dying away dying  away

n i .  DENSITY
1. H o riz o n ta l 

A. T hickness

average average average

B. Rate o f changing changing changing
Change dynamics and 

rhy thm ic p u lse
dynamics and 
rhy thm ic p u lse

rhy thm ic p u lse



LULLABY (c o n t in u e d )

Area A rea V 
M easures 18-23

A rea VI 
M easures 2^-27

A rea V II 
M easures 28-35

2 . V e r t ic a l  
A, T ex tu re

b i l i n e a r b i l i n e a r b i l i n e a r

B. Sound
Q u a li t ie s

m onod^am ic 
b i t im b r ic  
m onoactive to u ch

monodynamic 
m onotim bric 
m onoactive touch

monodynamic 
m onotim bric 
m onoactive to u ch

C. R e la tio n  
o f L ines

homogene ous homogeneous homogeneous

~-3
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LULLABY 

By Haim A lexander

Objective Analysis

S t r u c tu r e . The p ie c e  i s  d iv id e d  in to  seven a re a s . 

The s to p p in g  p la c e s  a re  determ ined  by changes in  them atic  

m a te r ia l .  Area on e , m easures 1 - 6 , c o n s is t s  o f  a melody 

w ith  a  ro ck in g -b ass  accompaniment. A rea tw o , m easures 

7- 1 2 , c o n s is ts  o f  a fragm ented melody w ith  th e  san» ac ­

companiment p a t te rn  as in  a re a  one, tra n sp o se d  up a f i f t h .  

A rea th r e e ,  m easures 13 and l i | ,  i s  a s in g le  l in e  melody 

which forms a s h o r t  t r a n s i t i o n  to  th e  n e x t a r e a .  Area 

fo u r ,  m easures l 5 -l?>  i s  a  r e p e t i t i o n  o f th e  f i r s t  ph rase  

of a re a  one. A rea f i v e ,  measures 18 -23 , forms th e  clim ax . 

I t  c o n ta in s  a  c o n tin u a tio n  o f  th e  accom panim ent, w ith  th e  

most rh y th m ic a lly  a c t iv e  melody, and th e  lo u d e s t  dynamic 

le v e l  o f th e  p ie c e .  T his a re a  ta p e r s  o f f  in to  a re a  s ix ,  

m easures 2!+-27 , which forms a  t r a n s i t i o n  in to  th e  n ex t 

a re a . A rea sev en , m easures 28-35# b eg in s a s  a r e a  one, 

ta p e r in g  o f f  in to  th e  c lo s in g .  The shape o f  th e  e n t i r e  

p iece  i s :

TR AMBITION
ti.inAc.T>o

VCuOSlMOr
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T h e o re tic a l  com ponents. The p ie c e  is  based  on a 

s c a le  which c o n s is ts  of a l t e r n a t in g  h a l f  and whole s te p s :

C om positional d e v ic e s . The mode o f  com position  

i s  melody p in s  accompaniment» There a re  a lso  o c c a s io n a l 

s in g le  l i n e  m elo d ies . The ro c k in g -b a ss  accompaniment 

p a t te r n  su g g ests  th e  ro ck in g  c r a d le .

T ech n ica l A nalysis

The main te c h n ic a l  p r e r e q u is i te s  f o r  t h i s  p iece  

re q u ire  a t t e n t io n  to  the p ro d u c tio n  o f a s in g in g  to n e , 

b a lan ce  between melody and accompaniment, and c a re fu l  

p e d a lin g .

S y n th esis

T his g e n tle  lu l la b y  rem inds th e  l i s t e n e r  of the  

baby going to  s le e p . The ro ck in g  m otion  o f th e  accompa­

nim ent g iv e s  the  im pression  o f th e  c r a d le .  The more 

a c tiv e  a re a s  of th e  p iece  seem to  su g g e s t th a t  th e  baby i s  

n o t always s le e p in g  soundly . However, th e  s te a d in e s s  and 

ta p e r in g  o f f  of th e  c lo s in g  a re a  in d ic a te s  th a t  he f i n a l l y  

f a l l s  in to  a sound s le e p .



MARCH 
By Serge Prokofieff

Area Area I 
Meastores 1-2

Area II 
Measures 3-10

Area III 
Measures 11-18

Area IV 
Measures 19-26

I. QUALITY anticipation exhibition expansion expansion

II. INTENSITY 
1 . Sound 

A. Fabric
monophonic homophonie homophonie homophonie

B. Pianistic 
Effect

figurai 
(march bass)

melody plus 
acc orap animent

melody plus 
accompaniment

melody plus 
accompaniment

C , Mood martial martial
cheerful

martial
cheerful

martial 
growing in 
expectation

D . Timbre dull, as in 
a bass drum

bright melody, 
dull
ac c ompaniment

bright melody, 
dull
accompaniment

increasing in 
brightness

H



MARCH ( c o n t in u e d )

Area Area I 
Measures 1-2

Area II 
Measures 3-10

Area III 
Measures 11-18

Area IV 
Measures 19-26

2. Melody nonraelodic medium range 
continuous

narrow range 
continuous

narrow range
continuous
m. 23-26 angular

3 . Rhythm stable stable stable stable

If. Harmony C major tonality C major tonality 
some
chromaticism 
unusual use of 
lowered 2 
in bass

F major tonality 
some
chromaticism 
unusual use of 
lowered 2 
in bass

A major tonal 
center 
chromatic 
many 2nds

5. Touch staccato staccato, slurs staccato, slurs more legato

6 . Thematic nonthematic thematic variation contrast
Material stable stable stable growing

m. DENSITY
1. Horizontal 

A. Thickness
thin thin thin thin

«



MARCH (c o n t in u e d )

Area Area I 
Measures 1-2

Area II 
Measures 3-10

Area III 
Measures 11-18

Area IV 
Measures 19-26

B, Rate of 
Change

all qualities 
stable

all qualities 
stable

all qualities 
stable

less stable 
tonality, all 
other qualities 
stable

2. Vertical 
A. Texture

monolinear bilinear bilinear 
with added 
obbligato

bilinear

B. Sound
Qualities

monodynamic 
monotimbric 
monoactive touch

monodyaamic 
bitimbric 
monoactive touch

monodynamic 
multitiiribric 
monoactive touch

monodynamic 
bitimbric 
monoactive touch

C . Relation 
of Lines

does not apply homogeneous homogeneous homogeneous



Î IABCH ( c o n t in u e d )

Area A rea V 
M easures 27-3U

I .  QUALITY c lim a c tic

I I .  INTENSITY 
1. Sound 

A. F a b ric

homophonie

B, P ia n i s t i c  
E f f e c t

melody p lu s  
ac companimen t

C. Mood triu m p h an t
m a r t ia l

D. Timbre b r i l l i a n t

2 . Melody medium range 
co n tin u o u s

3 . Rhythm s ta b le



MARCH (c o n t in u e d )

Area A rea V 
M easures 27-3U

It. Harmony 0 m ajor t o n a l i t y  
some ch rom atic ism  
u n u su a l use o f 
low ered 2 in  bass

5 . Touch s ta c c a to ,  s lu r s

6 , Them atic th em atic
M a te r ia l s ta b le

H I. DENSITY th in
1 . H o riz o n ta l

A. T hickness

B. R ate of a l l  q u a l i t i e s
Change s ta b le

2 . V e r t ic a l b i l i n e a r
A. T ex tu re



MA.RCH (c o n t in u e d )

Area Area V 
Measures 27-3U

B. Sound bidynamic
Qualities bitimbric

monoactive touch

C, Relation homogeneous
of Lines

M
%
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MARCH 

By Serge P ro k o f ie f f

Objective Analysis

S tru c tu r e .  The p ie ce  i s  d iv id ed  in to  f iv e  a re a s  

which a re  determ ined  by cadences o r  changes in  to n a l 

c e n te r .  A rea one, m easures 1 -2 , i s  a  s h o r t  two-measure

in tro d u c t io n  which s e t s  th e  pu lse  f o r  th e  march w ith  a

ty p ic a l  march b ass  f ig u r e .  Area tw o, m easures 3 -1 0 ,

exposes th e  march theme and ends w ith  an a u th e n tic

cadence. In  a r e a  I I I ,  m easures 11-16 , th e  o r ig in a l  

to n a l  c e n te r  o f  C changes to  one o f  F . A s h o r t  b rid g e  

o f th re e  b e a ts  le a d s  i n to  a re a  fo u r ,  m easures 19-26, 

w hich co n tin u es  th e  m a r t ia l  mood. T his a r e a  has th e  

f e e l  of an A c e n te r ,  b u t i s  r e l a t i v e l y  u n s ta b le  due to  

much chrom aticism  and th e  use o f  many seco n d s. Area f i v e ,  

m easures 2 7 -3 k , forms th e  clim ax o f  th e  p ie c e . I t  r e tu rn s  

to  th e  o r ig in a l  0 c e n te r ,  and i s  a com plete s ta tem en t o f 

th e  march theme as in  th e  f i r s t  s e c t io n ,  w ith  the  melody 

an octave h ig h e r . The shape o f  th e  e n t i r e  p iece  i s :

^  C - L m A C T > C

EXPANSI ON 
g X rt lO J T IO N  r = T------------- n tn

I
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T h e o re tic a l com ponents. The march b ass  f ig u re  

c o n s is ts  o f  s in g le  to n es which im ply c e r t a in  harm onies.

The c o n s is te n t  use o f th e  low ered second sc a le  degree adds 

i n t e r e s t  to  what would o th e rw ise  be co n sid ered  a  very  

common p a t te r n .  Throughout th e  p ie c e  th e  m elodies and 

harm onies are  co lo re d  by chrom atic  to n e s .

Com positional d e v ic e s . The mode o f  com position  

i s  melody and accom paniment. The m arch bass f ig u re  i s  

common to  p iano music and i s  o f te n  used as a p o in t  of 

d e p a rtu re  f o r  e lem en tary  im p ro v isa tio n .

T ech n ica l A nalysis

The im p o rtan t te c h n ic a l  p r e r e q u is i te s  a re  th e  

a b i l i t y  to  p la y  s ta c c a to ,  good ch o ice  o f f in g e r in g ,  le g a to  

p la y in g  o f independen t l in e s  i n  th e  same hand, and le g a to  

double no te s lu r s .

S y n th esis

Performance req u irem en ts  invo lve  rhythm ic p r e c i ­

s io n  and v i t a l i t y .  The mood i s  b r ig h t  and c h e e r fu l 

th roughout w ith  th e  le v e l  o f  i n t e n s i t y  in c re a s in g  th rough 

th e  clim ax. I t  m ight be lik e n e d  to  a  c o lo r f u l  parade a t  

which th e  band i s  h ea rd  in  the d is ta n c e . The ex c item en t 

in c re a se s  as th e  band g e ts  c lo s e r ,  w ith  th e  le v e l  o f  

g r e a te s t  i n t e n s i t y  being  th a t  tim e when the  band i s
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d i r e c t ly  in  f r o n t  of th e  s p e c ta to r s .  The tempo can be 

c o n tro l le d  by th in k in g  o f  th e  speed a t  which th e  band 

would march. One can im agine the  sounds o f  drums and 

b r a s s ,  p a r t i c u la r ly  th e  b a ss  l in e  of the  tu b a  and the 

f a n f a r e - l ik e  f ig u re  o f  th e  tru m p et. The s tu d e n t should  

a ttem p t to  c a p tu re  th e  atm osphere and ex c item en t o f  th e  

p a ra d e .



QUESTIONING 
By John LaMontaine

Area A rea I  
M easures 1-8

A rea I I  
M easures 9-18

A rea I I I  
M easures 19-26

A rea IV 
M easures 27-31

I .  QUALITY e x h ib i t io n ex p an sio n -
c l im a c tic

e x h ib i t io n c lo s in g

I I .  INTENSITY 
1 . Sound 

A. F a b ric

monophonic monophonic monophonic monophonic

B. P ia n i s t i c  
E f f e c t

m elodic m elodic m elodic m elodic

C. Mood th o u g h tfu l growing in  
a n x ie ty

th o u g h tfu l th o u g h tfu l

D. Timbre mellow growing b r ig h te r mellow subdued

2 . Melody medium range
gapped
a n g u la r

medium to  wide 
range
co n tin u o u s
a n g u la r

medium range
gapped
a n g u la r

wide range 
co n tin u o u s 
an g u la r

H



QUESTIONING ( c o n t in u e d )

A rea A rea I  
M easures 1-8

A rea I I  
M easures 9-18

A rea I I I  
M easures 19-26

A rea IV 
M easures 27-31

3 . Rhythm s ta b le  p a t te r n  
s ta b le  p u lse

m o stly  s ta b le  
p a t te r n  
s ta b le  p u lse

s ta b le  p a t t e r n  
s ta b le  p u lse

s ta b le  p a t t e r n  
s ta b le  p u lse

1̂ . Harmony a to n a l a to n a l a to n a l a to n a l

5 . Touch le g a to s lu r s le g a to le g a to

6 , Them atic 
M a te r ia l

s ta b le
th e m a tic

growing
th e m a tic

s ta b le
v a r ia t io n

dying  away 
th em atic

m .  DENSITY
1. H o riz o n ta l 

A, T hickness

average average average average

B. Rate o f 
Change

changing
dynamics

changing
dynamics

changing
dynamics

changing
dynamics

O 'o



QUESTIONING ( c o n t in u e d )

A rea A rea I  
M easures 1-8

A rea I I  
M easures 9-18

A rea I I I  
M easures 19-26

A rea IV 
M easures 27-31

2 . V e r t ic a l  
A. T exture

m onolinear m ono linear m ono linear m ono linear

B. Sound
Q u a l i t ie s

monodynamic 
m onotim bric 
m onoactive to u ch

monodynamic 
m onotim bric 
m onoactive to u c h

monodynamic 
m onotim bric 
m onoactive to u ch

monodynamic 
m onotim bric 
m onoactive to u c h

C. R e la tio n  
o f L ines

does n o t  ap p ly does n o t  ap p ly does n o t app ly does n o t ap p ly

HO'
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QUESTIONING 

By John LaMontaine

O b je c tiv e  A n a ly s is

S t r u c tu r e . The p ie c e  i s  d iv id ed  in to  fo u r  a r e a s .  

The sto p p in g  p la ce s  a re  determ ined  by changes in  th em atic  

u sag e . Area one, measures 1 -8 , c o n ta in s  fo u r  fragm ents 

of m u sica l p h ra se s , each  o f  which seems to  pose a question , 

o r perhaps d i f f e r e n t  s ta tem en ts  o f  th e  same q u e s tio n .

Area two, m easures 9-18, co n tin u es  th e  q u e s tio n in g  ph rases 

w ith  th e  i n t e n s i t y  in c re a s in g  as th e  tempo quickens and 

th e  p i tc h e s  r i s e .  The clim ax i s  reached  in  measures 18 

and 19. A rea th r e e ,  m easures 19-26 , i s  s im i la r  to  a re a  

one, tran sp o sed  down a f i f t h .  A rea f o u r ,  measures 27-31, 

i s  an ex tended  f i n a l  q u es tio n in g  p h ra se , form ing the 

c lo s in g . The shape o f the e n t i r e  p ie ce  i s :

T h e o re t ic a l  com ponents. The p ie c e  la ck s  a to n a l 

c e n te r ,  w hich adds to  th e  "q u e s tio n in g "  e f f e c t .  O rganiza­

t io n  of m a te r ia l  i s  based p r im a r ily  on m inor th i r d s .

C om positional d e v ic e s . The p iece  i s  g e n e ra lly  

monophonic, c o n s is t in g  o f s h o r t p h rases  which seem to  be
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c o n s ta n tly  q u e s tio n in g . There i s  a s t r e s s  th roughout on 

th e  descend ing  m inor t h i r d  from  a l o n g e r  to  a s h o r te r  

n o te .

T echn ica l A nalysis

The main te c h n ic a l  p r e r e q u is i te s  f o r  th e  p ie ce  a re  

th e  a b i l i t y  to  handle s lu r r in g ,  m elodic t r a n s f e r  from  one 

hand to  th e  o th e r ,  and the  h an d lin g  of ra p id  dynamic 

changes.

S y n th esis

The descending  minor t h i r d  seems to  ask  the  

q u e s tio n . V arious changes in  rhythm  and added n o te s  show 

th a t  th e  q u e s tio n  can be asked  in  s e v e ra l  form s. The 

p iece  b eg in s  in  a very  th o u g h tfu l manner. As the th in k e r  

makes p ro g re ss  in  th e  though t p ro c e s s , the  rhythm ic v a lu es 

and tempo quicken as th e  p i tc h  p a t te rn s  r i s e . A p o s s ib le  

s o lu t io n  i s  a r r iv e d  a t  in  m easure 18 , th en  th e  th in k e r  

slow ly  con tem plates h is  answ er. A las , the  answer i s  n o t 

e n t i r e l y  s a t i s f a c to r y  and th e  music co n tin u es to  q u e s tio n  

th rough  to  th e  end.



DANCE OP THE WARRIORS 
By Howard Hanson

Area A rea I  
M easures 1-16

A rea I I  
M easures 17-32

A rea I I I  
M easures 33-^8

A rea IV 
M easures lv9-55

I .  QUALITY e x h ib i t io n expansion e x h ib i t io n c l im a c tic

I I .  INTENSITY 
1, Sound

A. F ab ric

homophonie homophonie homophonie homophonie
(ch o rd a l)

B. P ia n i s t i c  
E f f e c t

melody p lu s  
accompaniment

melody p lu s  
accompaniment

melody p lu s  
accompaniment

melody p lu s  
accompaniment 
( c h o rd a l)

0 . Mood e x c ite d somewhat 
more calm

e x c i te d in c re a s in g  in  
ex c item en t

D. Timbre b r i g h t , 
s tro n g

more mellow b r i g h t , 
s tro n g

b r i l l i a n t ,
f o r c e f u l

2 . Melody narrow  range 
c ont inuous

narrow  ran g e  
co n tin u o u s

narrow  range 
co n tinuous

narrow  range 
co n tinuous



DANCE OP THE WABRIORS ( c o n t in u e d )

Area A rea I  
M easures 1-16

Area I I  
M easures 17-32

A rea I I I  
M easures 33-^8

Area IV 
M easures U9-55

3 . Rhythm s ta b le  p u lse  
s ta b le  p a t t e r n

s ta b le  p u lse  
s ta b le  p a t te r n

s ta b le  p u lse  
s ta b le  p a t te r n

s ta b le  p u lse  
s ta b le  p a t te r n

Harmony d o r ia n  mode d o r ia n  mode d o r ia n  mode d o r ia n  mode

S. Touch m arca to ,
a c c e n ts

s lu r s m arca to ,
a c c e n ts

s l u r s , 
a c c e n ts

6 . Them atic 
M a te r ia l

th em a tic
s ta b le

c o n t r a s t
s ta b le

v a r i a t i  on 
grow ing

c o n t r a s t
growing

H I. DENSITY
1. H o riz o n ta l 

A. T hickness

averag e th ic k average average

B. Rate o f  
Change

s ta b le s ta b le s ta b le changing
dynamics

2 . V e r t ic a l  
A. T exture

b i l i n e a r b i l i n e a r b i l i n e a r t r i l i n e a r

vn



DANCE OF THE WARRIORS ( c o n t in u e d )

A rea A rea I A rea I I Area I I I A rea IV
M easures 1-16 M easures 17-32 M easures 33-48 M easures 49 -55

B. 8 ound monodynamic monodynamic monodynamic monodynamic
Q u a li t ie s b i t im b r ic b i t im b r ic b i t im b r ic b i t im b r ic

raonoactive to u ch m onoactive touch raonoactive touch raonoactive touch

C, R e la tio n homogene ous homogeneous homogeneous homogeneous
o f L ines
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DANCE OP THE WARRIORS 

By Howard Hanson

Ob.1 a c t iv e  A n a ly s is

S tr u c tu r e . The p ie ce  i s  d iv id ed  in to  fo u r  a r e a s .  

The s to p p in g  p la ce s  a re  determ ined  by changes in  them atic  

m a te r ia l .  Area one, m easures 1-16 , co n ta in s  an e x c it in g  

w a r- l ik e  melody w ith  an ac cen ted  accompaniment in  d ia to n ic  

descending  t h i r d s .  The in te n s i t y  le s se n s  in  a re a  two, 

m easures 17- 32 , which c o n s is ts  o f  a somewhat more l y r i c a l  

melody and a s lu r r e d  accompaniment. Area th r e e ,  measures 

33 -^8 , co n ta in s  th e  same melody as in  a re a  one. The 

accompaniment changes from  d ia to n ic  th i r d s  to  chrom atic 

t h i r d s .  Area f o u r ,  m easures 4 9 -5 2 , forms the c lim ax . I t  

co n ta in s  an e x ten s io n  from th e  end of th e  p rev io u s 

m elodic p h ra se , th e  minor t h i r d .  T his fragm ent i s  re p e a te d  

s e v e ra l  tim es as the  to p  o f  a ch o rd a l p assag e , fo llow ed  by 

s ix  r e p e t i t io n s  of th e  f i n a l  n o te ,  t r e a te d  s im i la r ly .  The 

shape o f  the e n t i r e  p iece  i s  ;

T h e o re tic a l com ponents. The p iece  i s  w r i t te n  in  

th e  d o rian  mode. The chrom atic  tones in  the accompaniment
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of th e  th i r d  s e c tio n  do n o t  a l t e r  th e  f la v o r  o f  th e  mode, 

s in c e  th e  melody rem ains s t r i c t l y  w ith in  i t s  l im i t a t io n s .

C om positional d e v ic e s . The main mode o f  composi­

t io n  i s  melody p lu s  accompaniment.

T ech n ica l A nalysis

The te c h n ic a l  p r e r e q u is i te s  f o r  t h i s  p iece  are  th e  

a b i l i t y  to  produce f o r c e f u l ,  v igo rous p la y in g  and f a c i l i t y  

w ith  bo th  d ia to n ic  and chrom atic double t h i r d s .

S y n th es is

T his e x c i t in g  p ie c e  produces a w a r- l ik e  atm os­

p h ere . The use o f  th e  d o rian  mode g iv es  i t  a p r im it iv e  

q u a l i ty .  Thus, one can im agine some type o f f o r c e f u l  

h and-to -hand  combat. Area two i s  le s s  in te n s e ,  which may 

in d ic a te  th a t  th e  w a rr io rs  do perhaps p o ssess  some g e n tle  

q u a l i t i e s .  Area th re e  i s  once ag a in  f o r c e f u l ,  w ith  the  

chrom atic tones in c re a s in g  in  i n t e n s i t y .  The exc item en t 

co n tin u es  to  b u ild  th roughou t th e  f i n a l  c rescendo  in to  

th e  c lim ax . Area fo u r  co n tin u es  to  in c re a s e  in  in te n s i t y  

up to  th e  two f i n a l  sfo rzando  ch o rd s . The p ie c e  as a 

whole i s  f i e r c e  and e x c i t in g .



" I  WON’T GOI" "OH YES YOU TOLL!" 
By Jane Young

A rea A rea I  
M easures 1-8

A rea I I  
Pleasures 9-13

A rea I I I  
M easures II4- I 8

A rea IV 
M easures 19-22

I .  QUALITY e x h ib i t io n e x h ib i t io n e x h ib i t io n c l im a c t ic

I I .  INTENSITY 
1 . Sound 

A. F ab ric

monophonic monophonic monophonic b ip h o n ic

B. P ia n is t io  
E f f e c t

m elodic m elodic m eIodic m elodic 
and f i g u r a i

C. Mood s e r io u s more e x c i te d s e r io u s angry

D. Timbre p a r t l y  b r ig h t  
p a r t l y  subdued

p a r t l y  b r ig h t  
p a r t l y  mellow

m ellow , 
growing 
to  b r ig h t

b r i l l i a n t

2 , Melody wide range wide range wide range averag e  range
a n g u la r a n g u la r a n g u la r a n g u la r
gapped gapped gapped gapped

vO



" I  WON'T GOI" "OH YES YOU WILLI" (co n tin u ed )

Area A rea I  
M easures 1-8

A rea I I  
M easures 9-13

A rea I I I  
M easures llj.-l8

A rea IV 
M easures 19-22

3 . Rhythm s ta b le  p a t te r n  
s ta b le  p u lse

s ta b le  p a t te r n  
s ta b le  p u lse

s ta b le  p a t t e r n  
s ta b le  p u lse

changing  p a t te r n  
changing  p u lse

i*. Harmony a to n a l
ch rom atic

a to n a l
ch rom atic

a to n a l
ch ro m atic

a to n a l
chrom atic

5 . Touch le g a to s ta c c a to  
and p o r ta to

s lu r s s ta c c a to  
and m arcato

6 , Them atic 
M a te r ia l

s ta b le
th em atic

s ta b le
th e m a tic

growing
th e m a tic

g ro iiing
th e m a tic

n i .  DENSITY
1 . H o riz o n ta l 

A, T h ickness

average average average average 
to  t h i c k

B, Rate o f 
Change

changing
dynamics

changing
dynamics

changing
dynamics

changing 
rhy thm ic p u ls e ,  
changing  
rhythm  p a t ­
t e r n s ,  changing 
dynamics

O



WON'T GO!" "OH YES YOU WILL!" (continued)

Area Area I 
Measures 1-8

Area II 
Measures 9-13

Area III 
Measures ll|.-l8

Area IV 
Measures 19-22

2, Vertical
A . Texture

monolinear monolinear monolinear bilinear

B . Sound
Qualities

monodynamic 
monotimbric 
monoactive touch

monodynamic 
monotimbric 
monoactive touch

monodynamic 
monotimbric 
monoactive touch

monodynamic 
monotimbric 
monoactive touch

C . Relation 
of Lines

does not apply does not apply does not apply heterogeneous
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" I  WON'T GO!"
"OH YES YOU WILL!"

By Jane Young

O bjec tive  A nalyais

S t r u c tu r e . The p iece  i s  d iv id ed  in to  fo u r  a r e a s .  

The s to p p in g  p la ce s  a re  de term ined  by changes in  th em atic  

u sag e . Area one, m easures 1 -8 , co n ta in s  fo u r  s h o r t  

p h ra se s , which seem to  be a  co n v e rsa tio n  between two 

people who a re  sa y in g , " I  w o n 't g o ,"  and "Oh yea you w i l l ."  

Area tw o, m easures 9-13» co n tin u es  th e  c o n v e rs a tio n , which 

becomes more anim ated th rough  th e  use of q u ic k e r  n o te  

v a lu e s . Area th r e e ,  m easures l l | - l 8 ,  i s  ag a in  co n v e rsa ­

t i o n a l ,  t h i s  time in  a more c o n tro l le d  manner u s in g  sh o r t 

tw o-note p h rases  spanning 7 th s  and 9 th s .  A rea f o u r ,  

m easures 19-22, has b o th  v o ices  speaking  s im u lta n eo u sly .

The an g er of th e  co n v e rsa tio n  i s  he igh tened  by th e  

in c re a se  in  tempo, dynamic l e v e l ,  and rhythm ic e f f e c t  

combined w ith  th e  rough m a r te l la to  to u c h . The shape o f  

th e  e n t i r e  p ie ce  i s :

EC

SSL
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Theoretical components. The piece is built on a 
series of seven tones :

O  e -

The tones are used randomly throughout the piece with 

equal emphasis, producing the absence of a tonal center. 

Wide intervals such as 7ths and 9ths produce very angular 

melodies and pointillistic effects. The only harmonic 

structures are the 2nds in area two.

Compositional devices. The piece is mainly mono­
phonic. The composer has been very specific in indicating 

the dynamics and contrasts in touch, as well as tempo 

changes.

Technical Analysis

Performance requires a sensitivity for the antici­

pated intensity of musical tone and timbre. The most 

difficult technical work occurs in area four where the 

rough martellato touch requires a decisive clarity with 

strength.

Synthesis

The listener can imagine the words of the title 

being sung throughout this piece. Perhaps it portrays an
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argument between a mother and her stubborn son. At the 
beginning of area three, they both make a renewed effort 
to control their tempers, but the intensity increases 
throughout the area. Both lose control in area four and 
begin speaking wildly. Apparently there is no winner.



NO. 16 PROM GRADUS I 
By Samuel Adler

Area Area I 
Measures I-I4.

Area II 
Measures S- 8

Area III 
Measures 9-10

I. QUALITY exhibition expansion closing

II. INTENSITY 
1. Sound

A. Fabric
polyphonic polyphonic clustered

B. Pianistio 
Effect

figurai figurai clustered

C. Mood dramatic serious tranquil

D . Timbre brilliant bright subdued

2. Melody nonmeIodic nonmeIodic nonmelodic

3. Rhythm stable pattern 
stable pulse

stable pattern 
stable pulse

stable pattern 
stable pulse

M
vn



NO. 16 PROM GRADUS I (continued)

Area Area I 
Measures l-if

Area II 
Measures $ - d

Area III 
Measures 9-10

i;. Harmony atonal
chromatic

atonal
chromatic

atonal
chromatic

5. Touch legato,
staccato,
portato

legato portato

6 . Thematic 
Material

stable
thematic

stable
variation

dying away 
thematic

m .  DENSITY
1 , Horizontal 

A. Thickness
average average average

B. Rate of 
Change

stable stable stable

2, Vertical 
A . Texture

multilinear multilinear bilinear

I-»
o\



NO. 16 FROM GRADUS I (continued)

Area Area I Area II Area III
Measures 1-i). Measures 5-8 Measures 9-10

B. Sound monodynamic monodynamic monodynamic
Qualities monotimbric monotimbric monotimbric

monoactive touch monoactive touch monoactive touch

C . Relation homogeneous homogeneous homogeneous
o f Lines

H»
-J
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NO. 16 FROM GRADUS I  

By Samuel A dler

Objective Analysis

S t r u c tu r e . The p ie c e  i s  d iv id e d  in to  th re e  a r e a s .  

The s to p p in g  p la c e s  a re  determ ined  by changes in  th em atic  

u sag e . A rea one, measures l-li., c o n ta in s  two s h o r t two- 

measure p h ra s e s . Each c o n s is ts  o f su ccess iv e  e n t r i e s  of 

s in g le  su s ta in e d  to n es  fo llow ed  by th e se  same tones p layed  

in  c l u s t e r s .  A rea two, m easures 5 -8 , i s  a  v a r ia t io n  of 

a re a  one, a g a in  based  on su c cess iv e  e n t r i e s  of s in g le  

to n e s . A rea th r e e ,  m easures 9 -10 , c o n s is ts  of v e ry  s o f t  

tone  c lu s te r s  spanning from  a ? th  to  a 9 th  in  b o th  hands. 

The shape o f th e  e n t i r e  p ie c e  i s :

EXrttSlTtON
% I EXPANSION

He

T h e o re tic a l  Components. The p ie c e  i s  a to n a l  and 

ch ro m a tic . The fo u r  and f iv e  tone c l u s t e r s  do n o t su g g est 

I d e n t i f i a b le  harm onies, b u t c o n s is t  o f  whole and h a l f  

s t e p s .

C om positional d e v ic e s . The p iece  i s  a  s tu d y  in  

tone c l u s t e r s .  The l i s t e n e r  hears  each  to n e  of the 

c l u s t e r  e n te r  s e p a ra te ly ,  th e n  h ea rs  a l l  to n es  sound
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s im u lta n eo u s ly . The f i n a l  c l u s t e r s  a re  random sounds, 

a lth o u g h  a few s p e c i f ic  sh a rp s  and f l a t s  a re  in d ic a te d .

T echn ica l A nalysis

The main te c h n ic a l  p r e r e q u is i te s  of t h i s  p ie c e  a re  

th e  a b i l i t y  to  handle s u s ta in e d  to n e s  th rough  th e  e n t r i e s  

of o th e r  to n es  and p la y in g  to n e  c lu s te r s  b o th  w ith  th e  

f in g e r s  and w ith  th e  palms o f  th e  hands.

S y n th e s is

The main f e a tu re  o f  t h i s  p ie ce  i s  th e  c la s h in g  

sounds of th e  tone  c l u s t e r s .  Rhythmic v a r ie ty  r e p la c e s  

m elodic i n t e r e s t .  The s o n o r i t ie s  of the  w idely -spanned  

f i n a l  c lu s te r s  a re  th e  most u n u su a l and c a p t iv a t in g  sounds 

of th e  p ie c e .



PURPLE 
By R o b ert S ta r e r

A rea A rea I  
C hordal P assages 

M easures 1-15

A rea I  
Doubled S in g le  
Line M elodies 
M easures 1-15

A rea I I  
M easures 16-19

I .  QUALITY e x h ib i t io n e x h ib i t io n c l im a c t ic
c lo s in g

I I .  INTENSITY 
1 . Soimd

A. F ab ric

c h o rd a l doubled
monophonic

c h o rd a l ,
homophonie

B. P ia n is t io  
E f f e c t

c h o rd a l m elodic m elodic

C, Mood m a je s t ic th o u g h tfu l combined e lem en ts 
o f  th e  two 
p re v io u s  moods

D. Timbre d a rk a  l i t t l e  
b r ig h te r

in c re a s in g  to  
b r i g h t ,  th e n  
d e c re a s in g

H
CDo



PURPLE (continued)

Area Area I 
Chordal Passages 
Measures 1-1$

Area I 
Doubled Single 
Line Melodies 
Measures 1-1$

Area II 
Measures 16-19

2. Melody mostly narrow
ranges,
continuous

narrow range, 
continuous

wide range, 
rising line, 
continuous

3. Rhythm stable stable stable

Harmony atonal
bichordal
chromaticism

atonal
chromaticism

atonal
bichordal
chromaticism

5. Touch legato legato legato

6 . Thematic 
Material

thematic
stable

thematic
stable

thematic 
growing, then 
dying away

m .  DENSITY
1. Horizontal 

A. Thickness
average average average

03



PüRPIE (continued)

A rea A rea I  
C hordal P assages 

M easures l - l 5

A rea I  
D oubled S in g le  
L ine M elodies 
M easures 1-1$

A rea I I  
M easures 16-19

B. Rate of changing changing changing
Change dynam ics and dynam ics and dynam ics and

te x tu re s te x tu r e s te x tu r e s

2 . V e r t ic a l b i l i n e a r b i l i n e a r b i l i n e a r
A. T exture

B. Sound monodynaraic monodynamic monodynamic
Q u a l i t ie s m onotim bric m onotim bric b i t im b r ic

m onoactive touch m onoactive to u c h m onoactive to u ch

C. R e la tio n homogeneous homogeneous homogeneous
of L ines

H*
M
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PURPLE 

By Robert Starer

Objective Analysis

Structure. This piece is really just one big 

exhibition area, with a climactic closing area at the end. 
Identifiable cadences are not apparent because of the 
bichordal writing, and its resulting lack of tonal center. 
Identifiable phrases are determined by rhythmic pauses 
through the use of longer notes at the end of phrases, 
and by the interjection of the short melodic fragments, 
which are doubled single lines. The climactic closing 
area (measures 1 6-1 9 ) is determined by the dramatically 
rising upper line coupled with the descending lower line, 
the longer chords sustained through the melodic fragments, 
and the sudden increase and decrease of intensity pro­
duced by the changing dynamics. The shape of the entire 
piece is:

cui«AcT»c

E X H \ 0 >-ri0 Aj--------
X  ®

Theoretical components. The polychords are 
produced by triads in the upper line being played simul­
taneously with unrelated fourths and fifths in the lower
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line. The result of these unrelated sounds, along with 
Chromatisicm, produces the lack of a tonal center.

Compositional devices. The piece is constantly 
alternating between the chordal passages and the melodic 
passages. It is basically two lines with parallel 
rhyfrunic patterns throughout. The two chordal lines 
usually move in contrary motion. The melodic lines are 
played three octaves apart, producing a hollow sound.

Technical Analysis
The main technical prerequisites are tonal 

imagination and the ability to handle legato chords and 
legato pedaling.

Synthesis
The parallel rhythmic motion of the chordal 

passages produces a majestic atmosphere, like that of a 
stately procession. The melodic interjections are like 
thoughtful, fanciful imaginings in the midst of much pomp 
and ceremony. In measures I7 and I8, the melodies are 
like reminiscenses, which at this point seem less 
important.



CHAPTER V 

THE PEDAGOGICAL RESOTJRCB, PART I I

C ontinu ing  th e  p r e s e n ta t io n  o f th e  a p p l ic a t io n  o f 

perform ance a n a ly s is  to  s e le c te d  tw e n tie th  c e n tu ry  p iano  

m usic , th e  c u r re n t  c h a p te r  p ro v id e s  th e  a n a ly s is  o f  th o se  

p ie c e s  w hich may be c o n s id e red  to  be w ith in  th e  i n t e r ­

m ediate c a te g o ry ; t h a t  i s ,  ap p ro x im ate ly  th e  se v e n th  

th ro u g h  t e n th  y ea rs  o f  s tu d y .

Follow ing  i s  an index  to  th e  com positions in  an 

approxim ate o rd e r  o f  d i f f i c u l t y :

Page

" I n t r a t a "  by F lo r  P e e te rs  ..........................................................  18?

"Grey" by R obert S ta r e r .................................................................. 193

"Enchantm ent" by Howard H a n s o n ................................................. 202

"A Day-Dream" by V irg i l  T hom son ................................................. 210

"For Susanna Kyle" by Leonard B e r n s t e i n ................................ 218

No. 2 from  K leine K lav ierm usik  by P au l H indem ith . . 22i(.

"The F lic k e r in g  Candle" by B ernard W a g e n a a r ....................... 229

"B a g a te lle  No. 6" by B ela B a r t o k ..............................................235

"M idnight B e ll"  by A lan H o v lia n e ss ..............................................21&1

"Sunday A fternoon  Music" by Aaron C o p la n d ............................2ij.7

"N ight Song" by Norman D e llo  J o i o ..............................................256

185
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Page
No. 17 from Gradue II by Samuel Adler................. 26i|.
No. U from SeOhs Kleine Klavieratucke by

Arnold Schoenberg............................ 2?0
"Staraoape" by Robert Helpa... ...................... 275
No. k from Five Gapricea by Robert Starer.............. 280



INTRATA 
By Flor Peeters

Area Area I 
Measures 1-8

Area II 
Measures 9-18

Area III 
Measures 19-2S

Area IV 
Measures 26-33

I. QUALITY exhibition expansion exhibition climactic

II. INTENSITY 
1. Sound 

A. Fabric
chordal chordal chordal chordal

B. Pianistio 
Effect

chordal chordal chordal chordal

C . Mood martial
excited

martial
excited

martial
excited

martial
triumphant

D. Timbre brilliant brilliant brilliant brilliant 
more powerful

2. Melody medium range 
continuous

medium range
repetitive
sequences

medium range 
continuous

medium range 
continuous

CD-0



INTRATA (continued)

Area Area I Area II Area III Area IV
Measures 1-8 Measures 9-18 Measures 19-25 Measures 26-33

3. Rhythm stable stable stable stable

4. Harmony obscured A major obscured D major obscured A major obscured D major
tonality, much to E major tonality, much to A major
chromaticism tonality, much chromaticism tonality, much

chromaticism chromaticism

5. Touch legato, slurs. slurs, portato. legato, slurs. portato.
portato staccato portato staccato

6 . Thematic stable stable stable stable
Material thematic variation thematic thematic

ni. DENSITY average average average average
1. Horizontal

A. Thickness

B, Rate of unstable unstable unstable tonality more
Change tonality, all tonality, all tonality, all stable than

other qualities other qualities other qualities before
stable stable stable »-*

CD
CD



INTRATA (c ontinued)

Area Area I 
Measures 1-8

Area II 
Measures 9-18

Area III 
Measures 19-25

Area IV 
Measures 26-33

2. Vertical 
A . Texture

multilinear multilinear multilinear multilinear

B. Sound 
Qualities

monodynamic 
monotimbric 
monoactive touch

monodynamic 
monotimbric 
raonoactive touch

monodynamic 
monotimbric 
monoactive touch

monodynamic 
monotimbric 
monoactive touch

G. Relation 
of Lines

homogene ous homogene ous homogeneous homogene ous

H
CDvO
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INTRATA 

By F lo r  P e e te rs

Objective Analysis

S t r u c tu r e . The p ie c e  i s  b u i l t  around m a r t ia l- ty p e  

f ig u r e s .  I t  i s  d iv id ed  in to  fo u r  a re a s  determ ined  by 

changes in  th e  th em atic  use  o f  th e se  f ig u r e s .  Area one, 

m easures 1 -6 , exposes th e  b a s ic  m usica l m o tiv es . Area 

tw o, m easures 9- 18 , expands on th e se  m otives by u s in g  

them s e q u e n t ia l ly .  Area th r e e ,  m easures 19-25 , b eg in s as 

a re a  one, b u t changes to  p itc h e s  a s te p  low er in  m easures 

21-25 . Area f o u r  i s  a  c l im a c tic  c lo s in g  a r e a .  The shape 

o f th e  e n t i r e  p ie c e  i s :

CLIMACTIC
E) c H i O \ T \ o m  I E X P A N S I O N !  £ X H i o i t i o m

m

T h e o re tic a l  com ponents. The p ie c e  i s  composed of 

t r i a d s  w ith  o c c a s io n a l sev en th  c h o rd s . A lthough th e re  

seems to  be a b a s ic  f e e l in g  f o r  t o n a l i t y  as  a r e s u l t  of 

a l l  th e  id e n t i f i a b l e  ch o rd s , an  a c tu a l  to n a l  c e n te r  i s  

obscured  in  v a r io u s  p la c e s  th rough  th e  use  o f much 

ch rom atic ism .
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Compositional devices. The prevalent use of 
triads produces a martial atmosphere. There is a 
rhythmic sameness and much parallel motion in all the 
parts, with some contrary motion in the outer voices.

Technical Analysis
The main technical prerequisites are the ability 

to play legato double notes and triads, and to produce a 
brilliant sound. A good legato fingering is essential. 
Students should be taught how to slightly lift those 
notes which cannot be connected, in order to produce a 
perfect legato on those which can. An example of this 
kind of technique is found in measure 1$ , beats 2 and 3 , 
The entire two-beat chord should first be blocked (1 on 
C, 2 on E, 3 on G, ^ on B), T#en play the first chord, 
lift the E and G, preparing the second chord. When 
moving to the second chord, a perfect legato can be ob­
tained between B and G, The E and G of the first chord 
have to be lifted slightly because they must be repeated 
in the second chord. This technical procedure applies to 
many other places in this piece. Some judicial use of 
the pedal is also helpfil on the slurs, and for sonority 
in area four.

Synthesis
An intrata is an entrance piece in the character 

of a trumpet fanfare. In this piece, the high register
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and use o f  t r i a d s  in  p a r a l l e l  m otion g iv e  t h i s  im p ress io n . 

In  o th e r  p la c e s  one can Imagine f u l l  b ra s s  i n  a d d i t io n  to  

th e  tru m p e ts . The p ie c e  b eg in s  w ith  an i n t e n s i t y  which i s  

m a in ta in ed  th roughou t and in c re a se d  in  th e  end . At t h i s  

p o in t ,  th e  p erso n  whose e n tra n c e  was b e in g  announced has 

a r r iv e d ,



GREÏ 
By Robert Starer

Area Area I 
Measures 1-2

Area II 
Measures 3-6

Area III 
Measures 7-8

Area IV 
Measures 9-13

I. QUALITY anticipation exhibition closing exhibition

II. H^TENSITY 
1. Sound

A . Pabri c
chordal biphonic chordal biphonic

B, Pianistic 
Effect

coloristic two
interdependent 
melodic lines

coloristic two
int e rdo pendent 
melodic lines

C . Mood serious, 
objective

more animated thoughtful more animated

D. Timbre dark mellow dark mellow

2. Melody nonmelodic wide range 
continuous 
angular

nonmelodic wide range 
continuous

M
sOu>



GREY (continued)

Area Area I 
Measures 1-2

Area II 
Measures 3-6

Area III 
Measures 7-8

Area IV 
Measures 9-13

3. Rhythm stable stable stable stable

i|.. Harmony atonal atonal atonal atonal

5. Touch legato legato legato legato

6 . Thematic 
Material

stable
nonthematic

stable
nonthematic

stable
nonthematic

growing, then 
dying away 
nonthematic

m .  DENSITY
1, Horizontal 

A. Thickness
average average average average

B. Rate of 
Change

stable stable stable stable

2 . Vertical 
A. Texture

multilinear bilinear multilinear bilinear

\P



GREY ( c on t inue  d )

Area Area I Area II Area III Area IV
Measures 1-2 Measures 3-6 Measures 7-8 Measures 9-13

B. Sound inonodynamic monodynamic monodynamic monodynaraic
Qualities monotimbric monotimbric monotimbric monotimbric

monoactive touch monoactive touch monoactive touch monoactive touch

C. Relation homogeneous he terogene ous homogeneous he terogeneous
of Lines

M
vO
VA



GREY (continued)

Area Area V 
Measures

Area VI 
Measures 16-18

I. QUALITY closing closing

II. INTENSITY 
1 . Sound

A. Fabric
chordal monophonic

B. Pianistic 
Effect

coloristic coloristic

G . Mood thoughtful serious

D. Timbre dark dark

2, Melody nonmelodic extremely wide, 
sweeping from low 
bass to high 
treble (rising)

3. Rhythm stable stable

vOO



GREY ( c ont inue d )

Area Area V 
Measures 1^-1^

Area VI 
Measures 16-18

Harmony atonal atonal

5. Touch legato legato

6 . Themat ic stable dying away
Material nonthematic nonthematic

ni. DENSITY
1. Horizontal 

A, Thickness
average average

B. Rate of stable stable
Change

2. Vertical 
A . Texture

multilinear multilinear



GREY ( c ont inue d )

Area Area V Area VI
Measures 1^-1^ Measures I6 - 1 8

B. Sound monodynaraic monodynaraic
Qualities monotimbric monotimbric

raonoactive touch. raonoactive touch

C. Relation homogeneous horaogene ous
of Lines

vOOo
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GREY 

By R obert S ta re r

O b je c t iv e  A n a ly s is

S t r u c tu r e . The p iece  i s  d iv id ed  in to  s ix  sm all 

a re a s  o f  d i f f e r e n t  q u a l i t i e s .  The s to p p in g  p la c e s  a re  

determ ined  by changes in  th e  m o tiv ic  p a t t e r n .  Area one, 

m easures 1 -2 , i s  an a n t ic ip a t io n  a re a  m ainly  due to  i t s  

p o s i t io n  a t  the  beg in n in g  o f  th e  p ie c e .  I t  does n o t have 

th e  i n t e r e s t  u s u a lly  a s s o c ia te d  w ith  an  e x h ib i t io n ,  b u t 

s e ts  the s ta g e  f o r  what i s  to  fo llo w . Area tw o, measures 

3 -6 , i s  more i n t e r e s t i n g  due to  the  more a c t iv e  rhythm  and 

the  im portance o f th e  tone row. Area th r e e ,  m easures 7 -8 , 

c lo se s  o f f  th e  p reced in g  a re a  w ith  a slow ing of the rhythm  

and th e  absence o f  m elodic i n t e r e s t .  A rea f o u r ,  m easures 

9 -1 3 , i s  a  second e x h ib it io n  w ith  once a g a in  a c t iv e  rh y th ­

mic and m elodic i n t e r e s t .  Area f iv e ,  m easures 1 ^ -1 ^ , i s  

s im ila r  to  a re a  th r e e ,  and p ro v id es  a c lo s in g  f o r  a rea  

fo u r .  A rea s ix  fu rn is h e s  a c lo s in g  f o r  th e  e n t i r e  p iece  

as th e  to n e  c o lo rs  g ra d u a lly  fad e  away by means o f a dim in­

ish in g  dynamic l e v e l .  The shape of th e  e n t i r e  p iece  i s :

E X H I B I T I O N  E X H I B I T I O N

I c L O i l N C r  I  IT I c u O S l A I C

St
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T h e o re tic a l com ponents. As i s  ty p ic a l  of a to n a l  

w r i t in g ,  t h i s  p iece  i s  h ig h ly  ch ro in a tic . Many 7 th s and 

2nds a re  used  bo th  m e lo d ic a lly  and in  v e r t i c a l  s t r u c t u r e s .  

The to n e  row employed i s :

•e-I * o

O ...........— "'O' #  o  ' —
3  M y  c  7  f  , o  I I  I I

T his appears in  m easures 3-1+ (upper l in e )  and m easures 

1+-5 (low er l i n e ) .  An in v e rs io n  o f  th e  row fo llo w s in  

m easures 5 -6 . R etrog rade  i s  i n  th e  upper l i n e  in  m easures 

9-10 and in  th e  lower l i n e  in  m easures 9-12 and I 6 - I 8 . 

R e tro g rad e  in v e rs io n  i s  p re s e n t  in  measure 11 beg inn ing  

w ith  th e  l a s t  n o te  o f th e  low er l in e  th ro u g h  measure 13. 

The a re a s  which a re  ch o rd a l a ls o  use a l l  12 to n e s ,  b u t n o t 

in  sequence.

Technical Analysis

The main te c h n ic a l  p r e r e q u is i te s  a re  to n a l 

im agery and th e  a b i l i t y  to  m u s ic a lly  hand le  two s im u l­

taneous m e lo d ie s .

Synthesis

The p ie c e  i s  a s tu d y  in  tone  c o lo r .  I t  a l t e r n a te s  

between a re a s  o f ch o rd a l s t r u c tu r e s  and m elo d ies . The
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t i t l e  and slow  tempo in d ic a t io n  su g g ests  a s e r io u s ,  

o b je c tiv e  app ro ach . When l i s t e n in g  to  th i s  p ie c e ,  one 

sim ply en joys th e  v a r ie ty  o f so u n d s.



ENCHAIîTI-ENT 
B y Howard H an son

Area Area I 
Measures 1-10

Area II 
Measures II-IJ4.

Area III 
Measures 15-22

Area IV 
Measures 23-30

I. QUALITY exhibition expansion climactic exhibition

II, INTENSITY 
1. S oimd

A . Fabric
homophonie homophonie homophonie homophonie

B. Pianistic melody plus melody plus melody plus melody plus
Effect accompaniment accompaniment accompaniment accompaniment

C . Mood thoughtful hopeful triumphant thoughtful

D. Timbre mellow brighter brilliant, then 
decreasing

mellow

2. Melody narrow range 
continuous

narrow range 
continuous

medium range 
continuous

narrow range 
continuous

f u
8



ENCHAUTMENT (c ont inued)

A rea A rea I  
M easures 1-10

A rea I I  
M easures l l - l l |

A rea I I I  
M easures 15-22

A rea IV 
M easures 23-30

3 . Rhythm s ta b le s ta b le s ta b le s ta b le

i |.  Harmony obscured  A m inor 
t o n a l i t y

obscured  A m inor 
t o n a l i t y

obscured  A minor 
t o n a l i t y

obscured  A minor 
t o n a l i t y

5 . Touch le g a to le g a to le g a to le g a to

6 . Them atic 
M a te r ia l

th em atic
s ta b le

c o n t r a s t
growing

c o n t r a s t  
g row ing , th e n  
dy ing  away

th em atic
s ta b le

n i .  DENSITY
1. H o riz o n ta l 

A. T hickness

th in th in th in th in

B. R ate o f  
Change

a l l  q u a l i t i e s  
s ta b le

a l l  q u a l i t i e s  
s ta b le

in c r e a s in g ,  th en
d im in ish in g
dynamics

a l l  q u a l i t i e s  
s ta b le

fuo



ENCHANTMENT (c o n t in u e d )

Area Area I  
M easures 1-10

rire a  I I  
M easures l l - l l |

A rea I I I  
M easures 1^-22

A rea iV 
M easures 23-30

2. V e r t ic a l  
A, T exture

b a s ic a l ly  
t r i l i n e a r

b a s ic a l ly  
t r i l i n e a r

t r i l i n e a r  and 
b i l i n e a r

b a s ic a l ly
t r i l i n e a r

B. S ound
Q u a li t ie s

monodynamc 
b i t i r a b r ic  
raonoactive touch

monodynamic 
b i t i r a b r ic  
raonoactive to u ch

monodynaraic 
b i t i r a b r ic  
raonoactive touch

monodynaraic 
b i t i r a b r ic  
raonoactive touch

C. R e la t io n  
o f L ines

homogeneous homogeneous horaogeneous homogeneous

I



ENCHANTMENT ( c o n t in u e d )

A rea A rea V 
M easures 31-35

I .  QUALITY c lo s in g

I I .  INTENSITY 
1 . Sound

A. F a b ric

homophonie

B. P ia n i s t i c  
E f f e c t

melody p lu s  
ac c ompaniment

C. Mood p e a c e fu l

D. Timbre mellow

2 . Melody medium ran g e  
co n tinuous

3 . Rhythm s ta b le

ro



ENCHANTMENT ( c o n t in u e d )

A rea A rea V 
M easures 31-35

4 . Harmony obscured  A m inor 
t o n a l i t y

5 . Touch le g a to

6 . Them atic 
M a te r ia l

th em atic  
dy ing  away

m .  DENSITY
1 . H o riz o n ta l 

A. T hickness

th in

B. R ate o f  
Change

s ta b le

2« V e r t ic a l  
A. T ex tu re

b i l i n e a r



ENCHANTMENT ( c o n t i n u e d )

Area A rea V
M easures 31-35

B, Sound monodjnamlc
Q u a li t ie s  b i t im b r ic

itionoactive to u c h

C. R e la t io n  homogeneous 
o f L ines

roo-o
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ENCHANTMENT 

By Howard Hanson

Objective Analysis

S tr u c tu r e . The p ie c e  i s  d iv id ed  in to  f iv e  a r e a s .  

The s to p p in g  p la c e s  a re  determ ined  by changes in  th em atic  

m a te r ia l ,  dynam ics, and momentum. Area one, m easures 1-10, 

co n ta in s  a s o u lfu l  melody and a chordal accompaniment, 

which o f te n  take  on the  c h a ra c te r  of in te rd e p en d e n t l i n e s .  

Area two, m easures 11-li]., i s  c o n s tru c te d  much l ik e  th a t  

o f the  f i r s t  a re a , bu t g iv e s  a  f e e l in g  o f  e x p e c ta tio n .

Area th r e e ,  m easures 15-22 , forms th e  clim ax (measure 1 6 ) , 

th en  dw indles in to  a r e p e t i t i v e  f ig u re  w ith  g ra d u a lly  

d im in ish in g  dynamics and momentum. Area fo u r ,  m easures 

23-30 , i s  th e  same as th e  f i r s t  a r e a ,  tran sp o sed  up an 

o c tav e . Area f i v e ,  m easures 31-35» i s  the  c lo s in g  a re a .

I t  b eg ins as th e  l a s t  two m easures o f  the  f i r s t  a re a  and 

i s  drawn o u t, g ra d u a lly  dying  away. The shape of th e  

e n t i r e  p iece  i s :

cut riACTie
g%PAW3i04

C X H I B I T I O W  I „  \  g X H l O l T t O M _

T h e o re tic a l com ponents. The p ie ce  i s  b a s ic a l ly  in  

A m inor, w ith  a p rev a len ce  o f  b o th  P n a tu r a l  and P sh a rp .
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G n a tu r a l  and G sh a rp . The harmonies a re  o f te n  c o lo r fu l  

and n o n t r a d i t io n a l ,  a lth o u g h  th e  p resence  o f  enough t r a d i ­

t io n a l  harm onies does g ive an Â minor f e e l in g .

C om positional d e v ic e s . The mode o f com position  i s  

b a s ic a l ly  melody p lu s  accompaniment. There i s  some e v i ­

dence o f  in te rd e p en d e n t l i n e s ,  a lth o u g h  th e  upper m elodic 

l in e  always rem ains th e  most im p o rta n t.

T echn ica l A n aly sis

The main te c h n ic a l  p r e r e q u is i te s  a re  th e  a b i l i t y  

to  produce a le g a to  l in e  w ith  s in g in g  to n e , h an d lin g  o f 

in te rd e p en d e n t l i n e s ,  and f a c i l i t y  in  peda l te c h n iq u e .

S y n th es is

This th o u g h tfu l l i t t l e  p iece  re q u ire s  a  s e r io u s ­

n ess  o f  purpose which may be d i f f i c u l t  f o r  a young p la y e r  

to  ach iev e . The enchan ting  elem ent e x i s t s  sim ply  in  th e  

beau ty  of m usica l tone w ith o u t any e x tra -m u s ic a l im p lic a ­

t io n s .



A DAY-DREAM 
By Virgil Thomson

Area Area I  
M easures 1-5

Area I I  
M easures 5-8

A rea I I I  
M easures 8-11).

A rea IV 
M easures 15-22

I .  QUALITY e x h ib i t io n e x h ib i t io n expansion c l im a c t ic

I I .  INTENSITY 
1. Sound

A. F a b ric

homophonie b ip h o n ic b ip h o n ic b ip h o n ic

B. P ia n i s t i c  
E f f e c t

melody p lu s  
ac c ompaniment

two
i n t e r  de pendent 
m elodic l in e s

two
in te rd e p e n d e n t 
m elodic l in e s

two
in te rd e p e n d e n t 
m elodic l in e s

C, Mood t r a n q u i l t r a n q u i l more e x c i te d jo y o u s , th e n  
su b s id in g

D. Timbre mellow mellow b r ig h te r b r i l l i a n t ,  th e n  
d e c re a s in g

2 . Melody wide ran g e  
co n tin u o u s

average  range 
co n tin u o u s

wide ran g e  
co n tin u o u s

wide range 
co n tin u o u s

roHo



A DAY-BREA14 ( c o n t in u e d )

A rea A rea I  
M easures 1-5

A rea I I  
M easures $-8

A rea I I I  
M easures 8-lij.

A rea -V 
M easures 15-22

3 , Rhythm s ta b le  p u lse s ta b le  p u ls e s ta b le  p u lse s ta b le  p u lse
s ta b le  p a t te r n s ta b le  p a t te r n s ta b le  p a t te r n s ta b le  p a t t e r n

U. Harmony obscured obscured obscured obscured
t o n a l i t y t o n a l i t y t o n a l i t y t o n a l i t y

5 . Touch le g a to le g a to le g a to le g a to

6 . Them atic th em atic th em atic th em atic th em a tic
M a te r ia l s ta b le s ta b le s ta b le s ta b le

m .  DENSITY average to average to average average to
1 . H o riz o n ta l th ic k th ic k th ic k

A. T hickness

B. R ate o f s ta b le s ta b le s ta b le s ta b le
Change

2 , V e r t ic a l t r i l i n e a r b i l i n e a r b i l i n e a r b i l i n e a r
A. T ex tu re

iv>



A DAY-DREAM ( c o n t in u e d )

A rea A rea I  
M easures 1-5

A rea I I  
M easures 5-8

A rea I I I  
M easures 8 - l l |

A rea IV 
M easures 15-22

5 . Sound
Q u a l i t ie s

monodynamic 
b i t im b r ic  
raonoactive to u ch

monodynaraic 
m onotiiribric 
raonoactive to u c h

monodynaraic 
m onotim bric 
raonoactive to u ch

monodynaraic 
m onotim bric 
raonoactive touch

C. R e la tio n  
o f  L ines

homogeneous he te ro g e n e  ous h e tero g en eo u s h ete ro g en eo u s



A DAY-DREAM (c c a it in u e d )

A rea A rea V 
M easures 23-2?

I .  QUALITY c lo s in g

I I .  INTENSITY 
1. Sound 

A. F ab ric

homophonie

B. P ia n i s t i c  
E f f e c t

melody p lu s  
ac c ompan im ent

C. Mood t r a n q u i l

D. Timbre mellow

2 . Melody average  range 
co n tin u o u s

3 . Rhythm s ta b le  p a t t e r n  
s ta b le  p u lse

ru
G



A DAY-DREAM ( c o n t in u e d )

A rea A rea V 
M easures 23-27

1|. Harmony obscured
t o n a l i t y

5 . Touch le g a to

6 . Them atic th e m a tic
M a te r ia l dy ing  away

m .  DENSITY
1. H o riz o n ta l 

A. T hickness

average to  th ic k

B. R ate of 
Change

s ta b le

2 . V e r t ic a l  
A. T ex tu re

t r i l i n e a r

tu



A DAY-DREAM (c o n t in u e d )

A rea A rea V 
M easures 23 -2?

B. Sound monodjnamic
Q u a l i t ie s b i t im b r ic

m onoactive to u ch

C. R e la t io n homogeneous
o f L ines

ru
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A DAY-DREAI4 

By V ir g i l  Thomson

Objective Analysis

S tr u c tu r e . The p ie c e  i s  d iv id e d  in to  f iv e  a r e a s .

The s to p p in g  p la c e s  a re  determ ined  by changes in  th em atic

m a te r ia l  and v e r t i c a l  t e x tu r e .  A rea one, m easures 1-5> 

c o n s is ts  o f melody and accom panim ent. A rea tw o, m easures 

5 -8 , c o n ta in s  two in te rd ep en d en t m elodic l i n e s .  Area 

th r e e ,  m easures 8.-11), c o n s is ts  o f  two in te rd e p e n d e n t 

m elodic l in e s  w hich a re  somewhat I m ita t iv e .  A rea f o u r ,  

m easures 15-22 , b eg in s as a canon in  o c ta v e s . Measures 

20-22 c o n s is t  o f  two in te rd e p e n d e n t m elodic l i n e s .

A rea f i v e ,  m easures 23 -26 , i s  s im i la r  t o  a r e a  one. I t  i s  

composed o f  melody and accompaniment, and ta p e rs  o f f  in to  

th e  c lo s in g .  The shape o f th e  e n t i r e  p ie c e  i s :

EXH l f t lT tOM L S K H i e i T i O V  “

X  JL

T h e o re t ic a l  com ponents. The p iece  i s  c lo s e r  to  

E m inor th an  any o th e r  lœ y. The t o n a l i t y  i s  obscured  by 

th e  use  o f  chrom atic  to n e s  w ith  f re q u e n t appearances o f  

s h o r t  w hole-tone p assag es  th roughou t th e  p ie c e . The f i n a l  

cadence i s  on th e  dom inant chord .



217

C om positional d e v ic e s . There a re  a v a r ie ty  of 

modes o f com position  in  t h i s  p ie c e . They in c lu d e  melody 

p lu s  accompaniment, in te rd e p e n d e n t m elodic l i n e s ,  and 

canon a t  th e  o c ta v e . An in t e r e s t i n g  f e a tu re  i s  th e  

Baroque s ty le  t r i l l  in  th e  end.

T ech n ica l A n aly sis

The main te c h n ic a l  p r e r e q u is i te s  a re  th e  a b i l i t y  

to  produce a s in g in g  to n e  and p ro p er b a lan ce  between melody 

and accompaniment, and to  hand le  m u s ic a lly  th e  two i n t e r ­

dependent m elodic l i n e s .

S y n th esis

When h e a rin g  t h i s  p ie c e , one can im agine a day- 

dream er going  th rough  a v a r ie ty  o f  moods. The music 

b eg in s in  a p en siv e  s t y l e ,  in c re a se s  in  i n t e n s i t y ,  th e n  

su b s id es  to  th e  o r ig in a l  mood. The m usic a t  tim es sounds 

q u ite  im p ro v isa to ry , which adds to  th e  e f f e c t  o f  th e  

day-dream .



FOR SUSANNA KYLE 
By Leonard B e rn s te in

A rea A rea I  
M easures 1-8

A rea I I  
M easures 9-lU

A rea I I I  
M easures 15-20

A rea IV 
M easures 20-23

I .  QUALITY e x h ib i t io n c l im a c tic e x h ib i t io n c lo s in g

I I .  INTENSITY 
1 . Sound 

A. F ab ric

homophonie po lyphon ic homophonie homophonie

B. P ia n i s t i c  
E f f e c t

melody p lu s  
accompaniment

melody p lu s  
ac c ompaniment

melody p lu s  
ac  c ompaniment

melody p lu s  
ac c ompan im ent

C. Mood p e a c e fu l a  l i t t l e  more 
e x c i te d

p e a c e fu l t o t a l  s e r e n i ty

D. Timbre mellow a  l i t t l e  
b r ig h te r

mellow subdued

2 . Melody averag e  ran g e  
sp o ra d ic  
a n g u la r—7 th a , 
8 th s ,  9 th s

average  ran g e  
co n tin u o u s

averag e  range 
sp o ra d ic  
a n g u la r—7 th s , 
8 th s , 9 th s

averag e  range 
sp o ra d ic

fo(-*
CO



FOR SUSANNA K ÏIE  ( c o n t in u e d )

Area A rea I  
M easures 1-8

A rea I I  
M easures 9 -lil

A rea I I I  
M easures 15-20

A rea IV 
M easures 20-23

3 . Rhythm m o stly  s ta b le changing  p u lse  
s ta b le  p a t te r n s

m o stly  s ta b le s ta b le

U. Harmony 0 m ajor t o n a l i t y  
many 3rds 
and 5 th s

obscured  
t o n a l i t y  
perh ap s B m inor

E m ajo r t o n a l i t y  
many 3 rd s 
and 5 th s

C m ajor t o n a l i t y  
many 3 rd s 
and 5 th s

Touch le g a to le g a to le g a to le g a to

6 . Them atic 
M a te r ia l

th e m atic
s ta b le

th e m a tic  
g row ing , th e n  
dy ing  away

th e m atic
s ta b le

th em a tic  
fragm en t 
dy ing  away

n i .  DENSITY
1 . H o r iz o n ta l 

A. T h ickness

average average average average

B. R ate  o f 
Change

a l l  q u a l i t i e s  
s ta b le

a l l  q u a l i t i e s  
s ta b le

a l l  q u a l i t i e s  
s ta b le

a l l  q u a l i t i e s  
s ta b le

nO



FOR SUSANNA KYLE ( c o n t in u e d )

Area A rea I  
M easures 1-8

A rea I I  
M easures 9 - li t

A rea I I I  
M easures 1^-20

A rea IV 
M easures 20-23

2 . V e r t ic a l  
A. T exture

t r i l i n e a r t r i l i n e a r t r i l i n e a r t r i l i n e a r

B. S ound
Q u a l i t ie s

monodynamic 
b i t im b r ic  
m onoactive to u ch

monodynamic 
m u lt i t im b r ic  
m onoactive to u c h

monodynamic 
b i t im b r ic  
raonoactive touch

monodynamic 
b i t im b r ic  
m onoactive touch

C. R e la t io n  
o f L ines

homogeneous homogeneous homogeneous homogeneous

o
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FOR SUSANNA KÏLE 

By Leonard B e rn s te in

Objective Analysis

S t r u c tu r e . The p ie c e  i s  d iv id e d  in to  fo u r  a r e a s .  

The s to p p in g  p la c e s  a re  determ ined by changes in  te x tu re  

and th em atic  m a te r ia l .  A rea one, m easures 1 -8 , c o n ta in s  

a  p la in t iv e  m elody, w hich i s  fragm ented  by th e  use o f  

lo n g e r n o te s  i n t e r j e c t e d  in to  a s e r i e s  of s te a d y  e ig h th  

n o te s .  The melody i s  a n g u la r , w ith  s e v e ra l  descend ing  

m elodic y th s ,  8 th s ,  and 9 th s .  The two o th e r  l i n e s  a re  

le s s  a c t iv e ,  t h e i r  main fu n c tio n  b e in g  to  form  harm onies. 

Area tw o, m easures 9 -1 4 , in tro d u c e s  new th em atic  m a te r ia l  

and a more a c t iv e  b ass  l i n e .  The in te n s i ty  o f  th i s  a r e a  

i s  h e igh tened  by p u t t in g  a l l  v o ic e s  in  a h ig h e r ran g e .

The in te n s i t y  o f the  a r e a  is  d ec reased  a t  th e  end by th e  

use o f a  low er ran g e , a  decrescen d o , and a r i t a r d .  Area 

th r e e ,  m easures 1^-20 , i s  a r e p e t i t i o n  o f  th e  f i r s t  s ix  

b a rs  o f  a re a  one, w ith  th e  p i tc h  a t h i r d  h ig h e r . Area 

fo u r  i s  a c lo s in g  a re a  based  on th e  l a s t  two measures of 

a re a  one. The shape o f  th e  e n t i r e  p iece  i s :

 ____ CLI MACTI CfXHiûiTiof»/ r% “~ ie x H i O i r i o w
^  ^  --------------- — — I C L O ^ I A / C r

JX
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T h e o re tic a l  com ponents. The harm onic s t r u c tu r e  o f 

th i s  p ie c e  i s  q u ite  s im p le ; w ith  many id e n t i f i a b l e  t r i a d s  

and se v e n th  ch o rd s . The m elodic 3 rd s  and 5 th s o f te n  g ive 

harmonic im p l ic a t io n s .  There i s  a  b a s ic  to n a l i t y  f o r  

a re a s  one, th r e e ,  and f o u r .  The chords f i t  in to  th e  

t h e o r e t i c a l  scheme even though th ey  a re  n o t  used fu n c tio n ­

a l l y .  The to n a l i t y  o f  a re a  two i s  more vague, c e n te r in g  

m ostly  around B m inor w ith  a p ic a rd y  t h i r d .

C om positional d e v ic e s . The p ie c e  i s  v e ry  melody 

o r ie n te d . The harm onies a re  c o in c id e n ta l  and a re  formed 

by th e  ju n c tio n s  of m elodic l i n e s .

T ech n ica l A n aly s is

The p ie c e  r e q u ir e s  ex p re ss iv e  p la y in g  w ith  much 

s e n s i t i v i t y  to  th e  shap ing  o f th e  m e lo d ie s . Beauty of 

m elodic to n e  i s  n e c e s s a ry  to  make th i s  p ie c e  s u c c e s s fu l .  

S tu d en ts  shou ld  p r a c t ic e  th e  m elodies s e p a r a te ly ,  concen­

t r a t i n g  on m u sica l s e n s i t i v i t y  and tone q u a l i ty .

S y n th e s is

T his b e a u t i f u l ly  s e n s i t iv e  l i t t l e  p iece  i s  ob­

je c t iv e  i n  n a tu re .  I t  i s  music f o r  m u s ic 's  sa k e , and 

p a in ts  no p a r t i c u la r  p ic tu r e .  One sim ply  en joys the 

beau ty  o f th e  m elodies in  a se ren e  s e t t i n g .  The second 

a re a , w ith  in c re a se d  m elodic a c t i v i t y ,  p ro v id es an
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i n t e r e s t i n g  c o n t r a s t  to  the  o th e r  a r e a s .  The p iece  i s  

very  t r a n q u i l  and se ren e  th ro u g h o u t. Slow tempos p re v a i l  

and th e  dynamic le v e l  never r i s e s  above a  mezzo f o r t e .

The c lo s in g  a re a  i s  slow er and s o f te r  th a n  any o th e r  a re a , 

p ro v id in g  a f i t t i n g  ending as th e  music d ie s  away.



NO. 2 PROM KLEIWE KLAVIERMUSIK 
By P au l H indem ith

A rea A rea I  
M easures 1-3

A rea I I  
M easures t|-6

A rea I I I  
M easures 7-10

A rea IV 
M easures 11-13

I .  QUALITY e x h ib i t io n e x h ib i t io n expansion c lo s in g

I I .  INTENSITY 
1. Sound

A. F ab ric

homophonie homophonie b ip h o n ic b ip h o n ic

B. P ia n i s t i c  
E f f e c t

melody p lu s  
accompaniment

melody p lu s  
accompaniment

in te rd e p e n d e n t 
m elodic l in e s

in te rd e p e n d e n t 
m elodic l in e s

C. Mood c h e e r fu l ,  b u t 
subdued

c h e e r fu l ,  b u t 
subdued

c h e e r fu l ,  b u t 
subdued

c h e e r fu l ,  b u t 
subdued

D. Timbre s in g in g s in g in g s in g in g le s s

2 . Melody narrow  range 
co n tin u o u s

narrow  range 
co n tinuous

narrow  range 
co n tin u o u s

narrow  range 
co n tinuous



HO. 2 PROM KLEINE KLA.VIERMUSIK ( c o n t in u e d )

A rea A rea I  
M easures 1-3

A rea I I  
M easures l|-6

A rea I I I  
M easures 7-10

A rea IV 
M easures 11-13

3 . Rhythm s ta b le s ta b le s ta b le s ta b le

1|. Harmony s tro n g  C# c e n te r  
w ith  t o n a l i t y  
obscured

s tro n g  C# c e n te r  
w ith  t o n a l i t y  
obscured

s tro n g  0# c e n te r  
w ith  t o n a l i t y  
obscured

s tro n g  C# c e n te r  
w ith  t o n a l i t y  
obscured

5 . Touch le g a to le g a to le g a to le g a to

6 . Them atic th e m a tic th em ati c v a r ia t io n v a r ia t io n
M a te r ia l s ta b le dy ing  away s ta b le dying  away

H L DENSITY
1 , H o riz o n ta l 

A. T h ickness

th in th in th in th in

B. R ate of a l l  q u a l i t i e s a l l  q u a l i t i e s a l l  q u a l i t i e s a l l  q u a l i t i e s
Change s ta b le s ta b le s ta b le s ta b le

2 . V e r t ic a l  
A. T ex tu re

b i l i n e a r b i l i n e a r b i l i n e a r b i l i n e a r

rovn



NO. 2 FROM KLEINE KLAVIERMUSIK ( c o n t in u e d )

A rea A rea I  
M easures 1-3

A rea I I  
M easures it-6

A rea I I I  
M easures 7-10

A rea IV 
M easures 11-13

B. Sound
Q u a l i t ie s

monodynamic 
b i t im b r ic  
m onoactive to u ch

monodynamic 
b i t im b r ic  
m onoactive to u ch

monodynamic 
b i t im b r ic  
m onoactive touch

monodynamic 
b i t im b r ic  
m onoactive touch

C. R e la t io n  
o f L ines

homo gene ous homogeneous he te  r  ogene ous h e te ro g en eo u s

rucu
O '
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NO. 2 PROM KIEINE KLAVIERMUSIK 

By Paul H indem ith

Objective Analysis

S tr u c tu r e . The p ie c e  i s  d iv id e d  in to  fo u r  sm all 

a r e a s ,  each b e ing  a  th ree -m easu re  phrase w ith  a  p ickup .

The f i r s t  a r e a ,  m easures 1 -3 , c o n s is ts  o f a  m elodic l in e  

w ith  a c o n tra s t in g  l i n e  u n d e rn ea th  which cou ld  p o s s ib ly  

be considered  an accompaniment s in c e  i t  i s  n o t s tro n g ly  

m elodic i n  c h a ra c te r .  The second a r e a ,  m easures 1+-6, ends 

q u ie t ly ,  and could  be co n s id e red  th e  consequen t p h rase  to  

tlie f i r s t  a r e a .  In  th e  th i r d  a r e a ,  m easures 7-10 , th e  

m elodic l in e  o f th e  f i r s t  a r e a  i s  now in  th e  low er p a r t .

The c o n tra s t in g  upper l in e  i s  more m elodic in  co n ten t th an  

was th e  su p p o rtin g  l in e  of th e  f i r s t  and second a r e a s ,  and 

beg ins w ith  an in tro d u c to ry  f ig u re  (measure 7)» The fo u r th  

a r e a ,  m easures 11-13 , cou ld  be co n s id e red  th e  consequent 

phrase to  the  t h i r d  a r e a .  The m elodic l in e  o f th e  f i r s t  

a re a  appears in  th e  low er p a r t .  The upper l in e  i s  the  

same as i t  was in  th e  t h i r d  a r e a .  The f o u r th  a re a  ends 

q u ie t ly .  The shape o f  th e  e n t i r e  p ie c e  i s :

J X H I S I T I O M  _  e y P A M S i û U
2  I  E X H I B I T I O N  --------------------- 1 C C O S I N G .

n  IT
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T h e o re tic a l  components. There i s  a s tro n g  f e e l in g  

f o r  a C sh a rp  c e n te r .  Each hand spans th e  f i f t h  from 

C sharp  to  G sh a rp , u s in g  a l l  o f th e  sem itones in  betw een. 

T his tends to  obscure th e  to n a l i ty .

C om positional d e v ic e s . The p iece  c o n s is ts  o f  fo u r  

c l e a r ly  d e fin e d  p h rases w ith  m elodic and rhythm ic u n i ty .  

There i s  a ls o  a su p p o rtin g  c o n tra s t in g  l in e  which changes 

c h a ra c te r  in  th e  second h a l f .

T ech n ica l A nalysis

The m ain te c h n ic a l  p r e r e q u is i te  f o r  t h i s  p ie c e  i s  

th e  a b i l i t y  to  hand le le g a to  to u ch , m elodic shaping o f 

p h ra se s , and in te rd e p en d e n t m elodic l i n e s .  The p ie ce  i s  

n o t te c h n ic a l ly  d i f f i c u l t .

S y n th esis

T his sm all p ie ce  i s  l ik e  a tone p ic tu re  p ro je c tin g  

a c h e e r fu l ,  b u t g r e a t ly  c o n tro l le d  mood. One can imagine 

f e e l in g  e x c i te d  in s id e ,  b u t n o t allow ing  th e  excitem ent 

to  reac h  th e  o u ts id e .



THE FLICKERING CAITOLE 
By B ernard Wagenaar

Area Area I
M easures 1-8

A rea I I  
M easures 9-15

A rea I I I  
M easures 16-20

Area IV 
M easures 21-2$

I .  QUALITY e x h ib i t io n expansion e x h ib i t io n c lo s in g

I I .  INTENSITY 
1. Sound 

A. F a b ric

homophonie homophonie homophonie homophonie

B. P ia n i s t i c  
E f f e c t

melody p lu s  
accom panim ent, 
f i g u r a i

melody p lu s  
accom panim ent, 
f i g u r a i

melody p lu s  
accom panim ent, 
f ig u r a i

melody p lu s  
accom panim ent, 
f i g u r a i

C. Mood e e r i e , somber somewhat more 
c h e e r fu l

e e r i e ,  somber h o p e le ss

D. Timbre subdued b r ig h te r subdued vague

2 . Melody medium range 
c o n tInuous

narrow  ran g e  
co n tin u o u s

narrow  range 
co n tin u o u s

narrow  range 
r e p e t i t i o u s , 
sp o ra d ic

ro
r\3
sO



THE FLICKERING CANDIE ( c o n t in u e d )

A rea A rea I  
M easures 1-8

A rea I I  
M easures 9-15

A rea I I I  
M easures 16-20

A rea IV  
M easures 21-25

3 . Rhythm s ta b le  p u lse
changing
p a t te r n s

s ta b le  p u lse  
p a t te r n s  more 
s ta b le  th a n  
in  Area I

s ta b le  p u lse
changing
p a t te r n s

s ta b le  p u lse
changing
p a t te r n s

if. Harmony obscured  E m ajor 
much
chrom atic ism  
tone  c lu s t e r s  
c o n s is t  of 2nds

obscured  G m ajor 
much
ch rom atic ism  
to n e  c l u s t e r s  
c o n s is t  o f 
2nds and 3 rds

obscured  E m ajor 
much
chrom atic ism  
tone  c l u s t e r s  
c o n s is t  o f 2nds

obscured  A m ajor 
much
chrom atic ism  
tone  c l u s t e r s  
c o n s is t  o f 2nds

5 . Touch le g a to le g a to le g a to le g a to

6 . Them atic 
M a te r ia l

s ta b le
th em atic

grow ing, th en  
d y ing  away 
v a r ia t io n

s ta b le
th em atic

dy ing  away
th e m a tic
fragm en ts

ni. DENSITY
1. H o riz o n ta l 

A. T h ickness

average  w ith
sp o rad ic
th ic k n e s s

m o stly  average 
one in s ta n c e  of 
th ic k n e s s

m ostly  average 
one in s ta n c e  o f 
th ic k n e s s

th ic k

rv)w
o



THE FLICKERING CANDLE (continued)

Area A rea I A rea I I A rea I I I A rea xV
M easures 1-8 M easures 9“ l5 M easures 16-20 M easures 21-25

B. R ate o f many changes in rhythm  p a t te r n s many changes in many change s in
Change rhythm  p a t te r n s more s t a b l e , rhythm  p a t te r n s rhythm  p a t te r n s

and to n a l many changes and to n a l and to n a l
o rg a n iz a t io n in  to n a l o rg a n iz a tio n o rg a n iz a tio n

o rg a n iz a t io n

2 . V e r t ic a l b i l i n e a r b i l i n e a r b i l i n e a r b i l i n e a r
A. T ex tu re

B. S ound bidynam ic bidynam ic bidynam ic bidynam ic
Q u a l i t ie s b i t im b r ic b i t im b r ic b i t im b r ic b i t im b r ic

m onoactive touch m onoactive touch m onoactive touch m onoactive touch

C. R e la t io n homogeneous homogeneous homogene ous homogeneous
o f L ines

ro
H
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THE FLICKERING CANDLE 

By B ernard Wagenaar

O b je c t iv e  A n a ly s is

S t r u c tu r e . The p ie ce  i s  b u i l t  around a m usical 

motive which s im u la te s  th e  f l i c k e r in g  o f th e  c a n d le . I t  

i s  d iv id e d  in to  fo u r  sm all a r e a s ,  w hich a re  determ ined  by 

changes in  th em atic  m a te r ia l  and to n a l  o rg a n iz a tio n . The 

f i r s t  a r e a ,  m easures 1 -9 , c o n s is ts  o f a  melody co n ta in in g  

th e  f l i c k e r in g  can d le  m o tive , in  th e  u p p er r e g i s t e r  of 

th e  p ia n o . The accom panim ent, which i s  above th e  melody, 

c o n ta in s  th re e -n o te  tone c lu s te r s  b u i l t  in  seco n d s. Area 

two b eg in s  w ith  th e  p ickup to  measure 9 and co n tin u es 

th rough measure 1$, The accompaniment i s  now below th e  

melody, b o th  c o n tin u in g  in  th e  upper r e g i s t e r .  The tone 

c lu s te r s  a re  expanded to  in c lu d e  th e  i n t e r v a l  o f  a t h i r d ,  

and th e  added f e a tu r e  o f  a few moving s in g le  n o te s  ap­

p e a rs . A rea th re e  i s  a sh o rten ed  v e rs io n  o f a r e a  one.

The melody i s  in te r r u p te d  in  measure l 8 ,  and th e  m elodic 

fragm ent G, B, D i s  drawn o u t th rough  r e p e t i t i o n  in  

v a rio u s  rhythm p a t te r n s .  Area fo u r  i s  the  c lo s in g  a re a . 

The sev en -n o te  f l i c k e r in g  m otive i s  r e p e a te d  s e v e ra l  

tim e s , each one s h o r te r  th an  th e  p reced in g  one, a s  the  

music grows slow er and s o f t e r .  The m otive ends w ith  one 

s in g le  n o te .  The shape o f  the  e n t i r e  p ie c e  i s  :
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Theoretical components. The interesting harmonic 
feature is the tone clusters of the accompaniment. They 
tend to obscure the tonality, even though the melodies in 
themselves seem to produce some feeling for tonal centers.

Compositional devices. The piece is written en­
tirely in the upper register. It moves slowly, just as a 
candle bums slowly. The phrases are marked off with 
brief pauses by the composer. The steadiness of the 
throbbing pulse is interrupted often by the quick inter­
jection of the trill-like flickering motive. The motive 
grows shorter and enters in sporadic spurts at the end, a 
most imaginative compositional device.

Technical Analysis

Musical sensitivity and very delicate tonal 
balance are of major importance. The flickering motive 
requires rhythmic and technical control. A musical 
imagination is necessary to produce the musical picture of 
the flickering candle.
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Synthesis

The tone clusters produce an eerie, somber atmos­
phere. The constantly changing rhythm patterns of the 
melody simulate the uneven shape of the flame as it moves 
about in an uncontrolled manner, with an occasional spurt 
of flicker. The steady pulse of the accompanying tone 
clusters gives the impression that the candle does burn 
down at an even rate, even though the flame burns in an 
erratic manner. The pauses between the phrases give the 
further impression of unsteadiness. One can imagine a 
breeze in the room tlriat starts and stops several times, 
producing a similar pattern in the candle. Area two is 
the most stable area. Perhaps this is where the candle­
light is at its strongest. This impression is produced by 
the stability of repeated melodic patterns. In area four, 
one begins to accept the reality that the flame is going 
to die. It gives a few last gasps of flicker in its 
struggle to continue, but finally goes out with a single 
note.



BAGATELLE NO. 6 
By B ela B arto k

Area Area I 
Measures 1-7

Area II 
Measures 8-11

Area III 
Measures 12-15

Area IV 
Measures 16-25

I. QUALITY exhibition expansion climactic closing

I I .  INTENSITY 
1, Sound 

A. Fabric
homophonie biphonic biphonic homophonie

B. Pianistic 
Effect

melody plus 
accompaniment

melody plus
melodic
ac c ompaniment

melody plus
melodic
ac c ompan iment

melody plus 
accompaniment

G. Mood melancholy more cheerful joyful melancholy

D. Timbre mellow brighter bright mellow

2. Melody narrow range
continuous
level

medium range 
continuous 
more angular 
rising

medium range
continuous
falling

narrow range
continuous
level

roVjJ
Vn



BAGATELLE NO. 6 (continued)

Area Area I 
Measures 1-7

Area II 
Measures 8-11

Area III 
Measures 12-1^

Area IV 
Measures 16-25

3. Rhythm stable stable stable stable

i|. Harmony atonal atonal atonal atonal

Touch legato legato legato legato

6. Thematic 
Material

stable
thematic

growing
development

leveling, then 
dying away 
development

dying away 
variation

ni. DENSITY
1. Horizontal 

A. Thickness
average average average average

B. Rate of 
Change

stable stable stable stable

2. Vertical 
A . Texture

bilinear bilinear bilinear bilinear

ro
VjJo



BAGATELIE NO. 6 (continued)

Area Area I 
Measures 1-7

Area II 
Measures 8-11

Area III 
Measures 12-15

Area IV 
Measures 16-25

B. Sound
Qualities

bidynamic 
bitimbric 
monoactive touch

monodynamic 
raonotimbric 
monoactive touch

monodynamic 
monotimbric 
raonoactive touch

bidynamic 
bitimbric 
monoactive touch

C. Relation 
of Lines

homogeneous homogeneous homogeneous homogene ous

roV)
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BAGATELLE NO. 6 

By Bela Bartok

Objective Analysis

Structure. The piece divides into four areas, 

determined by changes in thematic usage, range, accom­

paniment pattern, and dynamics. The first area, measures 

1-7, is composed of a plaintive melody with an accompa­

niment pattern which consists of fourths, fifths, and 

sixths. The second area, measures 8-11 , contains a 

development of the melody, which was introduced in the 

first area. Although the range and intervals are changed, 

the rhythm patterns remain the same, providing continuity 

from the first area. The accompaniment takes on a 

greater melodic interest and independence, growing toward 

the climax. The third area, measures 12-15 , provides 

the climax. It begins at the point of highest pitch and 

volume, becoming lower and softer throughout the area.

The fourth area, measures 16-25, begins as a variation 

of the first area. The melodic line is varied and 

drawn out. The area begins softly and continues to 

diminish and die away to the end. The shape of the
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e n t i r e  p iece  i s  :

e x r i l O m o M   ---- ---------------
t L O & l  MO-

T h e o re tic a l  com ponents. The p ie c e  i s  h ig h ly  

chrom atic and has no r e a l  to n a l  c e n te r .  The accom pani­

ment p a r ts  c o n s is t  o f  in te r v a ls  of v a ry in g  q u a l i ty  w ith ­

out h in t in g  a t  a  harmonic scheme.

C om positional d e v ic e s . The p ie c e  i s  m elodic in  

n a tu re . In  th e  second and t h i r d  a r e a s ,  th e  accompani­

ment a l s o  ta k es  on a m elodic c h a ra c te r ,  h e ig h ten in g  th e  

clim ax.

T echn ica l A nalysis

The main te c h n ic a l  p r e r e q u is i te  f o r  t h i s  p iece 

i s  th e  a b i l i t y  to  produce le g a to  p la y in g , in c lu d in g  

le g a to  double n o te s . M usical perform ance a ls o  re q u ire s  

an e x p re ss iv e  s in g in g  tone and b a lan ce  between melody 

and accompaniment. The s o f t  dynamic in d ic a t io n s ,  which 

in c lu d e  p ian o , p ia n iss im o , and p ia n is s is s im o , c a l l  f o r  

a h ig h  degree o f to n a l c o n tro l .  Use o f th e  una corda 

p eda l would be h e lp fu l  f o r  the f i n a l  f iv e  m easures.
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Synthesis

This f o r lo r n  l i t t l e  p iece  d e r iv e s  much o f  i t s  

c h a ra c te r  from  th e  slow  tempo. I t  g iv e s  th e  im pression  

of a m elancholy sa d n ess , w ith  a glimmer o f  hope in  th e  

m iddle o f th e  p ie c e .



lûIDîIIGHT BELL 
By Alan Hovhaness

Area Area I 
Measures 1-12

Area II 
Measures 13-27

Area III 
Measures 2ü-ij.2

Area 17 
Measures l|3-5l

I. QUALITY exhibition expansion climactic exhibition

II. INTENSITY 
1. Sound

A. Fabric
monophonic monophonic polyphonic monophonic

B. Pianistic 
Effect

melodic melodic figurai melodic

C , Mood eerie
mysterious

eerie
mysterious

eerie
mysterious

eerie
mysterious

D . Timbre dark, somber dark, somber a little 
brighter

dark, somber

2. Melody narrow range 
continuous

medium range 
continuous

nonmelodic narrow range 
continuous

B-H



MIDI! IGHT BELL ( c ont inue d )

Area Area I 
Measures 1-12

Area II 
Measures 13-27

Area III 
Measures 28-i|2

Area IV 
Measures ij.3-51

3. Hhythni stable pattern 
changing pulse

stable pattern 
changing pulse

stable pattern 
stable pulse

stable pattern 
one change in 
pulse

1+. Harmony modality
(Japanese
pentatonic)

modality 
(Japanese 
pentatonic)

modality 
(Japanese 
pentatonic)

modality 
(Japanese 
pentatonic)

5. Touch plucked plucked plucked plucked

6. Thematic 
Material

thematic
stable

variation
stable

contrast
stable

thematic
stable

ni. DENSITY
1. Horizontal 

A. Thickness
thin thin thin thin

B. Rate of 
Change

stable stable stable stable

ru



MIDNIGHT BELL (continued)

Area Area I Area I.t Area III Area Iv
Measures 1-12 Measures 13-27 Measures 28-U2 Measures 43-51

2. Vertical monolinear monolinear multilinear monolinear
A. Texture

B . S ound monodynamio monodynamic monodynamic monodynamio
Qualities monotirabric monotimbric monotimbric monotimbric

monoactive monoactive monoactive monoactive
touch touch touch touch

C . Relation homogeneous homogeneous homogeneous homogeneous
of Lines

v*>
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MIDNIGHT BE LI,

By Alan Hovhaness

O bjective  A nalysis

Structure. The piece is divided into four areas. 
The stopping places are determined by changes in thematic 
usage. Area one, measures 1-12, contains two six-measure 
phrases. The second is a repetition of the first with
the exception of a B flat substituted for a B natural.
Area two, measures 13-27, contains two seven-measure 
phrases. The second is a repetition of the first, with
the final notes tied over for an extra measure. Area
three, measures 28-1+2, contains three playings of a 
figurai pianistic effect. Area four, measures 1+3-51» 
contains a six-measure phrase, plus one playing of a 
figurai effect similar to those of area three. The shape 
of the entire piece is:

I

Theoretical components. The piece is based on 

an Eastern modal-type scale, similar to the Japanese 

pentatonic scale:
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-e—^ — -

The d e v ia tio n  from  th i s  s c a le  i s  the  use  o f  D sh a rp , 

which i s  re se rv e d  fo r  cadence p o in ts ,  and th e  few usages 

o f the B n a tu r a l .

Compositional devices. The piece is to be played 
inside the piano by plucking the strings with the second 
or third finger. The sound produced simulates somewhat 
the sound of the Japanese koto.

T echn ical A n aly sis

The piece should be played on a grand piano with 
the music rack removed. The player should stand, with 
the right foot on the pedal throughout, and reach into 
the piano with both hands, drawing the 2nd or 3rd finger 
across the appropriate strings. The string should be 
pressed to stop the sound where indicated. Because of the 
way in which the piece is written, mostly in minor 2nds 
and major 3rds, it is unnecessary to mark all of the 
dampers. One may want to mark the opening E, the high P 
in measure 13, and the low A, which is the only note played 
by the left hand.
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Synthesis

This very atmospheric piece reminds one of a 
Japanese courtyard at night. The "bell" is more like a 
gong which is sounded at various times throughout the 
piece. The Japanese pentatonic scale, the basically 5/4 
meter, and the plucked strings give an exotic sound 
which in general seldom occurs in piano literature.



SUNDAY AFTERNOON I»IUSIG 
By Aaron Copland

Area Area I 
Measures 1-8

Area II 
Measures 9-11

Area III 
Measures 12-15

Area IV 
Measures 16-18

I. QUALITY exhibition exhibition exhibition exhibition

II. INTENSITY 
1. Sound 

A. Fabric
homophonie homophonie homophonie homophonie

B. Pianistic 
Effect

melody plus 
accompaniment

melody plus 
accompaniment

melody plus 
accompaniment

melody plus 
accompaniment

C , Mood peaceful,
serene

animated moving animated

D. Timbre alternating 
mellow and 
plaintive

bright singing bright

2. Melody narrow range
continuous
angular

average range
repetitive
undulating

narrow range
continuous
angular

average range
repetitive
undulating

->3



SUMDAY AFTERNOON MSIC (continued)

Area Area I 
Measures 1-8

Area II 
Measures 9-11

Area III 
Measures 12-1^

Area IV 
Measures I6 -I8

3. Rhythm stable pulse stable pulse stable pulse stable pulse
changing pattern and pattern changing pattern and pattern

Ij., Harmony obscured obscured obscured obscured
tonality tonality tonality tonality

5 . Touch legato legato legato legato

6, Thematic growing growing growing growing
Material thematic thematic contrast thematic

ni. DENSITY
1. Horizontal 

A. Thickness
average thick thick thick

B, Rate of changing all qualities changing all qualities
Change rhythmic pattern stable rhythmic pattern stable

2. Vertical 
A. Texture

trilinear trilinear trilinear trilinear

OD



SUNDAY AFTERNOON IVIUSIG (continued)

Area Area I 
Measures 1-8

Area II 
Measures 9-11

Area III 
Measures 12-1^

Area IV 
Measures I6 -I8

B. Sound
Qualities

monodynamic 
bitimbric 
monoactive touch

monodynamio 
bitimbric 
monoactive touch

monodynamio 
bitimbric 
monoactive touch

monodynamio 
bitimbric 
monoactive touch

C. Relation 
of Lines

homogeneous homogene ous homogene ous homogene ous

vO



SUNDAY AFTERNOON I-IUSIC (continued)

Area Area V 
Measures 19-22

I. QUALITY closing

II. INTENSITY 
1. Sound

A . Fabric
homophonie

B, Pianistic melody plus
Effect acc orapan iment

C . Mood peaceful,
serene

D . Timbre alternating 
mellow and 
plaintive

2. Melody narrow range
continuous
angular

ruvno



SUNDAY AFTERNOON MUSIC (continued)

A rea A rea V 
M easures 19-22

3. Rhythm s ta b le  p a t t e r n  
and p u lse

4 . Harmony obscured
t o n a l i t y

S. Touch le g a to

6 . Them atic dy ing  away
M a te r ia l th em atic

in. DENSITY
1 . H o riz o n ta l 

A. T h ickness

average

B. R ate o f a l l  q u a l i t i e s
Change s ta b le

2 , V e r t ic a l  
A. T ex tu re

t r i l i n e a r
lU



SUNDAY AFTERNOON MUSIC (continued)

Area A rea V 
M easures 19-22

B. Sound monodynamio
Q u a li t ie s b i t im b r ic

m onoactive to u ch

C. R e la t io n homogeneous
o f L ines

ro
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SUNDAY AFTERNOON MUSIC 

By Aaron Copland

Objective Analysis

S t r u c tu r e . The p ie c e  d iv id e s  in to  fi»/*» a r e a s ,  

determ ined  by changes in  th em atic  m a te r ia l .  The f i r s t  

a r e a ,  m easures 1 -8 , c o n s is ts  of two a l t e r n a t in g  m elo d ies , 

one a  mellow a l t o ,  th e  o th e r  a  sop ran o . There i s  a ls o  

a moving te n o r  p a r t  and a s t a b i l i z i n g  b a s s .  The second 

a r e a ,  m easures 9 -1 1 , grows ou t o f  th e  f i r s t  a re a , con­

t in u in g  th e  f l u t e - l i k e  melody. The te n o r  and b ass  l in e s  

form  a  r e s t l e s s  o s t i n a to .  The t h i r d  a r e a ,  m easures 12-15 , 

form s a c o n t r a s t in g  b r id g e - l ik e  s e c t io n  between th e  

second and f o u r th  a r e a s ,  c o n tin u in g  th e  b a ss  and te n o r  

o s t in a to .  The f o u r th  a r e a ,  m easures 1 6 -1 8 , i s  a r e p e t i ­

t io n  o f th e  second a r e a .  The f i f t h  a r e a ,  m easures 19-22, 

i s  a  p e a c e fu l c lo s in g  a r e a .  The absence o f  th e  F sh a rp  

removes th e  r e s t l e s s n e s s .  The shape o f th e  e n t i r e  p iece  

i s :

^ K t » « S I T i e M   E X H I B I T I O V
EXHiaiTloW I eXHlOlTiOAlX ni ™ s



25k

T h e o re tic a l com ponents. The p iece  i s  c lo s e r  to  a 

B f l a t  m ajor to n a l i t y  th an  any o th e r . The p resence  o f th e  

f a i r l y  c o n s ta n t P sharp  obscures the  to n a l i t y  and g iv es  

a f e e l in g  o f a  growing r e s t l e s s n e s s ,  which i s  n o t re so lv ed  

u n t i l  th e  l a s t  s e c t io n .  The m elodies alone would produce 

a s tro n g e r  B f l a t  m ajor to n a l i ty  f e e l in g .

C om positional d e v ic e s . The mode of com position  i s  

melody p lu s  accompaniment. The m elodies g ive  a  r e s t l e s s  

f e e l in g  because o f the changing rhythm ic p a t t e r n s .  The 

accompanying o s t in a to  and th e  u n s e t t le d  chords add to  th is  

e f f e c t .

T ech n ica l A n aly s is

The main te c h n ic a l  p r e r e q u is i te s  a re  th e  a b i l i t y  

to  p la y  le g a to ,  f in g e r  f a c i l i t y ,  and v e r s a t i l i t y  in  tone 

p ro d u c tio n .

Two te c h n ic a l  problem s m ight be p o in te d  o u t. In  

measure 6 , th e  p la y e r  w i l l  p robab ly  have some d i f f i c u l t y  

g e t t in g  from  th e  G to  th e  B f l a t  (b ea ts  2 to  3) w ith o u t 

b reak in g  th e  le g a to . One s o lu t io n  would be to  change from 

f in g e r  1 on C to  f in g e r  2 , th en  moving le g a to  to  f in g e r  1 

on B f l a t .  A nother p o s s i b i l i t y  would be to  use f in g e r  1 

on b o th  0 and B f l a t ,  depending on th e  p ed a l f o r  th e  legato .

In  m easure n in e , and s im ila r  p la c e s , th e  B f l a t  

sc a le  passage should  be p ra c t ic e d  w ith  conven ien t
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f in g e r in g .  Using the  f i r s t  f in g e r  on P and th e  low B f l a t  

seems th e  most p r a c t i c a l  f o r  th e  d e s ire d  m usical e f f e c t ,  

s in c e  t h i s  p a t te rn  r e q u ir e s  th e  few est c ro s s -o v e rs .

S y n th esis

The p ie ce  may be d esc rib ed  as  a  c o n s ta n t r e s t l e s s ly  

growing organism  th a t  f i n a l l y  f in d s  peace in  th e  ending .

I t  i s  v ery  easy  to  th in k  o f t h i s  work in  o r c h e s t r a l  te rm s, 

im agining  th e  q u a l i t i e s  o f  c e r t a in  wind and s t r i n g  

in s tru m e n ts . T his i s  a  b e a u t i f u l  s tu d y  in  to n e  q u a l i t i e s  

and t im b re s .



NIGHT SONG 

By Norman D e l i e  J o io

A rea A rea I  
M easures l-l}.

A rea I I  
M easures ^-8

A rea I I I  
Measure 9

A rea IV 
M easures 10-13

I .  QUALITY e x h ib i t io n e x h ib i t io n a n t i c ip a t io n e x h ib i t io n

I I .  INTENSITY 
1. Sound 

A. F a b ric

polyphonic po lyphonic monophonic homophonie

B . P ia n i s t i c  
E f f e c t

p o i n t i l l i s t i c m easure
f i g u r a i
m easures 6 -8 — 
m elodic

c h o rd a l melody p lu s  
ac c ompaniment

C. Mood se ren e more anim ated calm calm

D. Timbre d ark a  l i t t l e  
b r ig h te r

subdued mellow

ro



NIGHT SONG (continued)

Area Area I  
M easures 1-Ij.

A rea I I  
M easures ^-8

A rea I I I  
Measure 9

A rea IV 
M easures 10-13

2 . Melody nonme Io d ic m easure 5—non- 
m elodlc
m easures 6 -8 — 
narrow  ra n g e , 
co n tin u o u s

nonm eIodic wide range 
co n tin u o u s

3 . Rhythm s ta b le  p u lse  
s ta b le  p a t t e r n

s ta b le  p u lse  
s ta b le  p a t te r n

s ta b le  p u lse  
s ta b le  p a t te r n

s ta b le  p u lse  
changing p a t te r n

l | . Harmony a to n a l
ch rom atic

a to n a l
ch rom atic

a to n a l
ch rom atic

a to n a l
chrom atic

5 . Touch le g a to le g a to le g a to le g a to

6 . Them atic s ta b le s ta b le s ta b le s ta b le
M a te r ia l th em a tic th e m a tic non them atic th e m a tic

m .  DENSITY
1 , H o riz o n ta l 

a .  T hickness

th in  to  
average

th ic k average th ic k

1



NIGHT SONG (continued)

Area A rea I  
M easures l - i |

A rea I I  
M easures ^ -8

Area I I I  
Measure 9

Area IV 
M easures 10-13

B. R ate of 
Change

s ta b le changing te x tu r e s ta b le changing
rhythm ic p a t te r n

2 . V e r t ic a l  
A. T exture

m u l t i l in e a r m u l t i l in e a r m onclinear b i l i n e a r

B. Sound
Q u a li t ie s

monodynamic 
m onotim bric 
m onoactive to u ch

mono dynamic 
m onotim bric 
m onoactive to u ch

monodynamic 
m onotim bric 
m onoactive touch

monodynamic 
b i t im b r ic  
m onoactive touch

C. R e la t io n  
o f L ines

homogeneous homogeneous homogeneous homogene ous

ro



NIGHT SONG (continued)

A rea A rea V 
M easures 1^-1^

A rea VI 
M easures 16-19

I .  QUALITY e x h ib i t io n c lo s  ing

I I .  INTENSITY 
1. Sound 

A. F a b ric

po lyphonic po lyphon ic

B, P ia n i s t i c  
E f f e c t

m easure llf— 
f i g u r a i  
m easure 1$— 
m elodic

p o i n t i l l i s t i c

C. Mood more anim ated se re n e

D. Timbre a  l i t t l e  
b r ig h te r

d a rk

wvn
vO



NIGHT SONG (continued)

A rea A rea V 
M easures lU -l5

A rea VI 
Measures 16-19

2 . Melody measure l l |— 
nonm elodic 
m easure 15— 
narrow  ra n g e , 
fragm ent

nonme Io d ic

3 . Rhythm s ta b le  p u lse s ta b le  p u lse
s ta b le  p a t t e r n s ta b le  p a t t e r n

Harmony a to n a l a to n a l
ch rom atic ch rom atic

5 . Touch le g a to le g a to ,
s ta c c a to

6 . Them atic s ta b le dy ing  away
M a te r ia l th e m a tic th e m a tic

n i .  DENSITY
1. H o riz o n ta l 

A. T hickness

th ic k th in

o



NIGHT SONG (continued)

Area A rea V 
M easures l l | - l 5

A rea VI 
M easures 16-19

B. R ate  o f changing te x tu re s ta b le
Change

2 . V e r t ic a l m u l t i l in e a r m u l t i l in e a r
A. T ex tu re

B. Sound monodynamic monodynamic
Q u a li t ie s m onotim bric b i t im b r ic

m onoactive to u c h b ia c t iv e  to u ch

C. R e la t io n  
o f L ines

homogeneous homogeneous

rvjO'
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NIGHT SONG 

By Norman D ello  Jo io

Objective Analysis

S tr u c tu r e . The p ie c e  i s  d iv id e d  in to  s ix  a r e a s .  

The s to p p in g  p la c e s  a re  determ ined  by changes in  f a b r i c ,  

p i a n i s t i c  e f f e c t ,  and th em a tic  u sa g e . Area one, m easures 

1-lj., c o n s is ts  o f p o i n t i l l i s t i c  p i a n i s t i c  e f f e c t s .  Area 

two, m easures 5 -8 , c o n s is ts  o f  f i g u r a i  p i a n i s t i c  e f f e c t s  

and tw o -lin e  m elo d ies . Area th r e e ,  measure 9> i s  an 

in tro d u c t io n  to  th e  n ex t s e c t io n .  Area fo u r ,  m easures 

10-13, c o n tin u es  th e  ch o rd a l accompaniment e s ta b l i s h e d  in  

measure 9 , adding a sweeping w ide-range melody above i t .  

Area f i v e ,  m easures ll |.- l5 , i s  s im i la r  to  a re a  tw o, th e  

m elodic p a r t  b e ing  sh o rten ed  by one m easure. Area s ix ,  

m easures 16-19, i s  th e  c lo s in g  a r e a ,  c o n s is t in g  o f  su s ­

ta in e d  to n es  and s ta c c a to  chords fo llow ed  by r e s t s .  The 

shape o f th e  e n t i r e  p ie ce  i s  ;

eXHI B I T I O V
e x h i b i t i o n  I jr e x h i b i t i o n

X ANTICIPATION TT I c L O ^ I A f f r

ur 2T

T h e o re tic a l  com ponents. The p ie ce  i s  a to n a l  and 

uses a l l  tw elve sem itones w ith  eq u a l em phasis. I t  i s  n o t 

s e r i a l i z e d  in  any way.
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C om positional d e v ic e s . The composer u ses se v e ra l 

modes o f com position  in c lu d in g  p o in t i l l i s m ,  p ia n i s t i c  

f ig u r a i  e f f e c t s ,  and homophony in  th e  s ty l e  of a 

n o c tu rn e .

T ech n ica l A nalysis

The p iece  re q u ire s  a v a s t  v a r ie ty  of c o l o r i s t i c  

tim bres and a g r e a t  amount o f to n a l  c o n t r o l .  T his i s  a 

ch a llen g e  to  the s tu d e n t’s m u sica l im ag in a tio n . Area fo u r  

r e q u ire s  f l e e tn e s s  o f f in g e r s  in  o rd e r to  produce th e  

q u in tu p le ts  and s e x tu p le ts  w ith  f lu e n c y .

S y n th esis

A v a r ie d  p ic tu re  o f  th e  n ig h t atm osphere p r e v a i l s .  

The l i s t e n e r  can im agine th e  tw in k lin g  o f the  s t a r s  in  

a re a  one as th e y  pop ou t in  a l l  r e g i s t e r s  of th e  p iano , 

the  r u s t l i n g  o f th e  b reeze  in  m easures ^ and llj., and 

th e  s in g in g  of th e  "n ig h t song" in  a rea  fo u r .



HO. 17 PROM GRADUS I I  
By Samuel A d ler

A rea A rea I  
M easures 1-5

A rea I I  
M easures 6-11

A rea I I I  
M easures 12-1?

A rea IV 
M easures 19-23

I .  QUALITY e x h ib i t io n expansion e x h ib i t io n e x h ib i t io n

I I .  IHTENSITr 
1 . Sound 

A. F a b ric

b ip h o n ic b ip h o n ic b ip h o n ic b ip h o n ic

B. P ia n i s t i c  
E f f e c t

melody w ith  
im i ta t iv e  
echo e f f e c t

f i g u r a i melody w ith  
im i ta t iv e  
echo e f f e c t

f i g u r a i

0 . Mood m y ste rio u s m y ste rio u s m y ste rio u s m y ste rio u s

D. Timbre b r ig h t ,  w ith  
subdued echoes

b r ig h t b r i g h t ,  w ith  
subdued echoes

b r ig h t

2 . Melody wide range 
co n tin u o u s 
a n g u la r

nonm elodic wide range 
co n tin u o u s 
a n g u la r

nonm elodic

ro



NO. 17 PROM GRADUS II (continued)

Area A rea I  
M easures 1-5

A rea I I  
M easures 6-11

A rea I I I  
Me a su re  s 12-1?

A rea IV 
M easures 19-23

3 . Rhythm s ta b le  p a t t e r n  
s ta b le  p u lse

changing  p a t t e r n  
changing  p u lse

s ta b le  p a t te r n  
s ta b le  p u lse

changing p a t t e r n  
changing  p u lse

1+. Harmony a to n a l
ch rom atic

a to n a l
ch rom atic

a to n a l
ch rom atic

a to n a l
ch rom atic

5 . Touch a c c e n ts ,  l e g a to ,  
p o r t â t o , 
p lucked  s t r i n g s

le g a to ,
p lucked  s t r in g s

a c c e n ts ,  le g a to ,  
p o r t â t o , 
p lu ck ed  s t r in g s

le g a to ,
p lucked  s t r in g s

6 . Them atic 
M a te r ia l

th e m atic
s ta b le

v a r ia t io n
s ta b le

th e m a tic
s ta b le

v a r ia t io n
s ta b le

m .  DENSITY
1 . H o riz o n ta l 

A. T hickness

th in average  
to  th ic k

th in average 
to  th ic k

B. R ate o f  
Change

s ta b le changing rhythm  
and dynam ics

s ta b le changing  rhythm  
and dynamics

v n



NO. 17 FROM GRADUS I I  (co n tin u ed )

Area A rea I  
M easures 1-5

A rea I I  
M easures 6-11

A rea I I I  
M easures 12-1?

A rea IV 
M easures 19-23

2 . V e r t ic a l  
A. T exture

b i l i n e a r b i l i n e a r b i l i n e a r b i l i n e a r

B. Sound
Q u a l i t ie s

monodynamio 
b i t im b r ic  
b ia c t i v e  touch

monodynamio 
b i t im b r ic  
b ia c t iv e  to u c h

monodynamio 
b i t im b r ic  
b ia c t iv e  touch

monodynamio 
m onotim bric 
m onoaotive to u ch

C. R e la t io n  
o f L ines

homogeneous homogeneous homogeneous homogeneous

fu0̂O'
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NO. 17 PROM GRADUS I I  

By Sazmiel A dler

O b jec tiv e  A nalyeia

S t r u c tu r e . The p ie c e  i s  d iv id e d  in to  fo u r  a r e a s .  

The s to p p in g  p la c e s  a re  de te rm ined  by changes in  th em atic  

u sag e . A rea one, m easures 1 -2 , c o n s is ts  o f  an an g u la r 

melody p layed  on th e  keyboard fo llo w ed  in  canonic im i ta ­

t io n  by the  same to n es p lay ed  on p lucked  s t r i n g s  in s id e  

th e  p ia n o . A rea tw o, m easures 6 -1 1 , c o n s is ts  o f  a  low 

p ed a l to n e  p lay ed  on a  p lucked  s t r i n g  and p i a n i s t i c  

f i g u r a i  e f f e c t s  on th e  keyboard . The in t e n s i t y  i s  

h e ig h ten ed  by th e  r a p id ly  changing q u a l i t i e s .  T h is a re a  

ends w ith  two g lis s a n d o s  in  outw ard c o n tra ry  m otion 

strummed a c ro s s  th e  s t r i n g s .  A rea th r e e ,  m easures 12-17, 

i s  s im i la r  to  a re a  one, c o n s is t in g  o f an an g u la r  melody 

fo llo w ed  in  canonic im i ta t io n  by th e  same tones p lay ed  

on p lucked  s t r i n g s .  Area f o u r ,  m easures 1 9 -2 3 , c o n s is ts  

o f  p lucked  p ed a l to n e s ,  p i a n i s t i c  f i g u r a i  e f f e c t s  p layed  

on th e  lœ yboard, and a  f i n a l  ascend ing  g lis sa n d o  

strummed a c ro s s  th e  s t r i n g s .  The shape o f  th e  e n t i r e  

p ie c e  i s :

E X  H t O  I T I Q M  
X

E X P A M 5 I 0 A »  e X H l O l T l O A /
E X H l Q i T i O X  f o r
ÏÏL
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T h e o re tic a l  com ponents. The p ie c e  avo ids a to n a l 

c e n te r .  The use o f a l l  tw elve to n es  w ith  eq u a l em phasis 

makes th e  p ie c e  h ig h ly  ch ro m a tic . The p i a n i s t i c  f ig u r a i  

e f f e c t s  a re  o rg an ized  around 3rd s  and ij-ths.

C om positional d e v ic e s . The composer a t t a i n s  a 

very  in t e r e s t i n g  e f f e c t  by employing th e  p lucked  s t r i n g  

sound im m ediately  fo llo w in g  th e  same p i tc h  which was 

s t ru c k  by th e  hammer. A nother in t e r e s t i n g  dev ice  Is  the 

g lis sa n d o  produced by strumming ac ro ss  th e  s t r i n g s .

T ech n ica l A n a ly sis

This p iece  must be perform ed on a  grand piano 

w ith  th e  music r a c k  removed. The p erfo rm er m ust s ta n d  

and re a c h  in to  th e  p iano  w ith  b o th  hands. The composer 

uses th e  symbol f  to  in d ic a te  a p i tc h  which i s  produced 

by p lu ck in g  th e  s t r i n g .  T his i s  b e s t  done w ith  th e  2nd 

o r 3 rd  f in g e r .  The p la y e r  should  mark th e  a p p ro p r ia te  

hammers w ith  ta p e  o r  c h a lk . The g lis s a n d o s  a re  p layed  by 

strumming th e  f in g e r  a c ro s s  th e  s t r in g s  i n  th e  d i r e c t io n  

in d ic a te d .  The symbol A in d ic a te s  th e  h ig h e s t s t r i n g  on 

th e  p iano  and ? th e  low est s t r i n g .  The p ie c e  r e q u ir e s  

c a r e fu l  p r a c t ic e  f o r  accu racy  o f p i tc h  and rhy thm ic p r e ­

c i s io n .



269

Synthesis

The v a r ie ty  o f to n e  c o lo r ,  tim b re , and m usical 

e f f e c t s  produces a f a s c in a t in g  ex p erien ce  f o r  th e  l i s ­

te n e r  .



NO. i| FROM SEGHS KLEDïE KLAVIER3TUGKE 
By A rnold  Schoenberg

Area A rea I  
M easures l-l[

A rea I I  
M easures 5-9

A rea I I I  
M easures 10-13

I .  QUALITY e x h ib i t io n e x h ib i t io n c l im a c tic

I I .  INTENSITY 
1 . Sound 

A, F ab ric

homophonie homophonie homophonie

B. P ia n i s t i c melody p lu s melody p lu s melody p lu s
E f f e c t accompaniment accompaniment accompaniment

G. Mood q u ie t ,  b u t 
anxious

more calm very  e x c ite d

D. Timbre mellow more subdued b r i l l i a n t

2 . Melody wide ran g e wide range medium range
co n tin u o u s co n tin u o u s co n tin u o u s
a n g u la r a n g u la r a n g u la r

ro
o



NO. U FROM SEGHS KLEINE KLAVIERSTUGKE (continued)

Area A rea I A rea I I A rea I I I
M easures 1-Ij. M easures 5~9 M easures 10-13

3 . Rhythm changing p a t te r n changing  p a t t e r n changing  p a t te r n
s ta b le  p u lse s ta b le  p u lse s ta b le  p u lse

ij.. Harmony a t o n a l i t y a t o n a l i t y a t o n a l i t y
chrom atic ch rom atic ch ro m atic
p re v a le n t  u se p re v a le n t  use p re v a le n t  use
o f 2 n d s , i | t h s . o f 2 nds, l | t h s . o f 2 n d s , i^ th s .
5 th s ,  7 th s ^ th s ,  7 th s 5 th s ,  7 th s

5 . Touch le g a to , le g a to . s ta c c a to .
s ta c c a to s ta c c a to m arte  H a t  0

6 . Them atic s ta b le s ta b le s ta b le
M a te r ia l th em a tic th em a tic th e m atic

H I. DENSITY average average average
1 , H o riz o n ta l to  th ic k to  th ic k

A. T hickness

B. R ate o f r a p id  changes r a p id  changes r a p id  changes
Change fu

H



NO. k FROM SEGHS KLEINE lOAVIERSTUCKE (continued)

Area A rea I  
M easures I-J4.

A rea I I  
M easures $-9

Area I I I  
M easures 10-13

2 . V e r t ic a l  
A. T ex ture

b i l i n e a r t r i l i n e a r b i l i n e a r

B. Sound
Q u a li t ie s

bidynam ic 
b itix rib ric  
b ia c t iv e  to u ch

bidynam ic 
b i t im b r ic  
b ia c t iv e  to u ch

monodynamic 
m onotim bric 
m onoactive to u c h

C. R e la t io n  
o f L ines

homogeneous homogene ous homogene ous

cu-4
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NO. k PROM SEGHS KLEHŒ KLAVISRSTUCKS 

By A rnold Schoenberg

Objective Analysis

S t r u c tu r e . The p ie c e  i s  d iv id e d  in to  th re e  a r e a s ,  

determ ined  each  tim e by a  c e s s a t io n  o f th e  forw ard k in e t ic  

m otion . At th e  end of th e  f i r s t  a re a  th e re  is  a fe rm a ta ; 

a t  th e  end o f th e  second a r e a ,  a r e s t .  The f i r s t  a r e a ,  

m easures l-i*., i s  composed o f two s h o r t  c o n tra s t in g  p h rases  

w ith  two accompaniment l i n e s ,  one a sharp  accen ted  chord 

in  measure tw o, th e  o th e r  a b lu r re d  e f f e c t  in  measure fo u r. 

The second a re a  i s  composed o f two m elodic frag m en ts , one 

b eg in n in g  in  measure f iv e  and ending  in  measure s i x ,  th e  

o th e r  b eg in n in g  in  measure s ix  and ending in  measure n in e . 

There a re  fragm en ts o f  ch o rd a l accompaniment in  m easures 

s ix  and e ig h t .  The t h i r d  a re a  c o n s is ts  o f  a  m a r te l la to  

melody w ith  two l in e s  o f  accompaniment chords in  m easures 

e lev en  and tw e lv e . The shape o f th e  e n t i r e  p ie c e  i s ;

6 X H 1 0 1 T 1 0 W  I e x H i o i T i o M  r z r
_ ------------------ ^ m

T h e o re tic a l com ponents. The p ie c e  uses a l l  tw elve 

to n es  w ith in  th e  octave e q u a lly , which e l im in a te s  a 

f e e l in g  f o r  a to n a l c e n te r .  However, th e  t r a d i t i o n a l  use
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of a tone row and i t s  v a r ia t io n s  i s  n o t p re s e n t .

C om positional d ev ice s . The p ie c e  i s  m ainly  

m elodic w ith  the  p h rases  c l e a r ly  d e f in e d . The accom­

panim ent f ig u re s  a re  o f te n  in  c o n tra s t  to  th e  melody and 

are  more l ik e  rude in te r j e c t io n s  in  th e  m idst o f  r e l a ­

t iv e  calm (m easures two and e ig h t) .

T echn ica l A nalysis

The im p o rtan t te c h n ic a l  p r e r e q u is i te s  f o r  th i s  

p iece  a re  th e  a b i l i t y  to  hand le changes in  tim b ric  q u a l i ty ;  

le g a to ,  s ta c c a to ,  and m a r te l la to  to u ch ; and f l e x i b i l i t y  in  

changing rhythm ic p a t te r n s .

S y n th esis

As in  most a to n a l m usic, sound is  th e  most im por­

ta n t  a sp e c t o f  th i s  p ie c e .  There a re  no programmatic 

c o n n o ta tio n s ; r a th e r ,  the  l i s t e n e r  i s  engrossed  in  a 

v a r ie ty  of d i f f e r e n t  tone q u a l i t i e s  and p i tc h  combina­

t io n s  th a t  a re  n o t n e c e s s a r i ly  dependent on th o se  s u r ­

rounding them. The a u ra l  experience  may be d esc rib ed  as 

music f o r  m u sic’ s sak e .



STARSCAPE 
By R o b e rt H elps

A rea A rea I
M easures 1-8

A rea I I  
M easures 9-14

A rea I I I  
M easures 1^-20

I .  QUALITY e x h ib i t io n e x h ib i t io n e x h ib i t io n

I I .  INTENSITY 
1 . So-und 

A. F a b ric

po lyphon ic po lyphon ic po lyphon ic

B. P ia n i s t i c  
E f f e c t

p o i n t i l l i s t i c  
and m elodic

f i g u r a i  
and m elodic

p o i n t i l l i s t i c

C . Mood p e a c e fu l p e a c e fu l p e a c e fu l

D. Timbre d ark  to  mellow in c re a s in g  
t o  b r ig h t

d ark  to  mellow

2 . Melody m easures 3-8  
narrow  range 
one gap

m easures 10-13  
medium ran g e  
co n tin u o u s

nonm elodic

vn



STARSCAPE (c ont inued)

A rea A rea I  
M easures 1-8

A rea I I  
M easures 9-14

Area I I I  
Ifeasures 1^-20

3 , Rhythm s ta b le  p u lse  
s ta b le  p a t t e r n

changing  p u lse  
s t a b le  p a t te r n

changing  p u lse  
s ta b le  p a t t e r n

ij.. Harmony a to n a l
ch rom atic

a to n a l
ch rom atic

a to n a l
ch rom atic

5 . Touch le g a to s ta c c a to ,
le g a to

le g a to ,
portam ento

6 . Them atic th em atic th em atic th e m a tic
M a te r ia l s ta b le s ta b le s ta b le

n i .  DENSITY
1 . H o riz o n ta l 

A. T hickness

average average average

B. R ate  o f changing changing changing
Change dynamics 

and tim b res
dynamics 
and tim b re s

dynamics 
and tim b res

ro-0O'



STARSCAPE (continued)

A rea A rea I  
M easures 1-8

A rea I I  
M easures 9-14

A rea I I I  
M easures 1^-20

2 . V e r t ic a l  
A. T exture

m u l t i l in e a r m u l t i l in e a r m u l t i l in e a r

B. Sound
Q u a l i t ie s

m ultidynam ic 
m u lt i t im b r ic  
m onoactive to u ch

m ultidynam ic 
m u lt i t im b r ic  
m onoactive to u c h

m ult idynam i c 
m u lt i t im b r ic  
m onoactive touch

C, R e la t io n  
o f  L ines

he tero g en eo u s h e tero g en eo u s h e te ro g en eo u s

lo-«j-a
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STARSCAEE 

By R obert Helps

Objective Analysis

S t r u c tu r e . The p ie c e  i s  d iv id e d  in to  th ro e  a r e a s .  

The s to p p in g  p la c e s  a re  de term ined  by tempo ch an g es, th e  

use o f r i ta rd s  and fo rm a ta s , and changes in  th em atic  m ate­

r i a l .  Area one, m easures 1 -8 , c o n s is ts  o f  p o i n t i l l i s t i c  

p i a n i s t i c  e f f e c t s  and a  melody in  th e  h ig h  r e g i s t e r  o f th e  

p ian o . A rea two, m easures 9 -1 4 , c o n s is ts  of v ery  s o f t  and 

h ig h  s ta c c a to  f i g u r a i  e f f e c t s  fo llo w ed  by a m elody. A rea 

th r e e ,  m easures 15-20, c o n s is ts  o f  p o i n t i l l i s t i c  e f f e c t s .  

The shape o f  th e  e n t i r e  p iece  i s  :

EXHIBITION 
E X H I B I T I O N  r g  --------------- 1 E K H I O I T i q m

z  n r

T h e o re t ic a l  com ponents. The p ie ce  i s  a to n a l  and 

u ses  a l l  tw elve to n es  w ith  eq u a l em phasis. The p iece  has 

a  h ig h ly  d is s o n a n t sound because o f  th e  use o f  many sem i­

to n es and m inor 9 th s .

C om positional d e v ic e s . The main co m p o sitio n a l 

f e a tu re s  o f  th i s  p iece a re  th e  p o i n t i l l i s t i c  e f f e c t s  and 

th e  e x p lo i ta t io n  o f th e  extrem e h igh  r e g i s t e r  o f th e  piano,
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T ech n ica l A nalysis

The main te c h n ic a l  p r e r e q u is i te s  f o r  th e  p iece  a re  

th e  a b i l i t y  to  produce a v a r ie ty  o f  to n a l tim b re s  and to  

hand le the  very  f in e ly  graded dynaunics. The rhythm ic 

com plex ity  may a lso  cause some d i f f i c u l t i e s .

S y n th e s is

The music produces a w e ig h tle s s  f e e l i n g ,  as i f  one 

i s  In  o u te r  sp ace . The s t a r s  seem to  tw in k le  in  th e  ex­

trem e upper r e g i s t e r .  The m elodies as w e ll  as v e r t i c a l  

s t r u c tu r e s  a re  h ig h ly  d is s o n a n t ,  producing a d a rk  atm os­

p h e re . The i r r e g u l a r i t y  o f  th e  rhythm ic p u lse  and the 

la c k  o f t o n a l i ty  add to  th e  " ou t in  space" mood.



NO. k  PROM FIVE CAPRICES 
By R o b ert S ta r e r

Area A rea I  
Ifeasures l - i |

A rea I I  
M easures

A rea I I I  
M easures 9-12

A rea IV 
M easures 13-11+

I .  QUALITY e x h ib i t io n e x h ib i t io n c lo s in g e x h ib i t io n

I I .  INTENSITY 
1 . Sound 

A. F ab ric

homophonie po lyphonic po lyphon ic b ip h o n ic

B. P ia n i s t i c  
E f f e c t

melody p lu s  
accompaniment

in te rd e p e n d e n t 
m elodic l in e s

c o l o r i s t i c melody p lu s
m elodic
acc ompaniment

C. Mood t r a n q u i l warm,
e x p re s s iv e

d i s t a n t ,  e e r ie warm,
e x p re s s iv e

D, Tinibre mellow (melody) 
sh a rp  (accompa­
n im ent )

s in g in g shim m ering,
b lu r re d

warm (melody) 
sh a rp  (accompa­
nim ent )

fU
CDo



NO. k PROM FIVE CAPRICES (continued)

Area Area I 
Measures l-i|.

Area II 
Measures ^-8

Area III 
Measures 9-12

Area IV 
Measures 13-14

2. Melody narrow range 
continuous 
measures 1-2—  
level
measures 3-k~~  
angular

wide range 
continuous 
level

nonmelodic narrow range
continuous
level

3. Rhythm stable pattern 
stable pulse

changing pattern 
stable pulse

changing pattern 
stable pulse

stable pattern 
stable pulse

i|.. Harmony atonal 
chromatic 
many l+ths 
and ^ths

atonal 
chromatic 
many ^ths 
and ^ths

atonal 
chromatic 
many l+ths 
and 5ths

atonal 
chromatic 
many liths 
and 5ths

5. Touch legato and 
staccato

legato legato legato and 
staccato

6. Thematic 
Material

thematic
stable

thema\ic
stable

nonthematic 
dying away

thematic
growing

fVJ
CDH



NO. PROM FIVE CAPRICES (continued)

Area Area I 
Measures l-i|

Area II 
Measures 5“8

Area III 
Measures 9-12

Area IV 
Me asures 13“lU

m .  DENSITY
1. Horizontal 

A. Thickness
average thick thick average

B. Rate of 
Change

changing
dynamics

stable changing rhythm 
changing texture 
changing 
dynamics

stable

2. Vertical 
A. Texture

bilinear multilinear multilinear bilinear

B . S ound bidynamic monodynamic bidynamic bidynamic
Qualities bitimbric multitimbric bitimbric bitimbric

biactive touch monoactive touch biactive touch biactive touch

C . Relation 
of Lines

homogene ous heterogeneous homogene ous heterogeneous

ru
CDtu



NO. I}. PROM FIVE CAPRICES (continued)

Area Area V 
Measures 1$-17

Area VI 
Measures 18-23

Area VII 
Measures 21}.-2?

I. QUALITY climactic exhibition closing

II. IIWEN3ITY 
1. Sound 

A. Fabric
biphonic polyphonic polyphonic

B. Pianistic 
Effect

melody plus
melodic
accompaniment

interdependent coloristic

C . Mood excited warm, then 
dying away

distant, eerie

D . Timbre bright singing shimmering,
blurred

2. Melody wide range 
continuous 
angular

narrow range
continuous
level

nonmelodic

ro
COw



ITO. U from five  caprices (continued)

Area Area V 
Measures 1^-1?

Area VI 
Measures 18-23

Area VII 
Measures 2i|-27

3. Rhythm changing pattern changing pattern changing pattern
stable pulse stable pulse stable pulse

I|. Harmony atonal atonal atonal
chromatic chromatic chromatic
many l+ths many i|.ths many l+ths
and Stlis and ^ths and 5ths

5. Touch legato legato legato

6. Thematic thematic thematic thematic
Material stable dying away dying away

ni. DENSITY
1. Horizontal 

A, Thickness
average thick thick

B. Rate of 
Change

changing rhythm changing rhythm changing rhythm 
changing texture 
changing 
dynamics ro



NO. i|. PROM FIVE CAPRICES (oontimied)

Area Area V 
Measures 15-1?

Area VI 
Measures 13-23

Area VII 
Measures 2^-27

2. Vertical 
A. Texture

bilinear multilinear multilinear

B. Sound
Qualities

monodynamic 
bitimbric 
monoactive touch

monodynamic 
multitimbric 
monoactive touch

monodynamic 
bitimbric 
biactive touch

C . Relation 
of Lines

he te rogene ous heterogeneous homogene ous

0 3\n
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NO. l4 PROM PIVK CAPRICES

By R obert S ta r e r

O bjective  A n aly sis

S t r u c tu r e . The p iece  i s  d iv id ed  in to  seven a r e a s .  

The sto p p in g  p la ce s  a re  determ ined by changes in  f a b r i c ,  

mood, and p i a n i s t i c  e f f e c t .  Area one, m easures 1-1+, con­

ta in s  an ex p ress iv e  

accompaniment sup^ 

two, m easures 

f o r  harmonic ec'i 

in  th e  low regi^ 

a r e a ,  m easures 

I t  i s  f ig u r a i  r a t

sh a rp ly  p u n c tu a ted  

same ra n g e . Area 

, w ith  added tones 

t h i r d  l i n e  appear 

3 a r e a .  The th i r d  

a  b r i e f  c o d e tta . 

C h a ra c te r . Measure

12 se rv es  as a b r id g e  tT ^ ^ M R x t  a re a . The f o u r th  a re a , 

measures 13-11+, i s  s im ila r  to  th e  f i r s t ,  th e  melody being 

a t h i r d  lo w er. The accompaniment chords have a  more 

m elodic p a t t e r n .  The f i f t h  a r e a ,  m easures 15-17 , forms 

th e  clim ax w ith  the melody now app earin g  in  o c ta v e s . The 

s ix th  a re a , m easures 18-23, i s  s im ila r  to  th e  second, w ith  

th e  m elodies v a r ie d . The sev en th  a r e a ,  m easures 21+-27, i s  

th e  same m a te r ia l  a s  th e  t h i r d ,  w ith  th e  ending  s l i g h t l y  

ex tended . The shape o f  the  e n t i r e  p ie ce  i s :
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NO. i+ PROM FIVE CAPRICES 

By R obert S ta r e r

Objective Analysis

S tr u c tu r e . The p iece  i s  d iv id ed  in to  seven a r e a s .  

The s to p p in g  p la c e s  a re  determ ined  by changes in  f a b r i c ,  

mood, and p i a n i s t i c  e f f e c t .  A rea one, m easures l-i+ , con­

ta in s  an ex p ress iv e  melody w ith  a sh a rp ly  p u n ctu a ted  

accompaniment superim posed w ith in  th e  same ran g e . Area 

two, m easures $-8, c o n ta in s  two m e lo d ie s , w ith  added tones 

f o r  harmonic en rich m en t. Fragm ents o f a t h i r d  l i n e  appear 

in  th e  low r e g i s t e r  tow ard  the  end o f th e  a r e a . The th i r d  

a r e a ,  m easures 9 -1 2 , m ight be co n s id e red  a b r i e f  c o d e tta .  

I t  i s  f ig u r a i  r a th e r  th a n  m elodic in  c h a ra c te r .  Measure 

12 se rv e s  as a  b r id g e  to  the  n e x t a re a . The f o u r th  a r e a ,  

m easures 13-H+, i s  s im i la r  to  th e  f i r s t ,  th e  melody being  

a  t h i r d  lo w er. The accompaniment chords have a  more 

m elodic p a t te r n .  The f i f t h  a r e a ,  m easures 15-17» forms 

th e  clim ax w ith  th e  melody now ap p earin g  in  o c ta v e s . The 

s ix th  a r e a ,  m easures 16-23, i s  s im i la r  to  th e  second , w ith  

th e  m elodies v a r ie d .  The sev en th  a r e a ,  m easures 2 ^ -2 7 , i s  

th e  same m a te r ia l  as  th e  t h i r d ,  w ith  th e  ending  s l i g h t l y  

ex ten d ed . The shape o f  th e  e n t i r e  p ie c e  i s :
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IXHIBITION 1 -IT 

%

EXHIBITION y  I CXHiaiTiov
E X to aiT iO N

c t . o a i w »  H g  T T r
T C LO & IA IG .

m

T h e o re tic a l  com ponents. The m elodies a re  o f te n  

an g u la r  and c o n ta in  wide le a p s .  Many fo u r th s  and f i f t h s  

a re  e v id e n t b o th  in  melody and harmony. The rhythm  

p a t te r n s  a re  v a r ie d ,  w ith  the  b a r  l in e s  b e ing  c o in c id e n ta l  

to  th e  m u sica l e x p re s s iv e n e s s .

C om positional d e v ic e s . The p ie ce  i s  co n s id e red  

a to n a l  s in c e  th e re  i s  l i t t l e  ev idence o f  a to n a l  c e n te r .  

Some o f  th e  d ev ice s  used  in  composing t h i s  p ie ce  a re  

melody and accom panim ent, polyphonic l i n e s ,  and non­

m elodic p i a n i s t i c  e f f e c t s .

T ech n ica l A n a ly s is

A wide spectrum  o f to n a l  c o lo r  and b a lan ce  i s  

r e q u ir e d ,  combined w ith  ju d ic io u s  use o f  th e  p e d a ls ,  

rhythm ic e x a c tn e s s , th e  a b i l i t y  to  p r o je c t  c le a n ly  the 

polyphonic l i n e s ,  and th e  use o f  much m usica l im agina­

t io n .

S y n th es is

The com position  in v o lv e s  c h a r a c t e r i s t i c s  in te n s e ly  

em otiona l in  c h a ra c te r .  The s tu d e n t sh ou ld  p r a c t ic e  each  

a re a  s e p a r a te ly ,  g iv in g  c a r e fu l  a t t e n t io n  to  th e  many ty p es
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of to n e  c o lo r  and th e  d e l ic a te  b a lan ce  which i s  r e q u ir e d . 

The m elodies a re  h ig h ly  e x p re s s iv e , and each  a re a  has a 

s e p a ra te  c h a ra c te r .  The e n t i r e  p iece  c a l l s  f o r  g re a t  

c o n c e n tra t io n  and sh o u ld  be shaped acco rd in g  to  th e  

v a r io u s  le v e ls  o f i n t e n s i t y .  The p iece  i s  an e x c e l le n t  

s tu d y  in  p i a n i s t i c  t im b re .



CHAPTER VI 

SUMMARY AND CONCLUSIONS

Purpose of th e  Study

The s tu d y  endeavored to  develop a system  of 

perform ance a n a ly s is  in ten d ed  fo r  use by p iano te a c h e rs  

and s tu d e n ts  to  a s s i s t  in  c u l t iv a t in g  in te r p r e t iv e  

s t y l i s t i c  a b i l i t i e s .  The a p p l ic a t io n  o f th e  system  evolved 

in to  a pedagog ica l re so u rce  com prised o f t h i r t y  examples 

o f p iano  l i t e r a t u r e  a t  the e lem en tary  and in te rm ed ia te  

le v e l s .  An a d d i t io n a l  purpose was se rved  in  the co d ify in g  

o f s t y l i s t i c  t r a i t s  common to  tw e n tie th  c e n tu ry  piano 

music on the in d ic a te d  le v e ls  as d is c lo s e d  through the  

a n a ly s is  of th e  s e le c te d  l i t e r a t u r e .

The R esearch  Methodology

The s tu d y  was i n i t i a t e d  by means o f  an ex ten s iv e  

review  o f l i t e r a t u r e  concerned w ith  th e  p ro je c t io n  and 

p e rc e p tio n  o f m usical s t y l e s ,  th e  t e a c h e r 's  r o le  in  th e  

development o f  s tu d e n t aw areness o f s t y l i s t i c  co n s id e ra ­

t io n s ,  a n a ly s is  as a component o f  th e  m usica l ex p e rien ce , 

and th e  n a tu re  o f tw e n tie th  c e n tu ry  p i a n i s t i c  s ty l e s .

The rev iew  d isc lo se d  th a t  th e  ro le s  of composer, 

p e rfo rm er, and l i s t e n e r  a re  c h a ra c te r iz e d  by common

2 8 9
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s t y l i s t i c  c o n s id e ra tio n s , and th a t  te a c h e rs  raust assume 

r e s p o n s ib i l i ty  f o r  f o s te r in g  s t y l i s t i c  and in te r p r e t iv e  

u n d erstan d in g s as a  component o f p iano  s tu d y .

Pour s p e c i f ic  a re a s  were i s o la te d  f o r  c o n s id e ra ­

t io n  in  the  developm ent o f th e  perform ance a n a ly s is  

system : in te r p r e t iv e  a n a ly s is ,  o b je c tiv e  a n a ly s is ,

te c h n ic a l  a n a ly s is ,  and a sy n th e s is  a re a . The c r i t e r i a  

f o r  in te r p r e t iv e  a n a ly s is  were in f lu e n c e d , in  p a r t ,  on 

th e  b a s is  of c o n s tru c ts  re fe re n c e d  to  th e  w r i t in g s  of 

B eardsley^  and LaRue.^ The a reas  o f  overview  q u a l i ty ,  

i n t e n s i t y ,  and d e n s i ty  were in c lu d ed . The c r i t e r i a  f o r  

o b je c tiv e  a n a ly s is  were based  on those  a sp e c ts  o f  music 

which can be observed on a s c o re , in c lu d in g  common 

co m positiona l d ev ices  and th e o re tic -h a rm o n ic  conç)onents. 

The te c h n ic a l  a n a ly s is  d e a l t  w ith  those a sp e c ts  o f  piano 

techn ique n e c e ssa ry  f o r  r e a l i z a t i o n  o f a m usical s c o re .

The sy n th e s is  a re a  endeavored to  prov ide a broad p e rsp e c ­

t iv e  o f  th e  com position  as a w hole.

As a w orkable e n t i t y  o f th e  perform ance a n a ly s is  

system  was developed and e v a lu a te d , i t  was a p p lie d  to  

t h i r t y  s e le c te d  examples o f  m usic l i t e r a t u r e  a p p ro p ria te

^Monroe C. B eard sley , A e s th e tic s :  Problems in  th e  
Philosophy of C r i t ic is m  (New York, N. Y. : H arco u rt, Brace 
and W orld, i n c  .' ,  1 9 ^ 6 ) .

^Jan  LaRue, G u id e lin es  f o r  S ty le  A n aly sis  (New 
York, N. Y .: W. W. Norton C o ., 1970).
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f o r  p iano  s tu d y  a t  the  e lem en tary  and in te rm e d ia te  le v e l s .  

The a p p l ic a t io n  of the  system  r e s u l te d  in  a pedagog ica l 

re so u rce  in c lu d in g  c h a r ts  and v e rb a l d is c u s s io n  f o r  each  

of th e  m usical examples s e le c te d .  The pedagog ica l 

re so u rc e , c l a s s i f i e d  acco rd in g  to  le v e ls  o f  d i f f i c u l t y ,  

com prises C hapters IV and V o f th e  d i s s e r t a t i o n  manuscripb.

In  keeping w ith  th e  s ta te d  purpose o f th e  s tu d y , 

th e  s e le c te d  music l i t e r a t u r e  was examined f o r  c o n s is te n c y  

of s t y l i s t i c  c h a r a c te r i s t i c s  w ith  th e  s ta n d a rd  r e p e r to i r e  

o f tw e n tie th  c e n tu ry  p iano  m usic. C r i t e r i a  f o r  th e se  

c h a r a c te r i s t i c s  were based  on th e  w r i t in g s  o f  s e v e ra l  

au th o rs  as re p o r te d  in  C hapter I I .  The outcome o f  th i s  

a sp e c t o f  th e  s tu d y  i s  r e p o r te d  in  th e  c u r r e n t  c h a p te r .

A Summary o f th e
I n te r p r e t iv e  A nalysis

Each o f the  t h i r t y  com positions in c lu d ed  in  th e  

s tu d y  was examined f o r  th e  purpose o f d e te rm in in g  s t y l i s ­

t i c  and in te r p r e t iv e  c h a r a c t e r i s t i c s  a s  th e  i n i t i a l  s te p  

in  th e  perform ance a n a ly s is  p ro cess  and development o f the  

pedagog ical re so u rc e . A ta b u la t io n  of f in d in g s ,  in  

accordance w ith  th e  c r i t e r i o n  a rea s  d e sc r ib e d  in  C hapter 

I I I ,  i s  p ro v id ed  in  th e  append ix . A n a r r a t iv e  d is c u s s io n  

summarizing th e  g e n e ra l outcomes o f th e  in te r p r e t iv e  

a n a ly s is  com prises th e  p re s e n t s u b d iv is io n  o f the c u r re n t  

c h a p te r .
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Overview q u a l i t i e s . B eard sley  d isc u s se s  overview  

q u a l i ty  in  term s o f k in e t ic  p a t te r n ,  " I t  i s  th e  p a t te r n  

o f v a r ia t io n  in  [m u s ic 's ]  p ro p u ls io n , o r  i n t e n s i t y  o f  

m o v e m e n t . I n  th e  p re s e n t  s tu d y , s p e c i f ic  c o n s id e ra tio n  

was g iven  to  th e  q u a l i t i e s  o f  e x h ib i t io n ,  c lo s in g ,  ex ­

p a n s io n , c l im a c t ic ,  t r a n s i t i o n ,  and a n t i c ip a t io n .  Con­

ce rn in g  e x h ib i t io n  q u a l i ty ,  a  q u a l i ty  c h a ra c te r iz e d  by a 

f e e l in g  o f im p o rtan ce , a t o t a l  o f  s ix ty - f o u r  a re a s  were 

found to  p o ssess  th e  a t t r i b u t e s  f o r  such  c o n s id e ra t io n . 

C losing  q u a l i ty ,  a q u a l i ty  c h a ra c te r iz e d  by a  f e e l in g  o f 

f i n a l i t y  o r  c o n c lu s io n ; expansion  q u a l i ty ,  th e  developm ent 

o r  e x te n s io n  o f a  m u sica l id e a ;  and, c l im a c t ic  q u a l i ty ,  

th e  r e s o lu t io n  o f  an ongoing m u sica l id e a ;  were r e p r e ­

se n te d  in  tw e n ty - th re e , tw e n ty -fo u r, and se v en teen  a r e a s ,  

r e s p e c t iv e ly .  T ra n s i t io n  and a n t i c ip a t io n  q u a l i t i e s ,  

l i t e r a l l y  c o n s id e re d , were more in f r e q u e n t ly  encoun tered  

th an  th e  o th e r s ,  and were observed in  on ly  th re e  and fo u r  

a r e a s ,  r e s p e c t iv e ly .

I n t e n s i t y . C onsidered  in  terras o f f a b r i c ,  

p i a n i s t i c  e f f e c t ,  mood and tim b re , melody, rhythm , 

harmony, to u ch , and th e m atic  developm ent, th e  a n a ly s is  

d is c lo s e d  a predom inance o f  homophonie f a b r ic  w ith  s ix ty -  

f iv e  a re a s  so  c l a s s i f i e d .  While a l l  common f a b r ic s  were

^ B e a rd s le y ,  p .  l8 1 |.
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p re se n t in  v ary in g  d e g re e s , only th i r t e e n  a re a s  were 

c l a s s i f i e d  as ch o rd a l and one a r e a  d e sc r ib e d  a s  c lu s te r e d .

The most f r e q u e n t ly  en co u n tered  p i a n i s t i c  s ty le  

was th a t  o f melody p lu s  accom panim ent. Some seven ty -one  

a rea s  were so c l a s s i f i e d .  In te rd ep e n d en t m elodic l in e s  

were observed in  e ig h te e n  a r e a s ;  m elodic a rea s  numbered 

sev en teen ; f i g u r a i  a r e a s ,  f i f t e e n ;  p o i n t i l l i s t i c  a r e a s ,  

fo u r ;  and, as  was th e  ca se  w ith  f a b r i c ,  on ly  one a re a  

q u a l i f ie d  f o r  c l a s s i f i c a t i o n  as  c lu s te r e d .

Because o f  th e  s u b je c t iv e  n a tu re  o f  th e  term s 

employed, a  c o d i f ic a t io n  o f a r e a s  r e l a t e d  to  mood and 

tim bre was n o t deemed a p p ro p r ia te  f o r  ta b u la r  pu rp o ses.

A degree o f c o n s is te n c y , however, was a ttem p ted  as 

a p p ro p ria te  to  s p e c i f ic  com positions i n  th e  developm ent 

of th e  pedag o g ica l re s o u rc e .

Concerning use o f  keyboard ra n g e , the s e le c te d  

l i t e r a t u r e  v a r ie d  from  narrow  ra n g e , l i s t e d  in  s ix ty -n in e  

a re a s ,  to  medium and wide ra n g e s , l i s t e d  in  tw en ty -s ix  and 

tw enty-tw o a re a s  r e s p e c t iv e ly .  In  most of th e  a r e a s ,  

e ig h ty - fo u r ,  th e  music was c o n tin u o u s ; th a t  i s ,  n o t 

in te r ru p te d  by r e s t s .  O ther a re a s  were co n s id e red  to  be 

gapped, r e p e t i t i v e ,  s p o ra d ic , o r  fragm en ted . Many o f th e  

m elo d ies , tw en ty -seven  a r e a s ,  were an g u la r . O thers were 

d e sc rib e d  as l e v e l ,  u n d u la tin g , r i s i n g ,  o r f a l l i n g .  The 

v a s t preponderance o f  rhythm ic q u a l i t i e s  were s ta b le  in
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b o t h  p n t t e r n  and p u l s e .  R e l a t i v e l y  f e w  T e a s  w ere  c o n ­

s i d e r e d  u n s t a b l e *

Hannon i 0  u s a g e  show ed a w id e  v a r i a n c e  i n  th e  

s e l e c t e d  l i t e r a t u r e .  F i f t y - t w o  a r e a s  w ere  d e s c r i b e d  as  

a t r n a l ,  w h i l e  f o r t y - n i n e  w ere  l i s t e d  a s  h i g h l y  c h r o m a t ic .  

T o n a l i t y ,  o b s c u r e d  t o n a l i t y ,  and m o d a l i t y  w ere  o b s e r v e d  

i n  t h i r t y - t w o ,  t h i r t y - o n e ,  and t w e n t y - f i v e  a r e a s  

r e s p e c t i v e l y .

S in c e  p i a n i s t i c  t o u c h  i n  t w e n t i e t h  c e n t u r y  p ia n o  

m u sic  on  t h e  e l e m e n t a r y  and i n t e r m e d i a t e  l e v e l s  i s  n o t  

v e r y  d i f f e r e n t  fro m  t h a t  o f  p ia n o  m u s ic  o f  o t h e r  p e r i o d s  

on t h e  same l e v e l s ,  a s y s t e m a t i c  c o d i f i c a t i o n  o f  f i n d i n g s  

c o n c e r n in g  t h e  c h o s e n  ex a m p le s  w o u ld  n o t  add any e v i d e n c e  

t o  t h e  s t y l i s t i c  c h a r a c t e r i s t i c s  o f  th e  m u s ic .

C o n c e r n in g  t h e m a t ic  m a t e r i a l ,  m ost o f  t h e  a r e a s ,  

e i g h t y - n i n e ,  w ere  l i s t e d  as  s t a b l e .  O th e r s  w ere  d e s c r i b e d  

a s  e i t h e r  g r o w in g  o r  d y in g  away. I n  t h e  r e l a t i o n s h i p  o f  

t h e  a r e a s ,  e i g h t y  w ere  c o n s i d e r e d  t o  b e  t h e m a t i c .  V a r i a ­

t i o n  Was o b s e r v e d  i n  tw e n t y - t w o  a r e a s ,  and c o n t r a s t  i n  

e l e v e n  a r e a s ,  O th -r  a r e a s  were d e s c r i b e d  a s  t h e m a t ic  

f r a g m e n t s ,  d e v e lo p m e n t ,  o r  n o n t h e i m t i c .

D e n s i t y , D e n s i t y  was c o n s i d e r e d  i n  term s o f  t h e  

h o r i z o n t a l  and v e r t i c a l  a s p e c t s .  C o n c e r n in g  h o r i z o n t a l  

d e n s i t y ,  t h e  number o f  c o n s e c u t i v e  m e lo d i c  p i t c h e s  was 

r e f e r r e d  t o  a s  h o r i z o n t a l  t h i c k n e s s .  I n  t h i s  r e g a r d .
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e ig h ty - s ix  a rea s  were l i s t e d  as av e rag e , t h i r t y - s i x  as  

t h in ,  and tw en ty -sev en  a s  th ic k . A second c o n s id e ra tio n  

was th e  r a t e  o f  change o f  v ario u s o th e r  a s p e c ts  such as 

rhythm ic p a t t e r n ,  dynamic m arkings, to u c h es , and so f o r th .  

E igh ty-one a re a s  were found to  be s ta b le  and f i f t y - t h r e e  

a re a s  were l i s t e d  as hav ing  some a sp e c ts  o f  u n s t a b i l i t y .

Concerning v e r t i c a l  d e n s i ty ,  one c o n s id e ra tio n  was 

l in e a r  te x tu r e .  An accompaniment l in e  was u s u a l ly  con­

s id e re d  a s in g le  l in e  even though i t  may have co n ta in ed  

s e v e ra l  s im u ltan eo u sly  sounding p i tc h e s .  The most 

f r e q u e n tly  encoun tered  mode o f com position  was b i l i n e a r  

te x tu re  w ith  se v e n ty -n in e  a re a s  in  ev id en ce . M u lt i l in e a r ,  

t r i l i n e a r ,  and m onolinear w r i t in g  was a ls o  observed .

The d e n s i ty  o f independen t sound q u a l i t i e s  was 

co n sid ered  in  term s o f  dynamic l e v e l s ,  t im b ric  q u a l i t i e s ,  

and to u c h es . Most o f  th e  a r e a s ,  one hundred and n in e te e n , 

were w r i t te n  w ith  a s in g le  dynamic le v e l  p re v a i l in g  a t  

any one tim e . Twelve a re a s  had two sim ultaneous dynamic 

l e v e l s ,  and th re e  a re a s  had more than  tw o. Tim bric 

q u a l i t i e s  a re  s u b je c tiv e  and w i l l  vary  from  one p la y e r  to  

th e  n e x t .  T h is w r i te r  found seven ty -tw o  a re a s  a p p ro p r ia te  

to  be p layed w ith  two d i f f e r e n t  sim ultaneous tim b re s . 

F i f t y - s i x  a re a s  were co n sid ered  to  be p layed  w ith  a s in g le  

tim b re , and seven seemed to  r e q u ir e  th re e  d i f f e r e n t  

tim b re s . Most o f  the music re q u ire d  on ly  one p ia n i s t i c
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touch  a t  a t im e . One hundred and te n  such a re a s  were 

observed , w hile tw e n ty -f iv e  re q u ire d  two sim ultaneous 

to u c h e s .

Concerning th e  r e l a t i o n  o f l i n e s ,  th o se  a re a s  th a t  

seemed to  have l in e s  which b lended  in  n a tu re  were de­

sc r ib e d  as homogeneous. There were n in e ty - f iv e  such  

a re a s .  Those c o n ta in in g  l in e s  which seemed to  s tro n g ly  

a s s e r t  t h e i r  own p e r s o n a l i t i e s  were d e sc r ib e d  as h e te r o ­

geneous, T h ir ty  o f th e se  a re a s  were observed .

G e n e ra l iz a t io n s . Assuming th a t  th e  music s e le c te d  

f o r  in c lu s io n  in  th e  s tu d y  i s  a  r e p r e s e n ta t iv e  sam ple, 

tw e n tie th  ce n tu ry  p iano  l i t e r a t u r e  a t  th e  e lem en tary  and 

in te rm e d ia te  le v e ls  can be c h a ra c te r iz e d  a s  fo llo w s:

An a n t ic ip a t io n  a re a  w i l l  p ro b ab ly  be a s in g le  

l in e  in tro d u c to ry  f ig u re  which e s ta b l i s h e s  an accom pani­

ment p a t t e r n ,

A c lo s in g  a re a  w i l l  p ro b ab ly  show a  d ec rease  in  

b r i l l i a n c e  o f tim b re , b u t n o t n e c e s s a r i ly  a  d ec rease  in  

v e r t i c a l  o r  h o r iz o n ta l  d e n s i ty .  The k in e t i c  p a t t e r n  w i l l  

be dying away.

An e x h ib i t io n  a re a  w i l l  p robab ly  be th em atic  and 

have a s ta b le  k in e t ic  p a t te r n .

An expansion  a re a  w i l l  p robab ly  be a v a r ia t io n  o r 

a developm ent o f  a th em atic  a r e a  and have a s ta b le  k in e t ic  

p a t te r n .
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A c l im a c tic  a r e a  w i l l  p ro b ab ly  show an in c re a se  in  

b r i l l i a n c e  o f tim b re , b u t n o t n e c e s s a r i ly  an in c re a se  in  

v e r t i c a l  or h o r iz o n ta l  d e n s i ty .  I t  w i l l  have e i t h e r  a 

s ta b le  or growing k in e t ic  p a t t e r n ,  sometimes fo llow ed  by 

a k in e t ic  p a t t e r n  o f  dying away.

Music th a t  i s  homophonie w i l l  p ro b ab ly  be b i l in e a r ,  

homogeneous, monodynamic, b i t im b r ic ,  and have m onoactive 

to u ch .

Music th a t  i s  b iphon ic  w i l l  p ro b ab ly  be b i l i n e a r ,  

monodynamic, and m onotim bric. I t  may have m onoactive o r 

b ia c t iv e  to u c h , and i t  may be homogeneous o r  heterogeneous.

Music th a t  i s  polyphonic w i l l  p ro b ab ly  be t r i l i n ­

e a r  o r m u l t i l in e a r ,  homogeneous, raonodynamic, and have 

m onoactive to u ch .

A S ta tu s  R eport on th e  S y l i s t i c  
T ra i ts  o f th e  S e le c te d  L i te r a tu r e

Using c r i t e r i a  re fe re n c e d  to  th e  w r i t in g s  o f D eri^
p

and Canaday, th e  in v e s t ig a t io n  focused  upon f iv e  concepts 

o f m usical co m p o sitio n : m usica l sound , m elody, harmony,

rhythm , and f a b r i c .

^O tto  D e r i ,  E x p lo rin g  T w entie th  C entury Music (New 
York, N, Y. : H o lt, R in e h a r t and W inston, In c . , 1968) .

2
A lice  Canaday, Contemporary Music and th e  P ia n is t  

(P o rt W ashington, N. Y .: A lfre d  P u b lis h e r s ,  197%).
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An e x te n s iv e  amount o f  tw en tie th , c e n tu ry  p iano  

l i t e r a t u r e  a t  the  e lem en tary  and in te rm ed ia te  le v e ls  was 

examined in  th e  s e le c t io n  o f th e  t h i r t y  m usical com posi­

t io n s  in c lu d ed  in  th e  s tu d y  and com prising  th e  p ed ag o g ica l 

re s o u rc e . The exam ination  d is c lo s e d  many co m p o sitio n a l 

p r a c t ic e s  and te ch n iq u es  exem plar o f  th e  more advanced 

l i t e r a t u r e  f o r  th e  in s tru m e n t. P rovided in  th e  pedagog­

i c a l  re so u rc e  i s  a p ro p o r tio n a te  number o f  conç)ositions 

em ploying such elem ents as to n e  c l u s t e r s ,  e x p lo i ta t io n  

o f th e  extrem es o f ra n g e , strumming o r p lu ck in g  s t r in g s  

in s id e  o f  the p ia n o , and a wide v a r ie ty  o f  p i a n i s t i c  

t im b re s .

The m elodies were f r e q u e n t ly  an g u la r  o r  u n d u la tin g  

and co n ta in e d  wide i n t e r v a l s .  They were o f te n  unsym m etri- 

c a l  in  d es ig n  and i r r e g u la r  i n  c o n t in u i ty .  However, in  

o th e r  in s ta n c e s ,  th e  m elodies were o f a l e v e l  p lan e  and a 

narrow  ra n g e , and were q u i te  co n tin u o u s , form ing re g u la r  

e a s i ly  id e n t i f i a b l e  p h ra se s .

The f e a tu re  th a t  most c lo s e ly  and c o n s is te n t ly  

resem bled  th o se  c h a r a c te r i s t i c s  o f  tw e n t ie th  cen tu ry  

music d e sc r ib e d  by D eri and Canaday was th a t  o f  harmony.

In th e  p ie c e s  s tu d ie d ,  most were a to n a l ,  w ith  th e  rem ainder 

b e ing  alm ost ev en ly  d iv id e d  among t o n a l i t y ,  obscured 

t o n a l i t y ,  and m o d a lity . B i to n a l i ty  was o c c a s io n a lly  in  

ev id en ce . In  most p ie ces  chrom aticism  was a  f e a tu r e ,  

even i f  i t  was n o t e v id e n t to  th e  e x te n t th a t  th e
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t o n a l i ty  was obscured  o r  e n t i r e ly  o b l i t e r a te d .  I d e n t i ­

f i a b le  chords were o f te n  co lo red  by nonharmonic to n e s . 

P ieces were sometimes based  on v a rio u s  e x o tic  o r modal 

s c a le s ,  and th e re  were a u th e n tic  exam ples o f  tw elv e-to n e  

w r i t in g .

In  th e  p ie c e s  s tu d ie d  th e re  were many more 

in s ta n c e s  o f rhythm ic s t a b i l i t y  o f  p u lse  and p a t te r n  th an  

th e re  were o f  la c k  o f s t a b i l i t y .  However, th e re  were 

some examples o f  th e  l a t t e r .  Such fe a tu re s  as  mixed 

m e te rs , i r r e g u la r  m e te rs , d isp la c e d  a c c e n ts ,  and i r r e g u la r  

rhythm ic p a t te rn s  were o f te n  in  ev id en ce ,

C oncem ing f a b r i c ,  th e re  were many more in s ta n c e s  

o f homophonie w r i t in g  th an  any o th e r  k in d . However, many 

examples o f b ip h o n ic  and polyphonic w r i t in g  were in  e v i ­

dence. Independence o f l in e  was o f te n  a  f e a tu re  in  th e se  

p ie c e s . In  in s ta n c e s  o f  melody p lu s  accompeuiiment, the  

accompaniment o f te n  to o k  on an iniportan ce  o f  i t s  own, 

r a th e r  th an  b e in g  sim ply  su b o rd in a te  to  th e  melody.

In  summary, i t  can be concluded th a t  much o f th e  

tw e n tie th  ce n tu ry  p iano  music being  w r i t te n  on th e  elemen­

ta ry  and in te rm e d ia te  le v e ls  i s  c h a r a c te r i s t i c  of many of 

th e  f e a tu re s  o f  advanced tw e n t ie th  c e n tu ry  m usic. Thus, 

i t  would be good p re p a ra t io n  f o r  f u tu re  perfo rm aace. Much 

o f  th e  music w r i t te n  a t  th e se  le v e ls  has programmatic 

c o n n o ta tio n s ; however, th e re  a re  many nonprogrammatic 

p ie ces  as  w e l l .  The program m atic a s p e c ts  o f  th e  p ieces
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a re  o ften  more m o o d -se ttin g  th a n  s to r y - t e l l i n g ,  and 

u s u a lly  have no b ea rin g  on the  v a l id i ty  o f the  music as 

c h a r a c te r i s t i c  tw e n tie th  ce n tu ry  p ie c e s . C onsidering  th e  

e n t i r e  o u tp u t o f to d a y 's  m usic, which i s  v a s t ,  te a c h e rs  

may have to  seek  ou t th e  t r u l y  c h a r a c te r i s t i c  music a t  

th e se  l e v e l s ,  b u t i t  i s  c e r t a in ly  a v a i la b le  f o r  th o se  who 

do 30.

The P edagog ical R esource

The pedagog ica l r e s o u rc e , developed as an outcome 

o f the  s tu d y , c o n s is ts  ? t h i r t y  a p p l ic a t io n s  o f  th e  

perform ance a n a ly s is  system  to  s e le c te d  tw e n tie th  cen tu ry  

piano l i t e r a t u r e  a t  th e  e lem en tary  and in te m e d ia te  

l e v e ls .  The form at c o n s is ts  o f  c h a r ts  showing th e  r e s u l t s  

o f the  a p p l ic a t io n  o f the  in te r p r e t iv e  a n a ly s is  c r i t e r i a  

to  each p ie c e . A n a r r a t iv e  fo l lo w s , p re se n tin g  a d is c u s ­

s io n  o f th e  o b je c tiv e  a n a ly s is ,  thus p ro v id in g  in fo rm atio n  

p e r ta in in g  to  th e  th e o re tic -h a rm o n ic  c o n s id e ra tio n s . A 

th i r d  a r e a  p ro v id es a  b r i e f  d is c u s s io n  o f the  te c h n ic a l  

requ irem en ts f o r  each  p ie c e . A fo u r th  a re a  sy n th e s iz e s  

th e  p rev io u s a re a s  o f  c o n s id e ra tio n , thus p re se n tin g  a 

c o n te x tu a l overview  o f  each  com position .

U t i l i z a t i o n . The p ed ag o g ica l re so u rce  may be 

u t i l i z e d  in  s e v e ra l  ways. Piano te a c h e rs  may e l e c t  to  

c o n su lt th e  re so u rce  f o r  in fo rm atio n  reg a rd in g  a
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p a r t i c u la r  com position  in  which th ey  a re  in te r e s te d .

O thers may use th e  re so u rce  as a means o f  id e n t i f y in g  

easy  to  m odera te ly  d i f f i c u l t  com positions exem plify ing  

c e r ta in  s t y l i s t i c  c h a r a c te r i s t i c s  p e c u l ia r  to  th e  tw e n t i­

e th  c e n tu ry . The re so u rc e  a ls o  p ro v id es a s in g le -s o u rc e  

co m p ila tio n  of m a te r ia l  f o r  use in  p iano pedagogy c la s s e s  

and sem in ars . More b ro ad ly  c o n s id e re d , th e  re so u rc e  

v iv id ly  dem onstra tes th e  a p p l ic a t io n  o f a f u n c t io n a l  

though o b je c t i f i e d  system  o f perform ance a n a ly s is ,  

a llow ing  f o r  form al e v a lu a tio n  and p erhaps f u r th e r  d e v e l­

opment and re f in e m e n t. In  th e  la r g e s t  se n se , th e  re so u rce  

se rves to  c o d ify  th e  r e s p o n s ib i l i t y  o f th e  p iano  te a c h e r  

a t  the  b eg in n in g  and in te rm e d ia te  l e v e ls  o f in s t r u c t io n  

reg a rd in g  in te r p r e t iv e  and s t y l i s t i c  u n d e rs ta n d in g s  and 

perform ance, e s p e c ia l ly  in  a s ty l e  p e r io d  in  w hich th e re  

i s  the l e a s t  f a m i l i a r i t y  and b a s is  f o r  u n d e rs ta n d in g  and 

judgm ent.

C onclusions

On th e  b a s i s  o f  th e  p re s e n t s tu d y  i t  can be con­

cluded th a t  perform ance a n a ly s is  i s  a  v a l id  and f e a s ib le  

system  f o r  in v e s t ig a t in g  th e  a u ra l  n a tu re  o f  music 

perform ance. The fo u r  la rg e  a r e a s —in te r p r e t iv e  a n a ly s is ,  

o b je c tiv e  a n a ly s is ,  te c h n ic a l  a n a ly s i s ,  and s y n th e s is - - a r e  

adequate fo r  th e  e x p lo ra tio n  of a l l  a s p e c ts  o f  a p iano  

com position n e c e ss a ry  f o r  a convincing  and s t y l i s t i c a l l y
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a u th e n tic  perform ance. The system  i s  f l e x ib l e  enough to  

be a p p lie d  to  l i t e r a t u r e  o f  v a ry in g  ty p e s , w ith  perhaps 

some ad ju stm en t to  s u i t  a  p a r t i c u l a r  medium. Through 

f u r th e r  s tu d y , a more o b je c tiv e  and fu n c t io n a l  system  may 

e v e n tu a lly  evolve which would be a p p l ic a b le  t o  a l l  m usic.

I n te r p r e t iv e  a n a ly s i s ,  a s  d e fin e d  in  th e  p re s e n t 

s tu d y , r e p re s e n ts  an a ttem p t to  o b je c t i f y  what has h i t h e r ­

to  been a  r a th e r  s u b je c t iv e  a re a  o f  perform ance s tu d ie s .  

Mood and tim bre  n e c e s s a r i ly ,  how ever, w i l l  ten d  to  rem ain 

s u b je c t iv e .  T h e ir  c o n s id e ra tio n  i s  suppo rted  in  the 

p e r t in e n t  l i t e r a t u r e ;  a  c o n s id e ra t io n  f u r th e r  v a l id a te d  

by t h e i r  u t i l i t y  and v a lu e  as s ty l e  d e te rm in an ts  in  the  

a p p l ic a t io n  o f an in te r p r e t iv e  a n a ly s is  system .

The w r i te r  i s  aware o f  th e  l im i ta t io n s  o f  th e  

p re s e n t  s tu d y  r e l a t iv e  t o  th e  n e c e s s i ty  o f  making v a lu e -  

judgm ents in  th e  a n a ly t i c a l  p ro c e s s , a s  w e ll  a s  the 

t a i l o r i n g  o f th e  approach  to  th e  req u irem en ts  of th e  ty p e  

and l e v e l  o f  music l i t e r a t u r e  s e le c te d .  An ex tended  

e f f o r t  f o r  c o n s is te n c y  was m a in ta in ed , however, and 

e x te rn a l  v e r i f ic a t io n s  were se c u re d . While a l t e r n a t iv e  

approaches to  th e  m usic w ould, most l i k e l y ,  r e v e a l  some 

in te r e s t i n g  d i f f e r e n c e s ,  i t  i s  f e l t  t h a t  th e y  would n o t 

be s ig n i f i c a n t .

In th a t  th e  g r e a t  m a jo r i ty  o f th e  com positions 

were r e l a t i v e l y  s h o r t ,  th e y  were most o f te n
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c h a ra c te r iz e d  by e x h ib i t io n  q u a l i ty .  The n a tu re  and le v e l  

o f  th e  music p rec lu d ed  th e  o p p o r tu n ity  to  f u l l y  ex p lo re  

o b se rv a tio n  and c o d i f ic a t io n  o f  th e  v a r io u s  o th e r  overview  

q u a l i t i e s .  G iven t h i s  c o n d i t io n , th e  overview  q u a l i ty  o f 

t r a n s i t i o n  emerged as  an  i n t e r e s t i n g  s t y l i s t i c  phenomenon, 

though r e l a t i v e l y  few such  a re a s  were found . The same 

c o n d itio n  h o ld s  t r u e  f o r  s e v e ra l  o f  th e  o th e r  overview  

q u a l i t i e s .  I t  would seem th a t  p ia n o  music a t  th e  

e lem en ta ry  and in te rm e d ia te  le v e ls  would b e n e f i t  from 

f u r th e r  c o n s id e ra tio n  o f  th e se  m a tte rs  a s  s t r u c t u r a l  

components by composers working in  t h i s  im p o rtan t f i e l d .

The p ed ag o g ica l re so u rc e  was found to  be a  v a l id  

means o f  p ro v id in g  in te r e s te d  p erso n s w ith  in fo rm a tio n  

concern ing  th e  n a tu re  o f  th e  s e le c te d  l i t e r a t u r e  a s  w e ll  

as in fo rm a tio n  ab o u t and exam ples o f  th e  a p p l ic a t io n  o f 

th e  perform ance a n a ly s is  system .

The s ta tu s  r e p o r t  in d ic a te d  th a t  much o f  th e  piano 

l i t e r a t u r e  of th e  tw e n tie th  c e n tu ry  a t  th e  e lem en tary  and 

in te rm e d ia te  le v e ls  a re  v a l id  exam ples o f  c h a r a c te r i s t i c  

tw e n tie th  c e n tu ry  music a s  d e f in e d  by s e v e ra l  a u th o rs . 

A lthough th e  w r i te r  d id  en co u n te r in  th e  course  o f th e  

in v e s t ig a t io n  much music th a t  was n o t  co n s id ered  

c h a r a c t e r i s t i c ,  v a l id  exam ples a re  a v a i la b le  f o r  u t i l i z a ­

t io n  a t  th e se  l e v e l s .
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ReooBcnendations f o r  
F u rth e r  S tudy

The p re s e n t s tu d y  re p re s e n ts  an i n i t i a l  e f f o r t  in  

th e  e x p lo ra tio n  o f in t e r p r e t iv e  a n a ly s is .  F u r th e r  s tu d y  

shou ld  prove in t e r e s t i n g  i f  a p p lie d  to  p ie ces  o f  g r e a te r  

le n g th , c o n tra s t in g  s t y l e s ,  and v a rio u s  perform ing  m edia.

A recommended s tu d y  i s  to  te a c h  s tu d e n ts  to  

s y s te m a tic a l ly  ap p ly  th e  s e le c te d  c r i t e r i a  o f  perform ance 

a n a ly s is  to  p iano  l i t e r a t u r e  which th e y  a re  s tu d y in g . 

Should t h i s  be done c o n s is te n t ly  o v er a p e rio d  o f  y e a rs ,  

te a c h e rs  may b eg in  to  observe a d if fe re n c e  in  t h e i r  

s tu d e n ts ’ manner o f  s t y l i s t i c  perfo rm ance, coupled  w ith  

an in c re a s e  i n  t h e i r  s tu d e n t s ’ i n t e l l e c t u a l  u n d ers tan d in g  

o f m usic.

A s tu d y  app ly ing  an o b je c t i f ie d  perform ance 

a n a ly s is  system  to  th e  music o f  v a rio u s  s t y l i s t i c  p e rio d s  

i s  recommended. Such a  com parative s tu d y  cou ld  le a d  to  

f u r th e r  re f in e m e n t o f  th e  a lre a d y  e x is t in g  system s o f  

s t y l i s t i c  a n a ly s is .

A nother recommended s tudy  i s  th e  a p p l ic a t io n  o f 

perform ance a n a ly s is  to  la r g e r  form s such a s  symphony 

movements o r  la rg e  c h o ra l  w orks. Such a s tu d y  would r e ­

q u ire  ad justm en t o f  th e  c r i t e r i a  to  s u i t  perform ance by 

a  la rg e  g roup . This cou ld  be h e lp fu l  to  conducto rs in  

fo rm u la tin g  in te r p r e t iv e  ch o ices  a s  w e ll a s  c o n tr ib u t in g  

to  s t y l i s t i c  p erfo rm ances.
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F u rth e r  ex p e rim en ta tio n  w ith  th e  p rocess and use 

o f draw ing th e  shape g raphs would seem a p p ro p r ia te .  A 

form al e v a lu a tio n  o f  s tu d e n t use  and involvem ent in  t h i s  

a c t i v i t y ,  d em o n stra tin g  th rough  g rap h ic  means th e  p e rce p ­

t io n  of t h e i r  own perform ance as w e ll  a s  ta k in g  " d ic ta tio n "  

o f th e  shape o f o th e r  perfo rm ances, m ight w e ll evolve new 

in s ig h ts  and p ed ag o g ica l approaches to  in te r p r e t iv e  and 

s t y l i s t i c  perfo rm ance . The p ro c e ss  m ight a ls o  be used in  

nonperform ance s e t t in g s  f o r  th e  developm ent o f  m u sica l 

p e rc e p tio n .

I t  i s  th e  w r i t e r ’s hope th a t  o th e rs  may f in d  

in te r p r e t iv e  a n a ly s is  in t e r e s t i n g  and w i l l  con tinue 

e x p lo ra t io n , u s in g  i t  a s  a  p o in t  o f d ep a rtu re  f o r  fu tu re  

s tu d ie s .

Commentary

As th e  s tu d y  was i n i t i a t e d ,  i t  was th e  w r i t e r ’s 

co n te n tio n  th a t  p iano  te a c h e rs  a t  e lem en tary  and i n t e r ­

m ediate l e v e l s ,  g e n e ra l ly ,  do n o t s y s te m a tic a l ly  encourage 

s tu d e n t a t t i t u d e s  and r e s p o n s i b i l i t i e s  r e l a t iv e  to  p e r ­

form ing in  a  s t y l i s t i c a l l y  conv incing  manner. B e liev in g  

th a t  p i a n i s t s  who a re  e f f e c t iv e  in  p ro je c t in g  m usica l and 

s t y l i s t i c  c o n te n t th in k  in  term s o f m u sica l sound, t im b ra i 

v a r ie ty ,  and c r e a t io n  o f atm osphere, th e  w r i te r  a ttem p ted  

to  c o d ify  th o se  elem ents of a m usica l com position  which 

determ ine ch o ices  in  th e se  a r e a s .  Thus, th e  m ajor th r u s t
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of th e  in v e s t ig a t io n  was th e  developm ent of a  fu n c t io n a l  

system  o f  a n a ly s is  th rough  which th e  p ro cess  m ight be 

o b je c t i f ie d  f o r  p ed ag o g ica l p u rp o ses . The system , 

term ed in te r p r e t iv e  a n a ly s is ,  can  be sim ply  d e sc r ib e d  as 

a means o f an a ly z in g  a  m usica l com position  from a  p e r ­

fo rm e r 's  p e rs p e c tiv e . While n o t m inim izing th e  need  and 

im portance of t r a d i t i o n a l  h a rm o n ic -th e o re tic  a n a ly s is  as 

a means o f  m usical in q u iry , th e  s tu d y  sough t to  ex p lo re  

th e  e f f ic a c y  o f o b je c t i fy in g  th o se  elem ents o f s t y l i s ­

t i c a l l y  conv incing  perform ance deemed as e s s e n t i a l  and 

immediate to  th e  s u c c e s s fu l p ro je c t io n  o f  the  com poser's 

in te n t io n s  a t  th e  very  moment o f  th e  perform ance a c t .

Cognizant o f  th e  f a c t  th a t  t o t a l  agreem ent on 

in te r p r e t iv e  m a tte rs  r e l a t i n g  to  m usica l perform ance i s  

n e i th e r  p o ss ib le  no r d e s i r a b le ,  to le ra n c e  t o  v ary in g  

in te r p r e t iv e  approaches a llow s f o r  a c o n tin u in g  p ro cess  of 

e v a lu a tio n  o f p e rc e p ts  h e ld , and , in d e ed , p ro v id es  e v i ­

dence o f s t y l i s t i c  aw areness and concern—perhaps a  f i r s t  

s te p  in  th e  p ro c e s s . I t  i s  g e n e ra l ly  h e ld  th a t  m u sic ia n s , 

in c lu d in g  young s tu d e n ts ,  sh o u ld  t r y  many in te r p r e t iv e  

o p tio n s  c o n s is te n t  w ith  a  g iv en  com poser's  s ty le  and th e  

l im i ts  o f the  m usical sc o re . T his a p p l ie s ,  e s p e c ia l ly ,  to  

those  in ta n g ib le  q u a l i t i e s  which a re  d i f f i c u l t  f o r  a 

composer to  in d ic a te .  For t h i s  re a s o n , each  com position  

com prising th e  p ed ag o g ica l re so u rc e  was perform ed and
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s y s t e m a t i c a l l y  ex a m in e d  f o r  t h o s e  a u a l i t i e s  p e r c e i v e d  as  

i m p o r t a n t  and e v e n t f u l  f o r  i n t e r p r e t i v e  c o n s i d e r a t i o n .  As 

d e v e lo p e d  and e m p lo y ed  i n  t h e  p r e s e n t  s t u d y ,  i n t e r p r e t i v e  

a n a l y s i s  a s  a c o n c e p t  and s y s t e m  was c o n c e r n e d  w i t h  th e  

a u r a l  p e r c e p t i o n  and  i m p r e s s i o n  o f  s o u n d ,  r a t h e r  t h a n  o b ­

s e r v a t i o n s  made fr o m  t h e  p r i n t e d  s c o r e .  The c o n s i d e r a t i o n  . 

o f  mood and t i m b r e ,  t h u s ,  w as an im p o r t a n t  p o i n t  o f  

d e p a r t u r e  i n  t h i s  p r o c e s s .  W h ile  t h e  t e r m i n o l o g y  em p lo y ed  

l a c k s  p r e c i s e  o r  u n i v e r s a l  d e f i n i t i o n ,  t h e  f o c u s  p r o v id e d  

b y  a t t e n t i o n  t o  mood and t:’.mbre a l l o w e d  f o r  a p e r c e p t u a l  

c o n t e x t  and d e g r e e  o f  c o n s i s t e n c y  i n  t h e  a n a l y t i c a l  

p r o c e s s .

I t  i s  th e  w r i t e r ’ s v i e w  t h a t  t h e  c o n s i d e r a t i o n  o f  

mood and t im b r e  i s  an im p o r t a n t  f o u n d a t i o n a l  a s p e c t  o f  

p ia n o  s t u d y  i n  t h e  f o r m u l a t i o n  o f  an i n t e r p r e t i v e  c o n t e x t  

and t h a t  t e r m i n o l o g y  e m p lo y e d  f o r  s u c h  p u r p o s e  be  c h o s e n  

o r  d e t e r m in e d  b y  w hat t h e  l i s t e n e r  h e a r s  r a t h e r  th a n  t h a t  

o b s e r v e d  on  th e  p r i n t e d  s c o r e  o r  p r o f e r r e d  b y  t h e  t e a c h e r .  

R e g a r d l e s s  o f  c h o i c e s  m ade, c o n c e n t r a t i o n  o n  t h e s e  a s p e c t s  

o f  e x p r e s s i v e  p e r fo r m a n c e  i n  c o n j u n c t i o n ,  a s  a p p r o p r i a t e ,  

w i t h  a more c o m p r e h e n s iv e  c o n s i d e r a t i o n  o f  p e r fo r m a n c e  

a n a l y s i s  w i l l  l e a d  t o  more c o n v i n c i n g  m u s i c a l  p e r fo r m a n c e  

b y  p i a n i s t s  o f  a l l  a g e s ,  i n c l u d i n g  t h o s e  a t  t h e  e l e m e n t a r y  

and i n t e r m e d i a t e  l e v e l s .
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I .  Overview Q u a lity

e x h ib i t io n :  6[|. a reas
expansion : 2k a re a s
t r a n s i t i o n :  3 a rea s
c l im a c tic  : 17 a rea s
a n t ic ip a t io n :  Ij. a re a s
c lo s in g :  23 a re a s

I I ,  I n te n s i ty

1 . Sound

A. F ab ric

monophonic : 17 a rea s
b ip h o n ic : 2k a reas
po lyphon ic : 16 a reas
homophonie : 65 a re a s  
c h o rd a l: 13 a rea s
c lu s te r e d :  1 a re a

B. P ia n i s t i c  E f f e c t

m elodic: 17 a reas
f i g u r a i :  l5  a rea s
c o l o r i s t i c : 6 a rea s
p o i n t i l l i s t i c :  I|. a re a s
melody p lu s  accompaniment: 71 a re a s
melody p lu s  m elodic accompaniment: Ij. a rea s
melody p lu s  im i ta t iv e  echo e f f e c t :  2 a rea s
in te rd ep en d en t m elodic l i n e s :  l8  a re a s
c h o rd a l: 10 a reas
c lu s te r e d :  1 a re a

G. Mood; and
D. Timbre

Because o f th e  su b je c tiv e  n a tu re  o f  th e se  
a r e a s ,  a c o d i f ic a t io n  o f th e  w r i t e r 's  p e rso n a l 
ch o ices  would n o t p rov ide any o b je c tiv e  
in fo rm atio n  ooncezviing th e  n a tu re  o f th e  
s e le c te d  l i t e r a t u r e .
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2 . Melody

A. Range

narrow  range ; 69 a re a s
medium range : 26 a re a s
wide range : 22 a re a s
nanm elodic : 20 a re a s

B. H o rizo n ta l C o n tin u ity

con tinuous : 01{. a re a s
sp o rad ic  : I4 a re a s
gapped: 19 a re a s
r e p e t i t i v e  : 7 a re a s
frag m en ted : 3 a re a s

C. V e r t ic a l  D ire c t io n

a n g u la r  : 2? a re a s
u n d u la tin g  : 12 a re a s
l e v e l :  lij a re a s
r i s i n g :  3 a re a s
f a l l i n g :  2 a re a s

3 . Rhythm

A. S t a b i l i t y  o f P a t te rn

s ta b le  p a t te r n :  111 a re a s
u n s ta b le  p a t te r n :  23 a re a s

B. S t a b i l i t y  o f P u lse

s ta b le  p u ls e :  121 a re a s
u n s ta b le  p u ls e :  13 a re a s

I},. Harmony

t o n a l i t y :  32 a re a s
a t o n a l i ty :  $2 a re a s
obscured  to n a l i t y :  31 a re a s
m o d a lity : 25 a re a s
h ig h ly  ch ro m a tic : 1̂ 9 a re a s

5 . Touch

S ince th e  k inds o f to u ch es employed in  th e  
s e le c te d  l i t e r a t u r e  a re  n o t very d i f f e r e n t  from  
p iano  music o f  o th e r  p e r io d s  on th e  same l e v e l s .
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a  sy s te m a tic  c o d i f ic a t io n  o f th e  f in d in g s  would 
n o t  add any ev idence to  th e  s t y l i s t i c  c h a r a c te r ­
i s t i c s  o f  th e  m usic.

6 . Them atic M a te r ia l

A. K in e tic  P a t te rn

s ta b le  : 89 a re a s
grow ing: 16 a re a s
dy ing  away: 22 a re a s
grow ing, th e n  dying away: 7 a re a s

B. R e la t io n s h ip  o f  Theme, Developm ent, V a r ia t io n , 
C o n tra s t

th e m a tic : 80 a rea s  
c o n t r a s t :  11 a rea s  
v a r ia t io n :  22 a re a s
developm ent: !{. a re a s
n o n th em atlc : ll{. a rea s
th e m atic  fragm en ts: 3 a re a s

I I I .  D en s ity

1 . H o riz o n ta l D en sity

A. T hickness

t h i n : 36 a re a s  
average : 86 a rea s
th ic k :  27 a re a s

B. R ate  o f  Change

a l l  s ta b le  q u a l i t i e s :  8 l a re a s
some u n s ta b le  q u a l i t i e s :  53 a re a s

2 . V e r t ic a l  D en sity

A. D en sity  o f L in ea r T exture

m onollnear : li|. a re a s
b i l i n e a r  : 79 a re a s
t r i l i n e a r :  17 a re a s
m u l t i l in e a r :  25 a re a s
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B. D en sity  o f  Sound Q u a li t ie s

(1) Independent Dynamic L evels

monodynamic : 119 a rea s
bidynam ic : 12 a re a s
m ultidynam ic : 3 a re a s

(2) Independent T im bric Q u a l i t ie s

m onotim bric; ^6 a re a s  
b i t im b r ic : 72 a re a s
t r i t i m b r i c ; 7 a re a s

(3) Independent Touches

m onoactive : 110 a re a s
b ia c t iv e :  2$ a re a s

C. R e la t io n  o f Lines

homogeneous : 95 a re a s
heterogeneous : 30 a re a s


