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Analysis has been one of the major growth areas in the training of
musicians over the last twenty or thirty years. New analytical
methods of ever-increasing sophistication have been developed while
older methods, such as that developed by Heinrich Schenker, have
been the object of a massive resurgence of interest. There is, however, a
paradoxical sense in which the greater prominence of musical analysis
has masked a decline in its real educational significance. This is
because as analysis has become more abstract, not to say abstruse, it has
turned into a specialty. Especially in North America, people tend to
focus on analysis as an alternative to specializing in historical studies,
or performance, or whatever. In other words analysis has become one
option among several. Traditionally, however, analytical studies
occupied a much more central role in music teaching. The difference is
that the insights which are today presented in an abstract and even
intellectual manner—and often as ends in themselves—were formerly
the outcome of practical musical studies such as arrangement and
orchestration.

Figure 1 illustrates this. It shows bars 13-15 of Debussy's
'Danseuses de Delphes' (from Book 1 of the Preludes) together with two
alternative analytical interpretations of the passage; these are
marked (a) and (b), and they use the symbols for rhythmic analysis
developed by Cooper and Meyer.1 For readers unfamiliar with these,

represents a stressed note and ^ ? an unstressed one, while the
square brackets show what belongs together in a single rhythmic group;
you can see that an entire group can be regarded as stressed or unstressed
at the next level of structure, so that the analysis is a hierarchical one.
What does the difference between these two interpretations actually
amount to? In (a), there is no immediate rhythmic connection between
bars 14 and 15; you might bring this out in performance by making a
slight break before the beginning of bar 15, so the last four chords of bar14 become a kind of rhetorical gesture, with the crescendo perhaps
reaching the level of forte. By contrast, (b) suggests that the last four
chords of bar 14 act as an upbeat to the beginning of bar 15, so that there
is no rhythmic break at this point; this implies a smoother style of
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