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FOREWORD

"THE purpose of this lecture is to show the supreme importance
of Analysis in Playing, Teaching, and Learning. It forms
the fourth of my Six Lectures on Psychology, prepared in
August 1918 for the Teachers’ Training Course, then newly
instituted at my School—Training Courses which also have
been since adopted by other institutions in conformity with
the requirements of the ‘Teachers’ Registration Council’.

The substance of this particular lecture was noted some
years before its incorporation here. It contains a good mea-
sure of reiteration, but, as I have explained elsewhere, my
experience as teacher has proved to me the value and neces-
sity of this device.

There are four Sections: the first shows the general need
of Analysis, particularly for the Student ; the second, its need
in Teaching; the third, its application in Performing; while
the fourth is a Note on the Subconsciousness. T'wo Additional
Notes are appended ; the second, ‘On Listening-in’, shows that
the difference between merely hearing and true listening is
again a matter of properly applied Analysis.

The fifth and sixth lectures of this series, ‘On Memorizing’
and ‘On Method in Teaching’, were published some years
ago; and when time can be found to revise them, I hope also
to publish the remaining three: “The Problems of Psycho-
logy’, “The Working Material of Psychology’, and ‘On Interest

and Attention’.
TOBIAS MATTHAY.

HASLEMERE,
July 1934.



CONTENTS

FOREWORD

Section I. THE NEED OF ANALYSIS—THE TRUE
NATURE OF MUSIC—THE BASIS OF FORM AND
SHAPE AND OF CONTINUITY . .

Section II. THE TEACHER AND ANALYSIS
Section III. ANALYSIS AND THE PERFORMER

Section I[V. THE NATURE OF THE SUBCONSCIOUS-
NESS

Additional Note I. SOME FURTHER REFLECTIONS ON
THE NEED OF CONSTANT ANALYSIS

Additional Note II. ON LISTENING IN—THE DISTINC-
TION BETWEEN HEARING AND LISTENING.
THE DISTINCTION BETWEEN ENJOYING MUSIC
AND BEING DEAF TO ITS APPEAL .

21

24

28

31

32




Section I

THE NEED OF ANALYSIS—THE TRUE NATURE OF
MUSIC—THE BASIS OF FORM AND SHAPE
AND OF CONTINUITY

Many unthinking people are appalled at the notion of analys-
ing a thing obviously so subtle and elusive as Musical per-
formance. They do not realize that subtlety in application
does not necessarily imply elusiveness of natural law. They
imagine that the investigation of any laws relating to Art is
a sort of sacrilege, and that all spontaneity and so-called
‘inspiration’ must vanish the moment one begins to under-
stand, in some little measure, the laws that govern the produc-
tion of things Beautiful. Yet, to be logical, they should also
maintain that knowledge of the working and construction of
one’s motor-car engine would render one less efficient as a
chauffeur.

In the old days it was the Church that feared any form of
investigation, lest knowledge should tend to weaken her hold
on the people, and she (being then materially all-powerful)
made short work of any one endowed with an uncomfortably
inquiring and informative mind. Such similar fear still exists
‘more or less in the Art-world. My own ‘Act of Touch’ was
at first (thirty years ago) received by the Piano-pious as a
sacrilegious ‘meddling with the secrets of Art’. But times
have changed since then!—and the student is now very
generally shown how to avoid all the possible wrong roads,
and at once to begin working rightly towards success.

Obviously, people’s minds are differently constituted in
this respect. Broadly speaking, we might say that there are
three types of mind—or three mental tendencies. It is essen-
tial for the teacher to recognize this fact.

Thus we have (1) the so-called analytical mind; (2) the
artistic or emotional mind; and, lastly, (3) the truly non-
analytical mind, and of course all possible shades can be
found between.

In the first case (the analytical mind) the tendency is
deliberately and purposefully to investigate and understand
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everything. This is the kind of mind that does all the hard
mental work of the world. All great thinkers are such!

The second (the artistic or emotional type) is uspally sup-
posed to be quite un-analytical. This, however, 1s untrue,
for the artistic mind, although it is mostly prompted and led
directly by emotion and mood (as it should be!), nevertheless
does analyse—and keenly, too—but analyses intuitively, and
for the most part remains unaware of so doing. Such a mind
often does its work of analysis far better than the purely
reason-led (analytical) mind can do even at its best. But there
is this enormous disadvantage: that the purely artistic mind
1s mostly prompted to this involuntary or spontaneous ana-
lytical effort by mere accident, instead of deliberate purpose,
and often fails to investigate just when it is imperative to do
so. So arises the anomaly that those with the highest gifts
musically often fail to reach the heights expected of them, and
are out-distanced by some less gifted fellows. Moreover,
they usually prove to be second-rate teachers! The highly
gifted should ponder upon this point, and the less gifted
might derive a great deal of encouragement from it.

Coming now to consider the third, and last, type of mind
(the totally un-analytical), strictly speaking this does not
come under the category of ‘mind’ at all—it should be
relegated to the vegetable kingdom, for it has nothing to do
with Psychology! Certainly, the unfortunate owner of a
thoroughly un-analytical mind never will nor can learn to
see, or perceive anything, in the true sense of the term. Pity
the poor teacher who has to tackle such a mind—and also the
poor pupil who has to seek knowledge from a teacher thus
constituted! But luckily (or unluckily) it is the second type,
the more or less emotional type, which we teachers so often
have to try to direct and coax into real thinking, and which
type happens to be the one most worth guiding.

Now remember, the really gifted person, musically, is one
so forcibly drawn towards Music that he is involuntarily
compelled to analyse music; moreover, he does this analysing
minutely when his mood prompts him! Unfortunately, as I
have said, his mood does not always thus prompt him. Here
it is that our troubles begin! Depending, as he naturally does,
upon involuntary analysis (or so-called intuition), he finds it
exceedingly difficult and indeed irksome to learn to use that
process voluntarily. When you try to teach the musically
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gifted person, you find to your surprise, mortification, dis-
comfiture, and discouragement that he is far harder to
teach than many others much less gifted.

Moreover, the very fact that the musical person does often
use his analytical faculty spontaneously, actually makes him
resent being made to use it by force of reason or Will. In
other words, he usually resents being made to use his mind,
purposely, upon his art, or upon anything else! Nevertheless,
your musically-gifted pupil cannot possibly reach any great
height unless you do succeed in compelling him to use his
reason as well as his emotional, subjective, and intuitive
faculty or Sub-consciousness—to use that now somewhat
discredited term. Is this not why we have so few Beethovens,
Bachs, and Brahms—those instances where we find that per-
fect balance between the emotionaland intellectual tendencies,
and which is (or should be) the real meaning of the term
‘classical’?

Bearing upon this point, I should like to recommend all
artists and students to read The Forerunner, by Merejkowski
—there is an English translation.! It is really a life of LEo-
NARDO DA VINCI, and the many amusing anecdotes concerning
his exceedingly meticulous methods of work should prove
instructive and stimulating to all art-workers. He appears to
have been a ruthless and absolutely merciless analyst—which
no doubt largely accounts for his gigantic mastery!

Now it is just because the talented person so often does
give his whole mind easily, vividly, and spontaneously to the
musical impressions floating in upon him, and because he
analyses these impressions thus accurately (although involun-
tarily) that he learns to see and perceive with such astounding
quickness and sureness of judgement; for he is all the time
laying in stores of vivid musical impressions and memories?
and is thus constantly sharpening his musical wits.

The outcome of all this is that every student, even the most
ungifted, should be prompted to use his will-power so as to
learn to investigate, and thus learn really to attend to Music—
to the musical value of every note he hears and plays. Thus
he may ultimately be brought a long way on the road towards
being really musical. I will go farther, and claim that by
doing this he will also be transforming himself into a more
refined person, and a more educated one; for it cannot be

1 By Gilbert Guernsey. 2 Or so-called ‘Apperception-masses’.
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stressed too often that Music is a very potent form of true
Education—indeed the most direct form of all. .

It seems to me that by making him learn to perceive the
Beautiful (through Sound in this case) is a far more direct
way of educating the individual in the true sense of that word
—towards the acquisition of Concentration of Mind, than by
making him automatically repeat long lists of words, formulas,
and phrases, an unthinking repetition which cannot seriously
be expected to better him one jot as a sentient human-being,
or to bring him any nearer into touch with the Universe.!

This last point should be insisted upon by Musicians ; for
there is still a tendency amongst so-called Educationists to
belittle the truly practical utility of our art as a direct form
of Education. Indeed, they fail to realize what a very strong
factor every art—and our art particularly—can be in bettering
the life of the race.

Strictly speaking, of course, as I have before insisted, you
cannot directly teach any one anything.2 You cannot pour
knowledge into any one as you might pour in patent medicines.

But what the teacher can do, and must do (in these days),
is to help the student directly to understand what there is to
be learnt, and make him directly understand the laws con-
trolling his actions, both mental and physical. Therefore,
although you cannot teach him you must nevertheless help
him to learn. (That is, you must help him to learn kow to
practise.3)

To repeat : first you must show the pupil ow he can make
his keyboard efforts accurately correspond to the sounds he
has imagined, by obedience to those laws and principles
which are now recognized as governing all Technique—the
technique of Agility, the technique of Duration, and the
technique concerning the control and production of all pos-
sible kinds and gradations of Tone. Secondly, by insisting
upon his attention through the keyboard to every note, that is,
through his muscular sense of key-resistance, and through his
sense of Rhythm, and beyond this, to the laws of Interpreta-

I Remember, it is impossible to do any.real practice, or to make any
real music, without learning to time one’s mind upon every note played—
sometimes 8 or 10 times per second of time, indeed the keenest possible
exercise of one’s powers of concentration.

2 See Mustcal Interpretation, p. 2 (Joseph Williams).

3 See ‘On Practising’ in The Visible and Invisible, p. 122 (The Oxford
University Press). .
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tion, of tonal and durational inflexion, and, above all, Time-
curving—or Rubato—the most important element of all.?

While helping the pupil thus directly to master the power
of producing all necessary keyboard and musical effects, you
must in the meantime (and all the time) teach him to use and
apply his own musical sense—both inherent and acquired.
That is, you must insist on his using his own musical sense
and judgement and imagination—in accordance with his
knowledge of the laws of Interpretation all the time he is
practising and playing, and must in the end learn to do all
this subconsciously.

Above all, you must insist on his learning to avoid that worst
of all evils: automatic practice, plainly speaking, strumming.

NoTe. You must keep this ideal before him constantly,
else he will inevitably hark back to that lazy, automatic
repetition of passages without thought or meaning, totally
lacking in that concentration without which nothing can
ever be learnt or understood.

Indeed, you may take it for granted that most students
sit down to the Piano with an ever-green and lazy hope,
that they can teach the Piece to that Piano! or to their
‘Fingers’, or to their muscles, or their skin and bones.

It does not occur to them that to reach success they can
never do anything else than just ‘teach the piece’ to their
own Mindsi—the shape of it and the Feeling of it! and
how to communicate these to others. All you can do is
to try to teach the music to your own mind, so that you
can think every note of it—musically and technically.

It seems absurd to have to restate and stress this, but
Practice always implies trying to learn; for you are only
practising properly, provided that every time you play your
piece or passage through you are trying to see and understand
every note of it better—are trying to realize more exactly
what the piece consists of emotionally and shapefully. More-
over, every time you play a passage through without that

1 See Musical Interpretation, p. 2 (Joseph Williams); and The Slur, or

uplet of Notes (Oxford University Press). _
Coz %vid{:ntly, then, nothing can be done without this element, or process

of Analysis. In speaking of Memorizing I have shown that nothing can be
fixed in the mind except through a process of Analysis, unless an im-
pression is made in the form of shock or surprise. _ -

Indeed, I maintain that the very act of definitely seeing, hearing, or
apprehending anything is by a process of Analysis. And thus the same
applies to the process of really effective Practice.

II



intent, you are then most certainly un-practising that passage.
Hence we come back to it, that real practice implies active
Analysis all the while—of every note. Practice, therefore,
may be summed up as endeavour to discover what we should
see and feel during the actual performance of the piece.!

Now against this very point we have heard much thought-
less protest, froth, and prattle. For instance, I havga he.ard it
argued, with affected pious horror, that the apphcathn of
one’s powers of Analysis (while listening to or performing a
piece of music) ‘must infallibly destroy all one’s chances of
hearing the real message of that work’.

The truth is that such argument is merely a proof of com-
plete ignorance as to what does constitute musical attention
and musical thought, or, for the matter of that, any other kind
of thought. For do we not know that all our so-called know-
ledge is but a knowledge of relationships—of relationships
and contrasts? Our sense-impressions, themselves, are they
not but the result of comparison, and therefore the result of
direct (or indirect) flashes of Analysts, continuously applied
all day long?

Moreover, we find it driven home that what we call ‘Atten-
tion’ or Concentration really means an instantaneous act of
Analysis, rhythmically purposed, as I have stressed all along.

In front of me, at this moment, I have the indefinite impres-
sion of a sea of faces, but I do not recognize one single face
until I z/me my consciousness definitely upon one or the other.
This constitutes an act of investigation, or analysis in the
true sense of that term.

We only become aware of the difference between black and
white (or any colour) or the difference between heat and cold,
through a flash of comparison—a flash therefore of voluntary
or involuntary Analysis of our sense-impressions.

As another instance: a page of print, as such, conveys
nothing definite to us, although our eye-sense may be directed

upon the page; it conveys nothing until—we do attend in
detail to those nerve-impressions.

' To sum this up more closely: in the first place, you, as teacher, must
analyse the pupil’s mentality, so that you may know how to appeal to him;
secondly, you yourself must closely analyse and investigate the musical
feeling and shapes of the works you propose to teach ; and, lastly, you must
analyse the particular processes (musical and technical) by means of which
such perceived feeling and shape can be communicated to the listener.
Indeed, without Analysis nothing can be learnt, nor clearly perceived.
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The fact is, we do not really perceive anything with our
eyes or ears until we analyse the sensations received through
our eyes or ears by timing our minds accurately upon them;
thus only do we form ideas from our sensations.

To enable us to appreciate musical feeling and musical
shape, the first thing, then, is to be careful to try really to time
our minds upon every note played, and also upon the tone
and time-inflexions presented to us by the performers, and
thus to realize the mood expressed by them.!

Be sure of this: true appreciation of music can only be
attained by forming the habit of true lstening—listening for
the Mood, the Beauty, and the shape of the Music. And such
real Listening (as distinct from mere vague hearing) always
signifies—let me repeat it again and again—the effort of close
Analysis, aurally.

There is a limit, however, beyond which a particular
individual cannot be trained artistically—or in any other way.
That is, there is a limit beyond which one’s powers of Ana-
lysis, one’s powers of perceiving the Beautiful in Art and in
Life cannot be trained. This ultimate limit lies in the degree
of vividness of one’s imagination, and one’s powers of
Memory, and ultimately, upon the extent of the subconscious
possibilities of one’s mind.

Hence it is clear that we teachers must not only prompt the
student to use all his powers of attention—of conscious an
unconscious analysis, and of memory, but, last and most
important of all, we must also prompt him constantly (and
analytically) to apply such powers of imagination and Sub-
consciousness as he may possess, however precarious his

owers at the time may seem to be; since by this means only
can we help him to progress steadily in all these directions.\ ~

We now come to the second of our Preliminaries:

1 No musical sense can ever reach us unless we do thus realize more or
less fully what is being played—through a continuous process of Analysis
willed or un-willed. Unless we provide that kind of attention, neither will
the Shape of the Music reach us, nor (what is more important still) will
the Emotion and Feeling reach us. Musical sense cannot be supposed ta
reach us as a sort of distilled, disembodied, and therefore unconveyed
Emotion-pap. We cannot sit before Music like cows, or like vegetables
in the sun for it to soak in—vaguely, without effort on our part. It is
certain that unless we do take the trouble to try to hear and discern the
actual sounds and shapes that are meant to convey the Emotion to us, it
will never reach us—although it is possible to hear mere ‘notes’, unmean-
ing noises, vaguely more or less pleasant-sounding. '
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I have shown you that we cannot realize Music unless we
analyse our aural impressions, and that we must, above all
things, open our minds to those emotional messages which
all music worthy the name is purposed to convey. But we
cannot learn the emotional import of Music unless we also
learn to perceive the material musical Shapes through which
such emotion is expressed. Indeed, all Feeling remains dumb,
unless there is some material means of communicating it.!

Here we come upon the much-vexed question of Form, or
Shape in Music—a term loathed by so many students in the
past, and perhaps justly, because the study of Form (and
likewise the study of Harmony) was so often made the end
itself, instead of being, as it should be, only a means towards
the appreciation of real, living Music.>

You see, Analysis itself may be well purposed, or not. A
process of mere labelling may seem to be useful Analysis
while all the time it is nothing of the kind; it may indeed
prove baneful, if allowed to become the end in view. True,
we cannot speak or even think definitely about anything unless
we have words, terms, and labels at our command. It is even
good to possess a large vocabulary of such labels; but the
mistake is to imagine that the process of labelling in itself
implies understanding, whereas, the attachment of a label to
a thing forms no guarantee whatever that we have in the least
understood it. This point seems to have escaped the educa-
tionists in the past; hence the young mind was choked with
labels, instead of being led to look for facts and laws, and to
look for Beauty—Beauty to the point of emotion which is
inherent in every true Art-work.

For instance: in learning to paint, we must learn to appre-
ciate those laws of perspective, of harmony, and balance of
colour which form good drawing, while also learning to
realize the emotional import of the subject being painted.
But we are not learning to appreciate the message of a master-
piece by sticking labels all over it, with various legends, such

' No, I leave no room here for direct “Thought-transference’—if that is
supposed to signify the conveyance of an idea, or emotion, without some
physical means of conveying it—some dispatching instrument, and some
receiving instrument!—our evidence on this point still remains too vague.

2 The student in the old days found he was expected to learn elaborate
processes of labelling which he quite rightly felt had nothing to do with
Music, and besides, the ideas of Form and Shape presented to him

proved quite unilluminating and even antagonistic to what his instincts
told him to be the true nature of Music. :
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as ‘this is a Foreground’, ‘this is a Background’, or ‘Middle-
distance’, ‘Point of View’—‘a house’, ‘a cow’, ‘a man’,
although that might be necessary in some recent exhibitions!

It is also interesting to note that what has been the accepted
form of a Sonata-movement consists of various portions dis-
tinct in their duties, such as a ‘first subject’, a ‘second subject’,
a ‘working-out section’, &c. But do not let us imagine that
there is the slightest merit (or help, musically) in a facile
knack in labelling these various portions with music-erasing
placards, or that such labelling (for its own sake) in the least
implies any true understanding or ‘appreciation’ of the real
message and purpose or meaning of such a work—or any
portion of it. For instance, taking the first part of the first
movement of Beethoven’s Sonata Op. 10, in C minor, does it
matter in the least how I label the sudden transition after the
first subject >—whether I call it a ‘modulating episode’, or a
‘bridge passage’, or consider it already worthy of the im-
portant label of ‘second subject’ (although it is not in the usual
key)? You know the passage?

Ex.1 BEETHOVEN

(dim.) —_
i L d o= T

e —— ;
>h = — e
o P ] l l I

P — | L etc.

Sl Z= Z: bg. 5
oY — L

(The lecturer here played the first section of this movement.”
Beethoven, Op. 10.)

Can any difference in the label here make the slightest differ-
ence in our emotional appreciation or our performance of
these passages?—always provided that we do perceive the
mood-significance of each successive idea and its progressional
value in the scheme or architecture of the piece? Yet we
found and even still find theorists wildly fighting over quite
immaterial points of terminology like this, while all the time
making no real attempt to solve the emotional or even true
structural significance of the music for the student.
It is like the Churches in the past fighting over some quite
immaterial point of Ceremonial, while (all along) people have
been waiting and yearning to be taught true Religious Sight
—to experience true Religion.

1 Thelecturer sometimes instead used Op. 7, in E flat. \\
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