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I V . 

S U M M A R Y 

THE PSYCHOLOGY OF MUSICAL APPRECIATION. 

1. The a e s t h e t i c response to music i s the purest and highest 

k i n d of musical app r e c i a t i o n , 
2o I n a e s t h e t i c l i s t e n i n g the subject i s absorbed i n the music 

qua. music, i d e n t i f y i n g himself w i t h the developing system 
of musical r e l a t i o n s h i p s , 

3 . Musical absorption tends t o i n h i b i t extra-musical 
experience. 

4 o Absorption or s e l f - i n d i v i d u a t i o n i n the music depends on 
the degree to which the musical system i s grasped and 
followed. 

5 , Thus aes t h e t i c l i s t e n i n g has an i n t e l l e c t u a l basis. The 
subject grasps. f o l l o w s and understands the r e l a t i o n s h i p s 
as regards p i t c h , rhythm amd the dynamic q u a l i t i e s . He 
may know these only i n t u i t i v e l y , 

6 , Progress from the lower l e v e l s of musical experience to 
the highest depends on the subject's musical r e c e p t i v i t y 
and t a s t e , and on how f a r these have been developed by 
t r a i n i n g and/or experience, 

7 , Musical meaning i s only definable i n musical terms; and 
can only be understood by the subject who grasps the music 
as an organic whole. 

6 , The a s s o c i a t i v e features of music cannot be e n t i r e l y d i s 

counted i n musical l i s t e n i n g . At the highest l e v e l t h e i r 

e f f e c t i s at a minimum. 



9 , The emotional element i n aesthetic l i s t e n i n g i s bound up 
w i t h the i n t e l l e c t u a l grasp o f the musical system. Extra-
musical emotion may be aroused by extra-musical f a c t o r s , 
e i t h e r o b j e c t i v e l y present (e.g. a programme) or subject
i v e l y supplied. I n a e s t h e t i c absorption such emotion, tends 
to be inhibited,, 

1 0 . Aesthetic emotion r e s u l t s from the subjective apprehension 
of a unique and s i g n i f i c a n t musical whole, possessing 
beauty and value i n the l i g h t of the subject's musical 
background, 

1 1 , Aesthetic l i s t e n i n g has no p r a c t i c a l value, but conation 
enters the experience. Underlying i n t e r e s t i n the music 
f o r i t s e l f i s a c e r t a i n e x a l t a t i o n due to s e l f - i n d i v i d u a t i o n , 
the power to p r e d i c t , and the unconscious f e e l i n g of 
c r e a t o r - s h i p , 

1 2 o Musical experience i s not apparently v i t a l to a l l types; 
but musical a e s t h e t i c enjoyment enriches the l i f e and the 
capacity to experience of the i n d i v i d u a l . 



INTRODUCTION. 

A l l hearing i s not l i s t e n i n g . To no a u d i t i v e experience 
does t h i s psychological t r u i s m apply more p e r t i n e n t l y than to 
music. Merely t o hear music i s hardly t o have a musical ex
perience at a l l . For music t h a t i s only heard i s not exper
ienced as music. I t remains t o those who only hear i t simply 
a k i n d of pleasing noise. Or music may be heard as an accom
paniment t o some more engrossing course of experience which the 
subject i s f o l l o w i n g . That t h i s course of experience may be 
st i m u l a t e d or suggested by the music or by f a c t o r s external to • 
the music but s u b j e c t i v e l y imposed on or read i n t o the music, 
does not make i t any the more a genuine musical experience. 
Hearing music only becomes a genuine musical experience when 
the subject does more than hear i t . He must also l i s t e n to 
the music. He must l i s t e n t o the music f o r i t s e l f . That 
i s , he fo l l o w s the music to the exclusion of a l l other objects. 
His i n t e r e s t i n i t i s an i n t e r e s t i n i t t o the exclusion of a l l 
other i n t e r e s t s . 

I t i s t h i s experience of l i s t e n i n g t o music that w i l l be 
the subject of the f o l l o w i n g analysis. For the sake of con
venience I have t r i e d to keep throughout to t h i s d i s t i n c t i o n 
between "hearing" and " l i s t e n i n g " . "Hearing" includes "over
hearing", when the minimum of a t t e n t i o n i s dir e c t e d towards the 
music. Such a t t i t u d e s as the emotional and the associative, 
to name two only of the most general responses to music, include 
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a greater degree of a t t e n t i o n t o the music; but they s t i l l 
remain, t o a large extent, mere "hearing." Real l i s t e n i n g 
t o music means t h a t the a t t e n t i o n i s d i r e c t e d wholly t o the 
music. I t i s an i n t e l l e c t u a l response i n that the music i s 
fo l l o w e d and understood i n terms of i t s own meaning or music-
a l i t y . I t i s also an aes t h e t i c response inasmuch as the music 
i s f o l l owed and enjoyed f o r the sake of i t s meaning and beauty. 

Thus, t r u e l i s t e n i n g to music, or aesthetic l i s t e n i n g , 
must be d i s t i n g u i s h e d from a l l other kinds of musical responses 
which are only vaguely connected w i t h the f o l l o w i n g of the 
music as music. The highest kind of musical l i s t e n i n g may be 
described as aesthetic contemplation of the music. This i s 
ae s t h e t i c experience par excellence. I t i s as nearly a pure 
musical experience as i t i s possible to have; and i n t o i t i n 
trudes the smallest number of f a c t o r s h o s t i l e to the tr u e and 
sustained a p p r e c i a t i o n of the music. There are other exper
iences connected w i t h the music which may also be aesthetic, 
but only t h a t experience which involves the i n t e l l e c t u a l grasp 
of music as a formal (and b e a u t i f u l ) system of musical r e l a t i o n 
ships i s a musical aesthetic experience. 

L i s t e n i n g t o music means p r i m a r i l y t h e r e f o r e , - paying 
a t t e n t i o n t o the music. I t also means f o l l o w i n g the music; 
t h a t i s , grasping the r e l a t i o n s h i p s , and grasping them as a 
system or a whole. F i n a l l y , aesthetic l i s t e n i n g t o music i n 
volves an ap p r e c i a t i o n of the beauty of music; which i s a 
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f o l l o w i n g and a d e l i g h t i n g i n music as formal beauty. 
I t i s my endeavour to show that musical l i s t e n i n g i n i t s 

highest form, aesthetic contem.plation, depends on the subject's 
a b i l i t y to maintain an i n t e l l e c t u a l grasp of the music as 
music. The aes t h e t i c pleasure w i l l be a pleasure,bound up 
w i t h t h i s i n t e l l e c t u a l grasp, and can only be reached through 
i t , music being only experienced as b e a u t i f u l i n so f a r as i t 
i s understood or followed as music. Aesthetic pleasure i n 
musical l i s t e n i n g depends on an understanding of the "musical-
i t y " of music, and an appreciation of the beauty of the whole 
which can only be reached through t h i s "understanding." 

The experience of "understanding" music i s not a casual 
experience i n which any i n d i v i d u a l can indulge, i r r e s p e c t i v e 
of h i s temperament, i n t e l l i g e n c e , t r a i n i n g , and n a t i o n a l i t y . 
Rather i t i s the r e s u l t of an evolutionary process; evolu
t i o n a r y both i n regard to the i n d i v i d u a l , and to the race to 
which t h a t i n d i v i d u a l belongs. D i f f e r e n t races have d i f f e r e n t 
standards and conventions i n a r t as i n morals. I n the case 
of music these conventions have come to possess a deep t r a d i 
t i o n a l s i g n i f i c a n c e . They have, indeed, almost become i n 
s t i n c t i v e . The European system, f o r example, of d i v i d i n g the 
n a t u r a l octave i n t o a scale o f seven r e l a t e d notes, or twelve 
semitones, has come t o be recognised as a fundamental d i v i s i o n 
by European peoples. Up t o the present day most of our music 
has been w r i t t e n i n accordance w i t h t h i s convention of the 



4 , 

i n t e r n a l r e l a t i o n s h i p of these notes w i t h i n the octave. Even 
the most progressive experimentalists of today cannot wholly 
di s r e g a r d the s i g n i f i c a n c e of t h i s convention. Other races, 
however, have used other schemes, notably the Chinese who have 
a t w e n t y - f i v e note scale, and the Indians who also have divided 
the octave i n t o many smaller i n t e r v a l s . These systems have 
l i k e w i s e become backgrounds which are recognised as n a t u r a l and 
fundamentally a r t i s t i c f o r music by the races which use them. 

Yet though such a background of accepted musical conven
t i o n i s taken over by each successive generation i t must be 
remembered t h a t i t i s also an evolutionary background. I t i s 
susceptible to i n f i n i t e m o d i f i c a t i o n s . I t i s never s t a t i c but 
progresses s t e a d i l y onwards t o a wider and f r e e r s i g n i f i c a n c e . 

This t r e a t i s e i s not, however, p r i m a r i l y concerned w i t h 
the study of t h i s changing musical h e r i t a g e , which may be f o l 
lowed i n any h i s t o r y of the a r t of music. I t i s w i t h the 
i n d i v i d u a l l i s t e n e r t h a t I am concerned; and the process by 
which the l i s t e n e r a r r i v e s at an "understanding" or an "aes
t h e t i c experience" of music i s also a progressive or evo l u t i o n 
ary one. As w i t h a l l experience he s t a r t s o f f from the barest 
and l e a s t d i f f e r e n t i a t e d grasp of the obj e c t . The speed w i t h 
which he passes from experience at the lowest l e v e l , the purely 
sensory, to experience at higher l e v e l s , depends p a r t l y on his 
n a t u r a l a p t i t u d e or readiness t o receive impressions, and p a r t 
l y on the ease w i t h which he can r e l a t e , organise and system-
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a t i s e those impressions i n t o a formal whole. This progres
sive experience which passes from experience at the sensory 
l e v e l t o the successive l e v e l s of perceptual and conceptual 
experience w i l l be described i n the f o l l o w i n g survey. I 
s h a l l also attempt to sliow t h a t aesthetic l i s t e n i n g , the high
est form of musical a p p r e c i a t i o n , can only be reached through 
such successive stages. I t must, however, be noted, that the 
term "conceptual" as applied to musical experience has a pecu
l i a r s i g n i f i c a n c e . Musical concepts - and t h i s f a c t i s of 
supreme importance to my p o s i t i o n - must be accepted as e x i s t 
i n g independently of any meaning other than a purely musical 
one, f o r music, u n l i k e a l l the other a r t s , does not undertake 
t o have any r e p r e s e n t a t i o n a l s i g n i f i c a n c e , but i s absolute and 
u n t r a n s l a t cable. I t must be emphasised again that aesthetic 
l i s t e n i n g i s thus bound up w i t h i n t e l l e c t u a l comprehension. I t 
i s an i n t e l l e c t u a l process and not merely an emotional r e a c t i o n , 
whether t h i s l a t t e r be l i m i t e d to an awareness of the fundament
a l l y pleasant or disagreeable feeling-tone q u a l i t i e s of the 
p h y s i c a l elements which make up music; or whether i t be en
r i c h e d by an extra-musical s i g n i f i c a n c e or emotional meaning 
which i s imposed on the music; or whether i t consist of that 
l e g i t i m a t e a f f e c t i v e experience which I l a t e r s h a l l describe i n 
the chapter on aesthetic emotion i n music. 

Before I pass on to the main argument of my t h e s i s - the 
a n a l y s i s of the experience of the musical l i s t e n e r - i t i s as 
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w e l l t o define what I r e a l l y mean by "aesthetic l i s t e n i n g " by 
g i v i n g a short d e s c r i p t i o n of a personal experience which has 
always seemed to me to be one of the purest examples of aes
t h e t i c contemplation which I have ever experienced, A b r i e f 
account of the circumstances which precede and make possible 
such aesthetic experience i s not out of place. 

When we l i s t e n to music which we f e e l i s b e a u t i f u l i t i s 
obvious t h a t our experiencing i t as b e a u t i f u l does not depend 
s o l e l y on q u a l i t i e s i n the music i t s e l f . (1) I t i s not only 
what the music brings t o us but what we b r i n g to i t t h a t counts 
i n our experience. What we b r i n g to the music - i n other 
words, our r e c e p t i v i t y - depends on many things, as I have a l 
ready i n d i c a t e d . There i s our temperament, - our i n h e r i t e d 
p r e d i s p o s i t i o n s depending p a r t l y on our race and n a t i o n a l i t y . 
There i s also the nature and s t r u c t u r e of our physical make-up. 
I n i l l u s t r a t i o n of the importance of t h i s l a t t e r aspect we may 
take the case of the a b i l i t y t o recognise p i t c h - r e l a t i o n s h i p s . 
I t has been noted th a t "our congenital a b i l i t y i n t h i s respect 
d i f f e r s i n d i v i d u a l l y . There are some i n d i v i d u a l s , however, 
who are not normally a f f e c t e d by musical r e l a t i o n s h i p s i n s p i t e 
of a maximum of pr a c t i c e and e f f o r t to pay a t t e n t i o n to whatever 

( 2 ) 

may be i n t h e i r a u d i t i v e consciousness." ' Thus the actual 

(1) This aspect i s dealt w i t h i n Chapter X I I . 
( 2 ) Max Reger. "P i t c h Relationship" i n A t t r i b u t e s of the 

Sensations, Psychological Review" March 1 9 0 4 . P. 9 9 . 
Charles Lamb seems to have Deen of t h i s class. 
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s t r u c t u r e o f the ear and the c o r r e l a t i o n between b r a i n and ear 
must be taken i n t o account as w e l l as our past experience, the 
degree t o which we have organised t h a t experience, and the 
musical experience of the race. These are a l l determining fac
t o r s i n our musical experience; but there i s also another 
f a c t o r , not q u i t e so v i t a l as these, but none the less s i g n i f i 
cant. That f a c t o r i s our immediate a t t i t u d e at the moment of 
beginning t o l i s t e n . What we br i n g t o the music w i l l depend 
p a r t l y on our s t a t e of mind at t h i s i n i t i a l moment of l i s t e n i n g . 
I t i s p e r f e c t l y possible e i t h e r to take up an a t t i t u d e of mind 
or an emotional d i s p o s i t i o n w i t h regard t o the music, probably 
predetermined; or not t o do so. We may come to the music 
ready, even eager to f o l l o w i t , and to t r y to possess i t con
t e m p l a t i v e l y or a e s t h e t i c a l l y . Or we may come to the music 
w i t h the sole desire t o indulge ourselves emotionally. Either 
we.want to drown an e x i s t i n g emotional state (or mood) i n a 
w e l t e r of sound, or we wish to prolong t o the utmost such axi 

emotional s t a t e , to take pleasure i n in d u l g i n g ourselves to 
s a t i e t y . Or again, we may have to solve some problem, and 
th e r e f o r e put ourselves i n the way of hearing music t o a f f o r d 
ourselves a r e l a x a t i o n from adjustment t o p r a c t i c a l l i f e by 
att e n d i n g wholly t o the music; or we desire to use the music 
as a whet t o sharpen our c r i t i c a l and d e l i b e r a t i v e powers i n 
order t o attack the p r a c t i c a l problem from a new angle. We 
may come t o hear the music ready t o indulge i n vague t r a i n s 
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of a s s o c i a t i v e thought and imagery evoked and sustained by the 
musical flow of notes. L a s t l y we may come i n a c r i t i c a l frame 
of mind, ready to f o l l o w the music i n order to widen our musi
c a l knowledge by t a k i n g up an o b j e c t i v e a t t i t u d e w i t h regard to 
the music. 

A l l these varying a t t i t u d e s I s h a l l discuss i n greater 
d e t a i l i n the f i r s t chapter on "Musical A t t e n t i o n , " and also 
any others which may be included w i t h s l i g h t m o d i f i c a t i o n 
among those j u s t described. I s h a l l content myself here w i t h 
remarking t h a t they are a l l of common occurrence, so that a 
music-lover w i l l most probably go to a concert prepared to 
respond to music i n one of these ways. He may not have been 
conscious t h a t h is a t t i t u d e was pre-determined, but neverthe
less he i s i n f a c t predisposed i n one d i r e c t i o n or another. 
The very act of going t o a concert means the t a k i n g up of a 
c e r t a i n a t t i t u d e w i t h regard to the music; even i f i t i s done 
w i t h the highest musical motives. The music-lover usually 
goes t o l i s t e n , though there are c e r t a i n exceptions. 

But there are cases where the l i s t e n e r does not go i n 
search of the music w i t h h is mind made up t o l i s t e n . The music 
may come upon the l i s t e n e r . I t i s an experience of t h i s kind 
which I had and here s h a l l t r y to describe, (An instance may 
be observed i n the case of those members of the audience who 
go t o see, but stay to l i s t e n . Their a t t e n t i o n becomes d i v e r t 
ed from t h e i r immediate and avowed object and i s fastened on 



the music simply because of the overwhelming nature of the 
musical s t i m u l i . This, however, i s not e n t i r e l y the best 
example of what I meant, although such people do come to an 
a p p r e c i a t i o n of the music which i s not d e l i b e r a t e l y sought.) 

I r e c a l l one memorable afternoon when, passing a cheap 
amusement-place i n an English country-town, an e x q u i s i t e 
musical phrase struck ray ear unexpectedly. Something f a m i l i a r 
about i t caused me to stop and l i s t e n more a t t e n t i v e l y . I t 
was a phrase from the f i r s t movement of Beethoven's Choral 
Symphony, a f a m i l i a r and much-loved work. The surroundings 
were at the same time sq u a l i d and romantic. At the end of the 
s t r e e t a church-tower stood out against a deep blue sky,flushed 
here and there w i t h the f i r s t glow of a northern sunset. Im
mediately about me was the j o s t l i n g of a Saturday market crowd, 
and from the amusement-room came raucous shouts and r i b a l d 
laughter. Yet I was forced t o remain at the door f o r over 
quarter-of-an hour, as I afterwards reckoned, held by the s p e l l 
of the music. I t was not merely a case of sensuous indulgence 
i n b e a u t i f u l sound c o n t r a s t i n g w i t h the sordidness of the im
mediate surroundings, and enhanced by the n a t u r a l beauty of 
sky and sun. I welcomed and followed each f a m i l i a r note-group
i n g , I f e l t w i t h a t h r i l l of r e c o g n i t i o n the beauty of the 
wood-wind notes as the theme given to them emerged against a 
back-ground of s t r i n g s , I f e l t these notes subside as the 
s t r i n g s rose i n t o prominence only to hear them gradually emerge 
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and swing i n t o the extended treatment of the end of the move
ment. Every a r t i s t i c device, every d e t a i l of thematic 
development and o r c h e s t r a l treatment, every pitch-and-rhythmic-
progression I followed and l i v e d . "Lived" i s indeed the only 
word t o describe my intense absorption i n the music. A l l these 
musical threads I recognised and followed, without, however, 
o b j e c t i f y i n g them; I followed the music as though I were one 
w i t h i t . My whole being seemed to expand and pulsate i n sympa
thy. -Where the music swelled to a crescendo I f e l t myself sim
i l a r l y aggrandisized and ennobled; and again seemingly sus
pended almost t o breathlessness as the music dwindled and a 
sudden hush succeeded. My mind, nay my whole body, seemed to 
leap from note t o note, not s i n g l y , but combining many such 
movements as the complexity of notes increased, I became the 
instrument transmuting the music, seeming both the player and 
the c r e a t o r , I was even more - I was the music. There was a 
g l o r i o u s sense o f achievement and s e l f - r e a l i s a t i o n ; I was a l 
most unconscious of my surroundings; nor was I under the stress 
of any p a r t i c u l a r mood, I had not begun to l i n g e r out of a 
conscious purpose to enjoy. I was not predisposed t o l i s t e n , 
as at a concert. I l i s t e n e d because I could not help myself. 
The music took possession of me w i t h i t s beauty. 

At a concert there i s always a tendency to take up an 
expectant a t t i t u d e ; or t o predispose oneself to "pay at t e n 
t i o n " , or even t o l i s t e n o b j e c t i v e l y . Such a conscious seeking 
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of the aesthetic a t t i t u d e l i k e the predisposing of oneself to 
f o l l o w every theme, to grasp and enjoy every d e t a i l of the 
whole musical s t r u c t u r e , seems to i n h i b i t the attainment, at 
leas t i n the beginning, of the a t t i t u d e of aesthetic contem
p l a t i o n , which i s p a r t l y spontaneous. Yet such an a t t i t u d e i s 
nevertheless a necessary one i n the e v o l u t i o n of the true 
"thorough-paced" l i s t e n e r . I t i s sometimes necessary to set 
oneself t o l i s t e n o b j e c t i v e l y i n order to prepare the ground 
f o r a e s t h e t i c l i s t e n i n g at a l a t e r period, when musical r e l a 
t i o n s h i p s and the "form" of a work of music which at f i r s t 
seemed u n i n t e l l i g i b l e , can be r e a d i l y grasped and understood 
because of the greater f a c i l i t y which the t r a i n i n g by ob j e c t i v e 
l i s t e n i n g b r i n g s . Then t h i s conscious awareness of s e t t i n g 
oneself a c t i v e l y t o f o l l o w the music passes i n t o the f u l l e r 
i n t e r e s t of being absorbed i n the music. The music takes hold 
of the l i s t e n e r and c a r r i e s him w i t h i t . But the l i s t e n e r does 
not cease a c t i v e l y to f o l l o w the music. He follows the notes, 
though he need no longer make t h e i r r e l a t i o n s h i p s e x p l i c i t , as 
he does i n o b j e c t i v e l i s t e n i n g . He grasps t h e i r musical connec
t i o n s i n r e l a t i o n t o p i t c h , d u r a t i o n , i n t e n s i t y , timbre and 
t e x t u r e . He f o l l o w s and grasps the coherence of the musical 
s t r u c t u r e - becoming i n c r e a s i n g l y aware of i t s progressively 
complex yet u n i f i e d nature. He discriminates, analyses and 
synthesises at the same time, grouping a l l his manifold im
pressions of themes, rhythms, instrumental or vocal parts, 
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arrangement and s t r u c t u r a l design - a l l of which make up the 
musical "form" which i s the work of a r t - i n t o a complex 
musical system which, i n the most favourable circumstcLnces, 
f i n a l l y s a t i s f i e s him as being a complex and b e a u t i f u l a r t i s 
t i c whole. 

There i s a c e r t a i n d i f f i c u l t y i n analysing t h i s p a r t i c u 
l a r s t a t e of musical absorption, f o r one of the conditions 
determining i t , as I have already pointed out, i s t h a t the 
subject ceases to be aware of himself as l i s t e n i n g . He can 
only attem.pt to r e c a l l the nature of his experience when i t i s 
a l l over. Something of the same experience has been ascribed 
t o the musician i n the act of composing. To the t r u t h of t h i s 
the musician himself bears witness. Gustav Hoist w r i t e s of 
the composer at the c r i t i c a l moment of i n s p i r a t i o n : - "A com
poser i s u s u a l l y q u i t e unconscious of what i s going on."̂ "*"̂  
Presumably he means tha t the composer i s unconscious as to how 
the r e l a t i o n s h i p s of notes and rhythmic-outlines emerge i n his 
mind. He cannot be unconscious of t h e i r nature and i d e n t i t y . 
He i s aware of these things i n the f i r s t spontaneous grasp of 
the new musical idea, though he does not make them e x p l i c i t 
u n t i l he has thought about them, and f i n a l l y i n t e r p r e t s them 
i n terras of musical symbols. Arthur B l i s s describes the moment 
of i n s p i r a t i o n as a "state of clairvoyance i n which a b s t r a c t i o n 

(1) L. D. Green, On I n s p i r a t i o n . P.29. 
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from one's environment and everyday l i f e i s momentarily com
p l e t e . " He also adds t h a t these moments are the "times of the 
greatest r e c e p t i v i t y , when a l l the senses are a l i v e and r e 
sponsive t o a marked degree. "̂ "̂ ^ Arnold Bax w r i t e s : "We a l l 
waste a c e r t a i n amoimt of time i n the attempt to express states 
of f e e l i n g , the depths of which we are tempereunentally incap
able of plumbing . . . . the v i s i o n may suddenly become blessed-

(2) 

l y c l e a r , possibly through lack of self-consciousness."^ ' 
" 'Mozart f r e q u e n t l y said t h a t the ideas of his creations ceune 
t o him as i n a dream. Gluck said thoughts flowed to him, and 
he knew not whence they came,;'"̂ -̂ ^ I t i s worth n o t i n g from 
these quotations how close i s the connection between the exper
ience of l i s t e n i n g to music at the highest l e v e l - aesthetic 
l i s t e n i n g - and the experience of composing music. Both depend 
on the r e c e p t i v i t y of the subject and hi s s e n s i t i v i t y to im
pressions received e i t h e r outwardly or inwardly. The a b i l i t y 
t o l i s t e n , l i k e the a b i l i t y to compose, demands a hig h l y devel
oped p i t c h - p e r c e p t i o n , a well-organised rhythmic sense, and a 
developed power of coherently f o l l o w i n g ( i n the case of creat
i n g , of constructing;) an extended musical form; as w e l l as a 
f e e l i n g f o r the sensuously b e a u t i f u l i n sound and rhythm, 

(1) I b i d . P,19. 
(2) L. D, Green, On I n s p i r a t i o n . P,18. 
(3) W. M i t c h e l l , Structure and Growth of the Mind, P.352. 
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There must be also present i n each case a comprehensive back-
/ ground of musical experience, both i n h e r i t e d and acquired, 

which the subject can draw on unconsciously.^''"^ 

There i s s t i l l another important feature which i s common 
to the a t t i t u d e s o f the composer and the l i s t e n e r . I n both 
the experience of the composer at the moment of c r e a t i o n and 
the experience of the l i s t e n e r who i s f o l l o w i n g the music at 
the a e s t h e t i c l e v e l , there i s complete f o r g e t f u l n e s s of s e l f . 
This might, however, be regarded as a t r a n s l a t i o n of the s e l f 
i n t o the terms of music, or a t r a n s l a t i o n of the music i n t o 
the terms of s e l f , so c l o s e l y are the two involved. What takes 
place i s a k i n d of sublimated " s e l f - i n d i v i d u a t i o n " on an i n t e l 
l e c t u a l basis. I emphasise the f a c t t h a t i t i s i n t e l l e c t u a l 
(or conceptual, i n the purely musical, formal sense) because 
there i s present a kind of super-awareness of every v a r i e t y of 
musical r e l a t i o n s h i p i n the music. That the r e l a t i o n s h i p s are 
known or grasped can be recognised when we r e a l i s e t h a t the 
composer must make them e x p l i c i t when he comes to record his 

( l ) By " i n h e r i t e d " I r e f e r t o the almost second-nature know
ledge of the musical r e l a t i o n s h i p s and systems which 
have been established i n the past and which are ac
cepted i n the present as a s t a r t i n g - o f f point f o r f u r 
t h e r musical development. By "acquired" I mean the 
vast f a m i l i a r i t y w i t h music which the composer and 
l i s t e n e r have acquired since b i r t h , both unconsciously, 
through haphazard hearing, and consciously, through 
study and o b j e c t i v e l i s t e n i n g . This f a m i l i a r i t y must 
also embrace a knowledge of s t y l e s and periods, as w e l l 
as a knowledge of the t o n a l . , rhythmic and t e x t u r a l 
values which make up the a r t of music. See Chapter I . 
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musical ideas. The l i s t e n e r also does the same t h i n g when he 
o b j e c t i f i e s the music i n order to c r i t i c i s e or judge i t , or to 
improve h i s musical experience by working out those r e l a t i o n 
ships which escaped him i n an incomplete aesthetic appreciation 
of a d i f f i c u l t work. 

There i s , however, not only f o r g e t f u l n e s s of s e l f , there 
i s a b s t r a c t i o n from one's environment and from everyday l i f e . 
Ideas of an extramusical s i g n i f i c a n c e do not intrude i n t o a 
pure musical aesthetic experience. As we s h a l l see i n the . 
chapter on "Musical A t t e n t i o n " the course of musical experience 
i n a e s t h e t i c l i s t e n i n g i s so f u l l and complex t h a t there i s no 
room f o r other i n t e r e s t s . 

L a s t l y , i n both cases, the experience i s not d e l i b e r a t e l y 
achieved. I t i s a spontaneous experience. ̂ '''̂  The composer may 
prepare the way by t h i n k i n g along musical l i n e s , but his i n s p i r 
a t i o n cannot be forced. I t i s a sudden f l a s h of " v i v i d imagina
t i v e thought", to use Mr. Arthur B l i s s ' s words - thought, of 

(1) W, M i t c h e l l , Structure and Growth of the Mind, P.352. 
Discussing "the thought i n c r e a t i n g " . S i r W i l l i a m M i t c h e l l 

f i n d s t h a t "the a r t i s t - ' s object i s i n d i v i d u a l ; i t 
X takes form and expands oy his absorption i n i t . There 

i s freedom from r e f l e c t i o n , caution, and c r i t i c i s m ; 
instead of collectedness, there i s a self-estrangement, 
a being r a p t , the unexpected spontaneity of a dream." 
This quotation i s apt not only as an i l l u s t r a t i o n of 
the c r e a t i v e a t t i t u d e , but as revealing how closely 
the a t t i t u d e of aesthetic absorption (see my own 
experience) approaches i t . 
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course, to be i n t e r p r e t e d i n terms of musical meaning. ̂ "̂ ^ 
The l i s t e n e r may also attempt t o woo t h i s most complete and 
s a t i s f y i n g kind of aesthetic absorption. Perhaps, not because 
of f a i l u r e or inadequacy on h i s p a r t , but through some imper
f e c t i o n i n the music, he cannot achieve i t . The music may be 
fo l l o w e d ; each r e l a t i o n s h i p i s apparent; the s t r u c t u r e or 
formal o u t l i n e of the work receives his unflagging a t t e n t i o n ; 
yet the l i s t e n e r cannot pass i n t o the state of aesthetic 
absorption which i s so des i r a b l e . I n another case, i t may 
s t e a l on him unawares, and he only becomes conscious of himself 
as l i s t e n i n g to music when the music ceases. 

I t i s seldom, however, t h a t such a state of pure aesthetic 
contemplation e x i s t s over a long period. C r i t i c i s m s as to tech
nique or s t y l e , as to i n t e r p r e t a t i o n , or the defects of i n s t r u 
ments, or comparisons of the music w i t h the work of other com
posers or w i t h the music of other periods, are bound to intrude 
themselves. This i s the case es p e c i a l l y when the presentment 
of the music i s inadequate, or u n s a t i s f a c t o r y from an a r t i s t i c 
p o i n t of view. A good l i s t e n e r , however, i s able, t o some 
extent, t o remedy such defects by using h i s imagination. We 
le a r n t o discount the mechanical w h i r r of the gramophone or 
the imperfections of recording i n the same way as we disregard 
the noise i n c i d e n t to the mechanical act of performance on any 

(1) L. D, Green, On I n s p i r a t i o n . P.18. 
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instrument, l i k e the piano, f o r example. Composers show a 
wonderful t o l e r a t i o n of i n d i f f e r e n t pianos. L i s z t , f o r example, 
could get along w i t h a p o s i t i v e l y decrepit instrument. The 
explanation i s t h a t musicians hear so v i v i d l y w i t h the inner 
ear t h a t they are i n d i f f e r e n t to the a c t u a l sensuous q u a l i t y 
of the sounds by which the music i s conveyed. But though the 
l i s t e n e r can thus discount the imperfections of the mechanism 
used t o body f o r t h the sounds, and even, to a c e r t a i n extent, 
the imperfections of the sounds themselves, i t i s f a r more 
d i f f i c u l t t o disregard flaws i n the i n t e r p r e t a t i o n of music, 
and to achieve aesthetic absorption i n s p i t e of f a u l t s of i n 
a r t i s t i c execution. I t i s s t i l l more d i f f i c u l t - i n f a c t , 
impossible - to disregard flaws i n the a c t u a l work of a r t . I t 
must be a work of pre-eminent beauty, composed w i t h great tech
n i c a l s k i l l and perfec t a r t i s t r y , adequately and a r t i s t i c a l l y 
performed, t h a t does not obtrude some of the above-mentioned 
defects on the l i s t e n e r . The perception of a l l such flaws m i l i 
t a t e s against the pure contemplative a t t i t u d e . Musicians have 
confessed t h a t they would r a t h e r hear one wel l - n i g h perfect per
formance o f a great work of music i n ten years, than hear the 
same work i n d i f f e r e n t l y performed a dozen times i n a single year. 
(One would c e r t a i n l y make the reserv a t i o n that i f i t was a ques
t i o n of never hearing such a work, or of hearing i t only i n d i f 
f e r e n t l y played, one would choose the l a t t e r a l t e r n a t i v e . ) 
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Most o f t e n the l i s t e n e r himself i s at f a u l t , should he 
be unable t o a t t a i n the highest l e v e l of musical appreciation. 
His musical experience may not be comprehensive enough to f o l l o w 
a complex work w i t h p e r f e c t ease from beginning to end. He may 
be able to grasp the musical r e l a t i o n s h i p s from moment to moment, 
only t o lose the thread of the musical development where a cer
t a i n passage escapes him. He may pass from the e x a l t a t i o n of 
the contemplative ecstasy t o blank bewilderment as his ear i s 
confused by a w h i r l of notes. Such gaps i n the progressive 
f o l l o w i n g of the music do not e n t i r e l y prevent the attainment 
of the aesthetic a t t i t u d e f o r short periods; but they destroy 
the sense of coherence of the formal beauty of the music which 
i s the c h i e f f a c t o r i n determining aesthetic enjoyment. I f the 
"form" of a musical work cannot be followed i n a l l i t s l o g i c a l 
musical connections i t i s obvious th a t much of i t s musical value 
must be l o s t . 

The same e f f e c t occurs when the l i s t e n e r does not f o l l o w 
the music a l l the time, but drops the thread i n order to f o l l o w 
some other course of experience. He may pick up the thread 
again, but again he has l o s t the s i g n i f i c a n c e of the formal 
beauty of the music. I t i s c e r t a i n , however, that l i s t e n i n g 
at the aesthetic l e v e l cannot be reached e a s i l y . Such l i s t e n i n g 
r e q u i r e s a c e r t a i n amount of mental e f f o r t , to begin w i t h . This 
we s h a l l see i n the Chapter on "Musical A t t e n t i o n " , and i n the 
chapters dealing w i t h the d i f f e r e n t aspects of l i s t e n i n g at the 
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perceptual l e v e l . True musical l i s t e n i n g i s undoubtedly an 
ae s t h e t i c experience of the greatest value and an i d e a l worth 
s t r i v i n g f o r . But even those who desire t o a t t a i n i t (and 
there are many who do not, and who are contented w i t h the 
easier pleasure which accompanies musical experience at a 
lower l e v e l ) f i n d i t d i f f i c u l t to remain completely absorbed 
throughout a whole work. To f o l l o w , without any i n t r u s i v e 
thought or f e e l i n g s , the notes i n a l l t h e i r r e l a t i o n s h i p s both 
immediate, and extended, i s a con t i n u a l s t r a i n , even thoiagh i t 
may be a pleasurable one, i n the main; and to do t h i s demands 
both p r a c t i c e and n a t u r a l a p t i t u d e . 

No r u l e s "can be l a i d down as to how the i n d i v i d u a l should 
l i s t e n to music, or as to what i s the most valuable a t t i t u d e to 
take up. To me the experience of music as a formal u n i t y of 
r e l a t i o n s h i p s seems to be more valuable as a s i g n i f i c a n t exper
ience of beauty than any indulgence i n emotional or associative 
i n t e r p r e t a t i o n o f the music. This t h e s i s does not set out to 
judge which i s the more valuable - the pleasure which the sat
i s f a c t i o n of achieved purpose a f f o r d s , i . e . the pleasure which 
attends the successful e f f o r t to grasp and so " l i v e " the music, 
which i n aesthetic absorption i s u n i t e d w i t h i n t e r e s t and plea
sure i n the music I t s e l f f o r the sake of i t s own meaning and 
beauty; or the pleasure which i s the r e s u l t of being agreeably 
s t i m u l a t e d (at the sensory l e v e l ) , or which attends the s a t i s 
f a c t i o n of making music express something which i t i s not i n 
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i t s e l f - i . e . t a k i n g pleasure i n l i t e r a r y or emotional s i g n i f 
icance which i s s u b j e c t i v e l y imposed on the music. The exper
ience which brings the l a t t e r kinds of pleasure i s not, from 
my po i n t of view, a pure musical experience at a l l . The oppor
t u n i t i e s of experiencing such i n f e r i o r pleasure are very much 
more numerous than those of having t r u e aesthetic pleasure. 
Almost any k i n d o f music can give the lower pleasure. Such 
music need not be followed "musically" at a l l , or only very 
s l i g h t l y . Nor does such pleasure increase w i t h greater f a m i l 
i a r i t y or w i t h a knowledge of the work, since i t i s mostly 
those aspects which appeal r e a d i l y t o the senses which a f f o r d 
t h i s k i n d of pleasure, llox need the musical r e l a t i o n s h i p s be 
c l e a r l y followed i n order to be given a " l i t e r a r y " or "associa
t i v e " or "emotional" s i g n i f i c a n c e . A d i f f i c u l t and t e c h n i c a l l y 
e r u d i t e work, such as Elgar's Second Symphony would b r i n g no 
increase of e i t h e r of these lower pleasures on successive hear
ings. I t i s d o u b t f u l , however, whether such a work would have 
any such i n s t a n t appeal through i t s sensuous q u a l i t i e s , as they 
would seem t o the general ear to be obscured by the advanced 
and complex idiom i n which Elgar's musical thought i s expressed. 
I n such a work i t i s almost impossible to enjoy i t s sensuous 
e f f e c t s (beauty of tone and a l l i t s dynamic q u a l i t i e s ) from an 
absolute point of view. The sensuous e f f e c t s only emerge as 
b e a u t i f u l when the s i g n i f i c a n c e of t h e i r use to express the 
musical meaning i s understood. I f the musical meaning i s not 
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f o l l o w e d , i t i s not always possible to separate, f o r example, 
c o n t r a s t i n g timbres from the welter of massed notes which 
make up the amazingly r i c h t e x t u r e of t h i s work. Texture only 
appears r i c h and b e a u t i f u l as "timbre-combination" when the 
musical knowledge permits the r e l a t i o n s h i p s of the notes to be 
fol l o w e d . (1) But the pleasure of the thorough-paced l i s t e n e r 
who approaches t h i s work from the i n t e l l e c t u a l aspect w i l l be
come i n c r e a s i n g l y r i c h e r and a e s t h e t i c a l l y more valuable w i t h 
every re-hearing. I t may, however, reach the point of s a t i e t y ; 
but t h i s i s less possible i n the case of such a complex work 

(2) 
than i t would be i n the case of a Haydn Symphony, f o r exainple. 

(1) Compare the passage f o r brass at the end of the fu n e r a l 
march i n Act I I of Richard Strauss's "The Egyptian 
Helen." To the unmusical ear t h i s passage sounds ex
c r u c i a t i n g l y hideous. There i s no pleasure at the sen
sory l e v e l . To the musician pleasure at the sensory 
l e v e l i s present underlying his i n t e r e s t i n the passage 
at a higher l e v e l . I t i s i n t e r e s t i n g because he can 
perceive the movements of the parts and understands the 
harmonic r e l a t i o n s h i p s underlying them. This also 
permits him t o enjoy the passage as pure sound, since 
he can separate each thread from i t s context. 

(2) Professor Edward J, Dent has stated t h a t i t i s the novelty 
of a musical work which appeals t o him. When that i s 
gone the music has no more i n t e r e s t f o r him. I believe, 
moreover, th a t he claim.s only a single hearing i s 
necessary to exhaust any work of music. Surely, I 

y- venture t o suggest, there i s some absolute value i n 
great music, some p e r f e c t i o n of form or arrangement, 
which even when f a m i l i a r does not lose i t s charm, and 
which p e r s i s t s as a source of aesthetic pleasure. Some 
of Mozart's simplest melodies have a perennial beauty 
f o r me, cf. Chapter V I I , 
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Though a f i r s t approach t o the Elgar Symphony might be 
d i f f i c u l t even to a thorough-paced l i s t e n e r , w i t h increasing 
f a m i l i a r i t y the music gradually becomes more easy to f o l l o w . 
The earnest l i s t e n e r soon r i s e s to a grasp of the music i n i t s 
formal aspect, the necessary pr e l i m i n a r y t o the perfect exper
ience of t h i s work as a whole of formal-musical beauty. I t i s 
t h i s progressive musical experience which f i n a l l y culminates 
i n a e s t h e t i c l i s t e n i n g , as I attempt to describe i t i n the 
chapters on musical experience at the d i f f e r e n t l e v e l s of sen
sory, perceptual and conceptual. I t i s my b e l i e f that any 
other kind of musical experience which does not s t a r t from a 
progressive grasp of musical r e l a t i o n s h i p s and t h e i r s t r u c t u r a l 
connections and so culminate i n the highest l e v e l of aesthetic 
contemplation or aesthetic absorption, i s not tr u e l i s t e n i n g to 
music at a l l . There i s the possible exception of o b j e c t i v e or 
c r i t i c a l l i s t e n i n g . This also i s an i n t e l l e c t u a l a t t i t u d e and 
i s i n a sense the basis on which the aesthetic a t t i t u d e must be 
b u i l t up. We have seen t h a t i t involves the perception of the 
r e l a t i o n s h i p s and t h e i r purpose (or meaning) i n the formal 
scheme of a musical work, the f o l l o w i n g and recognising of music 
as a complex musical u n i t y or a r t i s t i c whole. But the funda
mental d i f f e r e n c e between t h i s o b j e c t i v e a t t i t u d e and the aes
t h e t i c a t t i t u d e i s tha t i n the one the r e l a t i o n s h i p s are made 
e x p l i c i t i n order to be understood and enjoyed o b j e c t i v e l y , or 
c r i t i c a l l y examined and judged. The other i s a purely subjective 
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s t a t e ; a l i v i n g experience of music; a f o l l o w i n g of the 
music i m p l i c i t l y ; rather than a consciously-made analysis and 
synthesis of the music from an ob j e c t i v e standpoint. I n aes
t h e t i c contemplation the l i s t e n e r accepts the music; his i n t e r 
est i s an aes t h e t i c i n t e r e s t on an i n t e l l e c t u a l base - an i n t e r 
est i n the music f o r i t s own sake as being an expression of 
formal beauty. 

Moreover, i n the c r i t i c a l a t t i t u d e there i s the thought of 
an u n d e r l y i n g purpose. The music i s not l i s t e n e d to i n order 
to be enjoyed, but to be c r i t i c i s e d and judged ( e i t h e r on the 
spot, when the l i s t e n e r constantly makes e x p l i c i t the r e l a t i o n 
ships and r e f e r s them to his standard, i . e . his musical back
ground ; or l a t e r when he r e c a l l s the music i n order to c r i t i 
c i s e i t , ) But t h i s purposive a t t i t u d e may not be consciously 
f e l t throughout the experience, p a r t i c u l a r l y when the l i s t e n e r 
reserves judgment. I t s presence, however, i s us u a l l y enough to 
prevent the highest kind of aesthetic absorption. Further, the 
l i s t e n e r may constantly make e x p l i c i t the musical r e l a t i o n s h i p s 
not only i n order t o c r i t i c i s e them, but i n order to know them 
again, e i t h e r i n a new musical context or i n the same work 
heard a second time. He may also be content to get s a t i s f a c t i o n 
from merely recognising these r e l a t i o n s h i p s , or by f o l l o w i n g 
e x p l i c i t l y the formal scheme of the work, when he recognises 
f o r example, how the development of a movement i n sonata form 
is an expansion, of themes he has heard before i n the exposition; 
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or when he recognises an o l d theme i n a new key, and conscious
l y records the r e l a t i o n s h i p (or seeks to record i t ) by making 
i t e x p l i c i t , without g i v i n g himself th a t mystical experience 
of s e l f - i n d i v i d u a t i o n or aesthetic absorption i n the music. 
This k i n d of l i s t e n i n g occurs f r e q u e n t l y i n students of music 
who wish to extend the base of t h e i r i n t e l l e c t u a l i n t e r e s t , or 
who are content t o draw a l l t h e i r pleasure from an appreciation 
of the s k i l l w i t h which the composer has handled the musical 
m a t e r i a l , without d e s i r i n g t o i d e n t i f y themselves w i t h the flow 
of the music. 

Thus, i n the o b j e c t i v e i n t e l l e c t u a l a t t i t u d e of l i s t e n i n g 
the r e l a t i o n s h i p s and t h e i r reference t o the base are always 
made e x p l i c i t , i f not a c t u a l l y during the music, l a t e r when 
the music i s r e c a l l e d , which i s l i k e having the same musical 
experience again, only less v i v i d l y . 

I n musical aesthetic absorption i t i s enough to be aware 
of the r e l a t i o n s h i p s and t o be able t o synthesise them i n t o a 
coherent whole without making them e x p l i c i t . But the l i s t e n e r 
must be aware of them; t h a t i s , he must f o l l o w them, though 
he need not t h i n k them, otherwise he sinks from the heights of 
pure aesthetic contemplation i n t o a st a t e of sensuous enjoyment 
of sound. But i n both the o b j e c t i v e c r i t i c a l a t t i t u d e and the 
su b j e c t i v e a e s t h e t i c s t a t e , there i s expectation, and also sat
i s f a c t i o n or d i s s a t i s f a c t i o n according as that expectation i s 
f u l f i l l e d or not. I n the f i r s t case, what i s expected to sat-
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i s f y i s thought about, and according as i t does or does not 
s a t i s f y when i t comes i s approved or condemned. I n the second 
case, though the expectation may be d e f i n i t e enough, i t s d e f i n -
i teness i s not thought about - made e x p l i c i t . We f e e l s a t i s 
f a c t i o n or d i s s a t i s f a c t i o n (varying i n degree w i t h the d e f i n -
i teness of our expectation and the degree to which i t i s f u l 
f i l l e d and thus depending on the extent t o which we have organ
i s e d our past musical experience) when our expectation reaches 
i t s f i n a l goal at the end of the music; but we do not stop to 
d e l i b e r a t e what are the elements which c o n t r o l l e d t h a t s a t i s 
f a c t i o n or d i s s a t i s f a c t i o n . 

In. both musical aesthetic absorption and c r i t i c a l l i s t e n 
ing expectation and i t s f u l f i l m e n t depend on an i n t e l l e c t u a l 
awareness of c e r t a i n r e l a t i o n s h i p s i m p l i c i t i n the one case and 
e x p l i c i t i n the other; and also on the capacity to synthesise 
these i n t o a coherent musical whole. This i n t e l l e c t u a l aware
ness o f , and the corresponding i n t e r e s t i n , the developing 
musical whole are the fundamental f a c t s of musical l i s t e n i n g 
at the highest l e v e l . Through them come aesthetic enjoyment 
and aesthetic s a t i s f a c t i o n . 

The. f o l l o w i n g section attempts to describe the way in. 
which the t r u e l i s t e n e r descriminates and synthesises musical 
r e l a t i o n s h i p s ; and also to discuss the extent to which his 
n a t i v e capacity can be developed by p r a c t i c e and t r a i n i n g . I n 
the second s e c t i o n I have dealt w i t h those extra-musical ele-
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ments, the emotional and the associative f a c t o r s , which, 
though unessential to pure aesthetic l i s t e n i n g , nevertheless 
are nearly always present i n some degree i n a l l musical 
experience, I s-hall attempt to show t h a t the value of these 
elements i n musical experience i s not a musical value, but 
t h a t i n many cases, the connection between them and music as 
a formal a r t i s so int i m a t e and long-extending th a t i t i s 
impossible to discount i t s importance. 



PART I , 

AN ANALYSIS OF THE COURSE OF MUSICAL LISTENING, 



CHAPTER I . 

MUSICAL ATTENTION. 



27. 

CHAPTER I . 
MUSICAL ATTENTION. 

By a t t e n t i o n t o music I mean attending wholly to music 
f o r the sake of i n t e r e s t i n the music i t s e l f , and not f o r the 
sake of any other i n t e r e s t which i s i n some way connected w i t h 
the music. Thus there are many people who th i n k they are 
att e n d i n g to the music when, they are r e a l l y f o l l o w i n g t r a i n s 
of thought, or v i s u a l i s i n g a series of pic t u r e s suggested or 
sustained by the ebb and flow of music. Even where such 
a s s o c i a t i v e trends, e i t h e r of thoughts, of images, or of 
dramatic events, seem very c l o s e l y connected w i t h the music -
when the music has a d e f i n i t e programme value, f o r example -
a t t e n t i o n i s not wholly centred on the music. I t i s divided 
between the two i n t e r e s t s - i n t e r e s t i n the music f o r i t s own 
sake, and i n t e r e s t i n the p i c t u r e s or thoughts which run p a r a l 
l e l t o the course of the music. There may be present, though 
not simultaneously, an extra-musical i n t e r e s t - when the music 
i s heard f o r the sake of what i t suggests or what i t i s supposed 
to represent ( i n the case of programme-music) - and a purely 
musical i n t e r e s t which i s i n inverse proportion to the degree 
of the extra-musical i n t e r e s t . 

Fusion of these two i n t e r e s t s i s not possible. Divided 
a t t e n t i o n , which means t h a t there are two p a r a l l e l sources of 
i n t e r e s t , m i l i t a t e s against e i t h e r course being followed very 
thoroughly. I t w i l l , however, be the easier course which w i l l 
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become prominent i n a t t e n t i o n . The musical course, so much 
harder to grasp than the course of thoughts or images, or the 
commonplaces of mental experience, w i l l go to the w a l l , unless 
there i s a very strong conscious desire to f o l l o w i t . But i n 
th a t case the very strength of the i n t e r e s t i n the music tends 
to i n h i b i t the other i n t e r e s t . At the best, however, instead 
of f u s i o n , there may be a k i n d of i n t e r m i t t e n t or f l u c t u a t i n g 
a t t e n t i o n ; i n t e r e s t swinging from one course to the other. 

I n an experience of t h i s nature the music i s given a 
value beyond i t s e l f , so t h a t i t i s no longer a question of 
aes t h e t i c i n t e r e s t i n the music alone. When the subject 
" l i s t e n s " or "hears" a s s o c i a t i v e l y (when he follows the music 
f o r the sake of the associations i t brings) i t i s not the 
music he enjoys but the suggestions i t evokes. He i s so busy 
at t e n d i n g t o , and enjoying these suggestions, th a t there i s 
l i t t l e or no place l e f t f o r i n t e r e s t i n the music. I n such an 
experience he i s a l i s t e n e r only at i n t e r v a l s . There are per
haps some i n t e r v a l s occupied w i t h purely attending to the music 
u n t i l an i n t e r e s t i n g t r a i n of thought or associative trend i s 
evoked, which i s followed to i t s conclusion pleasantly accom
panied by an agreeable musical background. Possibly the music, 
by reason of i t s elemental for c e f u l n e s s , may again t h r u s t i t s e l f 
upon the subject, and again become the object of his a t t e n t i o n 
f o r a time, u n t i l a new t r a i n of ideas i s sxiggested. 

S i m i l a r t o t h i s k i n d of experience where the music i s 



given a value beyond i t s e l f i s the experience of the subject 
who symbolises h i s musical experience. We may take the case 
of the subject who has a bias towards philosophic speculation. 
His past musical experience may be only very s l i g h t l y organ
i s e d , and may owe l i t t l e or nothing to d i r e c t t r a i n i n g . Such 
a person may symbolise the flow of the music w i t h i t s c o n f l i c t 
i n g and r e c o n c i l i n g elements, i n t o a fo r m u l a t i n g and a resolv
ing of the e t e r n a l problems of l i f e and death, joy and sorrow; 
and see i n the music an expression of those inner s p i r i t u a l 
c o n f l i c t s which engage mankind. This l i s t e n e r may, f o r example, 
t r a n s l a t e the f i r s t movement of Beethoven's F i f t h Symphony as 
an expression of the prolonged s t r i v i n g of man to discover the 
meaning of existence, whither i t i s tending, i t s u l t i m a t e value, 
or some other question of a l i k e fundamental importance. Along
side h i s more or less d i s c r i m i n a t i n g a t t e n t i o n to the music goes 
an i n t e l l e c t u a l i n t e r e s t i n the philosophic issues i n t o which 
he symbolises the music. His f i n a l s a t i s f a c t i o n depends on how 
f a r he can make h i s speculations f i t i n w i t h the music. That 
i s , he t r a n s l a t e s musical statements i n t o philosophic problems, 
develops them during the musical development, and sees t h e i r 
explanation or f u l f i l m e n t i n the f i n a l r e c a p i t u l a t i o n and r e 
s o l u t i o n or i n the f i n a l cadence. A l l t h i s i s u s u a l l y only 
very vaguely r e a l i s e d . Such speculations may not be e x p l i c i t l y 
formulated. The i n t e r e s t which attends t h i s k i n d of experience 
i s more c l o s e l y bound up w i t h the music than i s the i n t e r e s t 
of the person who l i s t e n s to music f o r i t s evocations. I t 
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presupposes the a b i l i t y t o recognise and f o l l o w a musical 
statement as a musical statement, to perceive smd f o l l o w , 
though i t may be only i n a vague and fragmentary way, i t s 
development, and t o recognise i t again i n a new key, and so 
on. But these musical elements are only i n d i f f e r e n t l y f o l 
lowed from a musical point of view. Usually such a subject 
gets the greatest amount of s a t i s f a c t i o n from the slower and 
simpler types of music, e s p e c i a l l y those where the themes are 
w e l l - d e f i n e d and not developed i n too complex a manner. 
Obscure harmonies or Involved contrapuntal treatment mean that 
the l i s t e n e r i s confused and prevented from f o l l o w i n g his 
speculations. Music which i s r i c h i n f a i r l y simple harmonies, 
or which possesses appealing melody, i s the type such a l i s 
tener p r e f e r s . One subject who constantly indulges i n t h i s 
k i n d of philosophic i n t e r p r e t a t i o n of music confesses to being 
fonder of Beethoven's slow movements than almost any other 
k i n d of music. Such slow movements, o f t e n easily followed 
v a r i a t i o n movements, are p r e c i s e l y the type of music I have 
described. This ki n d of philosophic l i s t e n e r i s u s u a l l y 
h i g h l y i n t e l l e c t u a l and emotional, but possesses very l i t t l e , 
or only poorly developed musical knowledge or technique. I t 
i s j u s t because t h i s type i s not t e c h n i c a l l y musical that he 
seeks t o augment an otherwise barren musical experience by 
f i l l i n g out his i n t e r e s t i n the music by i n t e r e s t i n the work
i n g out of h i s philosophic ideas. He makes up f o r the poverty 
of h i s enjoyment of the music as music by g i v i n g i t value be-
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yond i t s i n t r i n s i c musical value, i n terms of what possesses 
deep s i g n i f i c a n c e f o r him. I t would be i n t e r e s t i n g to see 
what changes i n h i s a t t i t u d e would f o l l o w should he receive 
the t r a i n i n g t h a t he lacked. I have had no opportunity of 
making observations i n t h i s d i r e c t i o n , but I am sure that i n 
p r o p o r t i o n as h i s grasp of musical r e l a t i o n s h i p s became more 
cl e a r and d e f i n i t e , his desire to amplify the musical meaning 
by g i v i n g i t a p h i l o s o p h i c a l s i g n i f i c a n c e would lessen corres
pondingly. 

This i s one example of d i v i d e d a t t e n t i o n i n musical ex
perience. More us u a l l y we have examples of divided a t t e n t i o n 
when the -subject l i s t e n s i n the way I have c a l l e d "associa
t i v e . " Many examples of the associative response to music 
are discussed i n d e t a i l i n Professor Myers's study on " I n d i v i d 
u a l Differences i n L i s t e n i n g to Music. "̂'''̂  Professor Myers goes 
t o the underlying p r i n c i p l e of the associative trends described 
by h i s subjects and shows how the fundamental connections of 
music w i t h c o u r t s h i p , dancing, and rudimentary language, are 
revealed i n associative hearing. I n a consideration of the 
associations evoked by music, we come s t r a i g h t to the conten
t i o u s question of programme or representative music versus 
absolute music. The f o l l o w i n g of a programme which the music 
i s supposed to i l l u s t r a t e may be discussed under the associative 
a t t i t u d e . The subject may get an immense amount of s a t i s f a c t i o n 

( l ) C. S. Myers, " I n d i v i d u a l Differences i n L i s t e n i n g to Music"; 
i n The E f f e c t s of Music, ed. by Max Schoen, pp.22 and 35. 
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out o f t h i s experience, according to the degree i n which he 
makes the programme f i t the music, or vice versa, as the case 
may be. Here i s c l e a r l y a case of d i v i d e d a t t e n t i o n . Half 
h i s a t t e n t i o n must go to the music or he would lose the connec
t i o n between the associations (the programme) and the music, 
and h a l f his a t t e n t i o n must go to the programme or he i s mis
sing something which the composer (or perhaps the annotatorj) 
t e l l s him i s necessary to the proper appreciation of the music. 
Even here he need not f o l l o w the music i n a thoroughly music-
i a n l y way. I t i s o f t e n s u f f i c i e n t f o r him to r e l a t e c e r t a i n 
obvious i m i t a t i v e features of the music to the programme i n 
order t o be p e r f e c t l y s a t i s f i e d . Take, f o r example, the march 
i n Tchaikovsky's "Pathetic Symphony." The every-day l i s t e n e r 
of the asso c i a t i v e type gets an enormous amount of pleasure out 
of the obvious march-rhythm, the clever i m i t a t i o n of the j i n g -

y l i n g of spurs and equipment, and the bugle c a l l s . The recog
n i t i o n of these e f f e c t s , plus a c e r t a i n f e e l i n g of well-being, 
derived from what I s h a l l l a t e r describe as the "dynamism" of 
music, is. the music f o r him. He does not look f o r anything 
more. The musician or i n t e l l e c t u a l ( a e s t h e t i c ) l i s t e n e r per
ceives a l l t h i s , f o r i t i s indeed meant to be perceived, but 
only as secondary to the arrangement and development of the 
musical m a t e r i a l . 

But even musicians of t a s t e and c u l t u r e may l i s t e n pro-
gramraatically, p a r t i c u l a r l y when the music i s obviously"pro-
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gramme". Students, as w e l l as c h i l d r e n who are making t h e i r 
f i r s t acquaintance w i t h music (both as regards l i s t e n i n g and 
i n t e r p r e t i n g ) l i s t e n almost i n v a r i a b l y i n t h i s fashion. Even 
when the music i s d e f i n i t e l y not programme they are o f t e n 
encouraged t o l i s t e n prograramatically i n a mistaken attempt to 
b e t t e r t h e i r musical understanding: I n many ed i t i o n s of music 
f o r beginners the approach t o music i s o f t e n representative, or 
through a programme. Take, f o r example, those pieces where a 
short d e s c r i p t i v e verse heads the music. Though such a method 
may help t o i n t e r e s t the c h i l d i n the music by providing an 
obvious connection between the music and his everyday l i f e , i n 
my own opinion i t i s a p r a c t i c e to be avoided. I t i s not easy 
to get r i d of the c o n v i c t i o n , once formed, that music should 
be r e p r e s e n t a t i v e , - t h a t i t should express some sort of pro
gramme, i f not of events, of actions, or of emotions. 

The d e s c r i p t i o n of a personal experience of a performance 
of Strauss ' 8 "Don Quixote", (almost my f i r s t acquaintance w i t h 
the "Symphonic Poem" form, and the f i r s t time of hearing t h a t 
p a r t i c u l a r work) may serve as an example of the associative 
response t o music. I n my experience of t h i s work recognition 
of the suggestiveness of the themes, as w e l l as amusement and 
i n t e r e s t i n the t e c h n i c a l s k i l l ( p a r t i c u l a r l y the i m i t a t i v e 
e f f e c t s produced by o r c h e s t r a l colour, f o r example) was an 
outstanding f e a t u r e . "̂̂ ^ 

(1) I quote here the t h i r d theme of the I n t r o d u c t i o n which, 
so say the c r i t i c s , depicts the grandiloquent nature 
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of the hero, and his habit of a r r i v i n g at f a l s e 
conclusions: 

Q-
cu>. 

7^ ret 

po-

The e l u s i v e harmonies which f o l l o w the arpeggioed 
common chord c e r t a i n l y give a sudden unexpected t u r n 
t o the musical phrase which would suggest (but most 
l i k e l y only t o the musician who can understand the 
harmonic progression, and who i s on the look out f o r 
such p a r a l l e l s ) t h i s human f a l l i b i l i t y of Don Quixote. 
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A t r u l y musical i n t e r e s t i n the themes as themes, and i n 
t h e i r development and place i n the formal s t r u c t u r e of t h i s 
work was, i n my case, subordinated to t h i s extra-musical i n 
t e r e s t i n n o t i n g , f o l l o w i n g , and comparing how w e l l , or i l l , 
the programme f i t t e d i n w i t h the music. I also experienced a 
c e r t a i n c r i t i c a l i n t e r e s t (not e n t i r e l y aesthetic) i n the suc
cess or non-success of t h i s p a r a l l e l , complicated by a s a t i s 
f a c t i o n which v a r i e d according to the degree i n which I was 
able t o r e c o n c i l e the music w i t h the programme. This i n t e r e s t 
and t h i s s a t i s f a c t i o n were of quite d i f f e r e n t q u a l i t y from 
t h a t aesthetic s a t i s f a c t i o n I had experienced i n the contempla
t i o n o f an extended work of absolute music. ̂-̂^ Judging from 
the faces of the audience mine was not an i s o l a t e d experience. 
Amusement was on every face - but an amusement incompatible 
w i t h a s t a t e of aesthetic absorption. I t would be possible to 
l i s t e n to t h i s work from an aesthetic standpoint, but i t i s 
d o u b t f u l whether such an a t t i t u d e could be sustained f o r long 
a s . i t would be d i f f i c u l t to discount c e r t a i n e f f e c t s obviously 
i m i t a t i v e of the story - the baa-ing of the sheep i n V a r i a t i o n 
I I , f o r example - and the w h i r l i n g of the wind-mills i n Varia
t i o n I . The mere knowledge of the t i t l e would be s u f f i c i e n t to 

prepare the l i s t e n e r to expect such obvious suggestions. 
(2) 

Programme music, i t has been claimed, may indeed possess 

(1) See I n t r o d u c t i o n , pp. S-ll> 
(2) I t i s i n t e r e s t i n g , though not e s s e n t i a l to the argument. 
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Footnote continued; 
to i n q u i r e why a composer should choose to express him
s e l f i n Programme or I m p r e s s i o n i s t i c Music. A composer 
may be s k i l l e d i n c e r t a i n forms of his a r t yet not pos
sess the a r c h i t e c t u r a l f a c u l t y of b u i l d i n g a major work 
th a t i s a r t i s t i c a l l y b e a u t i f u l from the standpoint of 
musical form alone. For the organic p r i n c i p l e of formal 
u n i t y he may t h e r e f o r e s u b s t i t u t e a "programme" or an 
" i m p r e s s i o n i s t i c idea", i n order to provide himself w i t h 
an e x t e r n a l framework i n t o which he can f i t h is musical 
ideas. Thus he employs a l i t e r a r y u n i t y of form instead 
of a musical u n i t y o f form so as to give his work a 
s u p e r f i c i a l l o g i c a l completeness or coherence. Such i s 
the method of Richard Strauss i n any of his Symphonic 
Poems. 

The composer, however, may be able to combine the 
two p r i n c i p l e s successfully, and produce a work l i k e 
Bach's B. Minor Mass, or Verdi's " F a l s t a f f . " Such 
works are not wholly musical i n aim, f o r they are also 
f r a n k l y intended to express a d e f i n i t e non-musical con
ception; so a compromise i s made. Their value as music, 
however, i s always assessed from the absolute musical 
standpoint, and has nothing to do w i t h the excellence of 
the dramatic, l i t e r a r y , or r e l i g i o u s conception. 

The composer here chooses to w r i t e representative 
music, hot because he i s d e f i c i e n t i n absolute musical 
c o n s t r u c t i v e power, but because of a desire to represent 
extra-musical t h ings or events or ideas by means of 
music. Thus we have Bach's "B Minor Mass", and, on a 
lower scale, his "Capriccio on the Departure of his 
Beloved Brother", which i s pure d e s c r i p t i v e music mod
e l l e d on Zuhnaiu's B i b l e Sonatas. 

There i s also music, which though not d e f i n i t e l y 
"programme", nevertheless r e l i e s on an "imp r e s s i o n i s t i c 
idea*^ f o r i t s u n i t y . Such a work as Debussy's "La 
Oathedrale Engloutie" produces a c e r t a i n atmosphere, 
which i s suggested i n the f i r s t place by the t i t l e . The 
l i s t e n e r might hardly gather, of h i s own accord, the 
i m p r e s s i o n i s t i c s i g n i f i c a n c e of the music without that 
t i t l e ; but to the l i s t e n e r who knows the s t o r y , or the 
t i t l e simply, a l l the i m i t a t i v e e f f e c t s of b e l l s and the 
muffled thundering of the sea w i l l be very apparent. 
Another l i s t e n e r , ignorant of the s t o r y , may hear only 
musical e f f e c t s . 

Debussy d i d not set o f f to i m i t a t e a p a r t i c u l a r 
sound. He perhaps was i n s p i r e d to compose w i t h the 
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Foot note continued: 
remembrance of the s t o r y clouding h i s mood, and c e r t a i n 
d e t a i l s s i g n i f i c a n t of the story crept i n t o his music. 
He obviously could not convey the s t o r y ; he could 
merely suggest c e r t a i n aspects of i t which could be 
expressed spontaneously i n musical terms. 
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great musical value and beauty, but though i t may therefore 
be appreciated from the purely musical standpoint, such music 
has r a r e l y i n i t s e l f s u f f i c i e n t organic u n i t y or musical co
herence to s a t i s f y completely the musical aesthetic sense. 
I f a work of Programme Music i s good as music what then i s the 
d i f f e r e n c e i n the nature of the pleasure i t arouses i n the 
l i s t e n e r who follows and enjoys i t i n terms of absolute music -
i r r e s p e c t i v e of whether he knows the story or the t i t l e or the 
extra-musical conception - and the pleasure which the same 
l i s t e n e r would derive from i t knowing these and using them as 
a s t a r t i n g - p o i n t from which to give the music a " l i t e r a r y " or 
" a s s o c i a t i v e " meaning? 

I suggest t h a t the thorough-paced l i s t e n e r who follows 
the music as music, i . e . who enjoys the music f o r i t s own 
i n t r i n s i c meaning and beauty, would have an aesthetic exper
ience of greater musical value than he who follows the music 
f o r the sake of making the correspondence between the music 
and the conception e x t e r n a l to the music. Both may be aesthet
i c experiences, but while the f i r s t has a purely musical value, 
the second possesses less musical value, and derives a second
ary a e s thetic value from i n t e r e s t i n the s i g n i f i c a n c e of the 
s t o r y etc. There would also probably be a mixed element due 
to i n t e r e s t i n the success of the compromise between the music
a l aim and the extra-musical aim. Appreciation of the s k i l l 
which has gone to adapt the music to the programme, or vice 
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versa, thus complicates i n t e r e s t i n the "programme" f o r i t s 
own sake, and a f l u c t u a t i n g musical i n t e r e s t . Possibly the 
a e s t h e t i c value of the st o r y may seem greater than the aes
t h e t i c value of the music as absolute music, yet nevertheless 
such aesthetic experience must be d i s t i n g u i s h e d from the pure 
musical experience where the i n t e r e s t i s i n the music f o r i t s 
own sake. The two aesthetic i n t e r e s t s d i f f e r i n q u a l i t y . 

The s a t i s f a c t i o n and aesthetic pleasure I received i n 
f o l l o w i n g some of the themes and t h e i r musical development at 
the above-mentioned performance of "Don Quixote" - enjoyed 
w i t h o u t appeal t o t h e i r programme-context - was of a d i f f e r e n t 
nature from the pleasure I received when I l i s t e n e d program-
m a t i c a l l y . When played on the piano at a l a t e r date, when the 
music l o s t much of the suggestiveness due to o r c h e s t r a l colour, 
those passages which possessed musical value d i d not lose t h e i r 
d i s t i n c t i o n , while those which owed t h e i r effectiveness more to 
the success of the i m i t a t i v e play of o r c h e s t r a l colour (as i n 
the "baa-ing of the sheep" episode) were less i n t e r e s t i n g . No 
doubt (^I/^adybeen more f a m i l i a r w i t h the musical form of the 
work at my f i r s t hearing, and less taken up w i t h the programme, 
the d e f i c i e n c i e s of the musical s t r u c t u r e as compared w i t h the 
p e r f e c t i o n of formal beauty i n some major works of absolute 
music, might have been more obvious. This conclusion i s borne 
out by a previous experience of Strauss's "Don Juan" heard on 
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the gram.ophone. Possessing only a vague and generalised 
knowledge of the story of Don Juan, and being e n t i r e l y ignor
ant of Strauss's programme, I was forced to f o l l o w and enjoy 
the music on i t s own merits. The aesthetic pleasure and s a t i s 
f a c t i o n derived from hearing t h i s work (several times) were 
f a i r l y constant. The moments, where my i n t e r e s t flagged seemed 
to correspond w i t h the places where I thought the music l o s t 
i t s p o i nt (where there seemed to be no musical "progression" 
or musical purpose). Probably a knowledge of the programme-
would have supplied connecting l i n k s i f only by super-imposing 
a coherent o u t l i n e of things and events external to the music 

on the a c t u a l musical o u t l i n e i t s e l f . "̂̂ ^ 
(2) 

I t may be claimed t h a t i n t e r e s t i n the associations 
evoked by music, p a r t i c u l a r l y where they may be considered 
l e g i t i m a t e , as i n programme music where the composer intends 
the l i s t e n e r to r e l y on them to augment hi s musical experience, 
increases the value of the aesthetic i n t e r e s t i n the t o t a l 
experience. I n t e r e s t and enjoyment i n the associations f o r 

(1) I had a s i m i l a r experience on hearing the record "The 
Awakening of Helen" from Strauss»s "The Egyptian 
Helen",- No doubt during the performance of t h i s 
scene i n t e r e s t would be centred on the stage, so 
t h a t c e r t a i n parts of the music would sink to the 
l e v e l of an accompaniment to the dramatic action. 

(2) See Ernest Newman, Musical Studies; Essay on "Programme 
Music", P . l 6 l e 
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t h e i r own sake, as w e l l as i n t h e i r musical i n t e r - r e l a t i o n s , 
may add to the f u l l n e s s of the experience. But i t i s doubtful 
whether i t adds t o the purely musical value of the experience. 
I n most cases, as has already been i n d i c a t e d , i t has the r e 
verse e f f e c t - i t detracts from the value of the experience as 
a musical experience. I t may, however, be argued, t h a t the 
two developing i n t e r e s t s i n the two bases of the music and the 
programme could be fused i n t o a single i n t e r e s t . This leads 
to the question - whether two aesthetic i n t e r e s t s can be suc
c e s s f u l l y synthesised, .Is i t possible to fuse i n t o one harmony 
of beauty two experiences of beauty d i f f e r e n t i n kind? Unless 
p e r f e c t f u s i o n i s possible the q u a l i t y of the aesthetic exper
ience would depend on which ever source of i n t e r e s t occupied 
the f o r e f r o n t of a t t e n t i o n . Perfect f u s i o n would depend (as I 
have suggested i n the case of such music as Bach's B Minor Mass) 
on compromise. Compromise i s possible i f the bases of the aes
t h e t i c i n t e r e s t s were not too remote, as i n simple words and 

tunes which are so f a m i l i a r t h a t they do seem to f i t and blend 
(1) 

as one. But i n most cases such f u s i o n i s only very imperfectly 
a t t a i n e d . Usually a t t e n t i o n to the dual aesthetic object does 
not develop, but breaks down i n t o f l u c t u a t i o n s from one source 

(2) 
of i n t e r e s t to the other p a r a l l e l source of i n t e r e s t . ^ ' 
(1) Thus i t i s possible t o enjoy a e s t h e t i c a l l y the a l l i a n c e 

of music and dancing, music and poetry, and even music 
and colour-music (cf. one of Scriabin's l a s t works); 
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Footnote continued; 
because dancing, poetry and colour-music a l l possess 
the v i t a l c h a r a c t e r i s t i c of music - mot ion. Poetry, 
which i s also expressed through the same mediums -
sound and rhythmic form - as music, suggests a very 
close connection w i t h music. This probably explains 
the powerful e f f e c t of much great music which i s 
a l l i e d to words. 

On the other hand, the combinations of music and sculp
t u r e , or music and the representative a r t , of p a i n t i n g , 
do not seem to be so s a t i s f a c t o r y , probably owing to 
the f a c t t h a t these two a r t s are e s s e n t i a l l y s t a t i c . 

(2) The w r i t e r has o f t e n t r i e d to enjoy a e s t h e t i c a l l y both 
the words and the music of a song. Where both are very 
f a m i l i a r , t h i s i s possible - but at a f i r s t hearing the 
attempt i s never successful. I f I look at the w r i t t e n 
words which the singer i s singing, I don't f o l l o w the 
music. I f I l i s t e n t o the singer, I almost i n v a r i a b l y 
miss the s i g n i f i c a n c e of the words, unless I force my
s e l f to l i s t e n f o r them, when again I lose the thread 
of the song. 
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Moreover, there i s o f t e n not merely f l u c t u a t i o n s of a t t e n t i o n , 
but a c t u a l c o n f l i c t ( f o r example when the programme cannot be 
f i t t e d i n t o the music at a l l . ) Such warring of i n t e r e s t s 
tends t o n e u t r a l i s e rather than to enrich the aesthetic enjoy
ment of the two objects. I t i s because the two courses of 
i n t e r e s t are d i f f e r e n t i n q u a l i t y t h a t the l i s t e n e r cannot r e 
c o n c i l e them, and so he gets aesthetic enjoyment f r o n neither. 
A f u s i o n of purely musical i n t e r e s t s i s of course possible, and 
o f t e n i s the source of the highest form of musical aesthetic 
pleasure, as i n the experience of any contrapuntal music. A 
good example i s the s t r i c t canon which forms the Minuet of 
Haydn's Quartet i n D Minor, Opus 76, No. 2. 

I n considering the question of "associative l i s t e n i n g " we 
must never f o r g e t that music i s untranslatable i n t o any other 
terms than i t s e l f . . Music i s expressed by means of sound-symbols 

h have no other s i g n i f i c a n c e than a musical one. Their 
c i a t i o n w i t h the n a t u r a l world of sound and movement i s 
s u p e r f i c i a l , and, as I s h a l l show l a t e r , imparts only an-

whic 
asso 
only 
i n d e f i n i t e extra-musical associative value to music. Music 
i s a! system of t o n a l and rhythmic r e l a t i o n s h i p s which can be 
concleived or followed i n t e l l e c t u a l l y , as we conceive or f o l l o w 
and brasp, a course of thought, or a mathematical problem; w i t h 
the e s s e n t i a l d i f f e r e n c e , of course, t h a t here the basic r e l a t e d 

(1) See Chapters IX and X. 
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enti1;;ies are not formal, conceptual e n t i t i e s , or expression
less I symbols, but sensuous apprehensible q u a l i t i e s . Any such 
i n t e l l e c t u a l f o l l o w i n g of music (on which pure musical enjoy
ment depends) could have no element i n common w i t h the grasp 
of a series of extra-musical concepts, or of external images 
and events. 

W r i t i n g of the musically c u l t u r e d person who i s l i s t e n i n g 
t o music at the highest l e v e l ; Professor Myers says, "So long 
as the former/^attending merely t o music qua music, can maintain 
h i s high l e v e l of aesthetic enjoyment ( l i n f e r he means "music
a l l y a e s t h e t i c enjoyment") associations are debarred from con
sciousness."^'''^ . . . And again . . " I n order t h a t the asso
c i a t i o n s may be enjoyed f o r t h e i r beauty, e i t h e r the music must 
be wholly neglected, and the s t o r y , the wealth of colour, en
joyed as i f i t were a work of a r t - which i s seldom possible -
or the associations must blend or fuse i n t h e i r general meaning 
(on which t h e i r beauty depends) w i t h t h a t of the music. Other
wise they can have no aesthetic value, but are merely a f f e c t i v e 
l y toned w i t h pleasure or displeasure, or at most excite i n the 
l i s t e n e r f e e l i n g s of joy or d i s t r e s s according to t h e i r cogni-

(2) 
t i v e or emotional content." ' 

(1) C, S. Myers, " I n d i v i d u a l Differences i n L i s t e n i n g to Music"; 
i n The E f f e c t s of Music, edited by Max Schoen, P.23. 

(2) I b i d , P.23. 
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But i n the f i r s t case, t a k i n g t h i s quotation statement 
by statement, the aesthetic enjoyment depending on the wealth 
of images etc. i s not a musical aesthetic enjoyment. There
f o r e t h i s i s beside the point i n an analysis of musical exper
ience. Secondly, to repeat what I have already emphasised, 
i t i s rare f o r the associations to fuse i n t h e i r general mean
ing w i t h t h a t of the music. There may occur moments of fus i o n , 
but prolonged f u s i o n does not occur throughout the whole devel
oping course of the purely musical experience. Moreover, the 
meaning of music i s pec u l i a r t o i t s e l f ; the only k i n d of fusi o n 
possible throughout the whole duration of the music would be a 
f u s i o n of the fe e l i n g - t o n e engendered by the associatioiB w i t h 
the f e e l i n g - t o n e engendered by the music. This does no't mean 
t h a t the as s o c i a t i v e t r e n d i s fused w i t h the musical trend; -
only t h a t the general emotional a t t i t u d e of the l i s t e n e r ' s mind 
would be coloured by the presence of a c e r t a i n feeling-tone 
aroused by the associations. The associative trend need not 
nece s s a r i l y go on at the same time w i t h the musical trend. 

I n support of h i s argument Professor Myers quotes the 
answer of one subject who makes the d i s t i n c t i o n , framed by 
Professor Myers, between unfused associations, and associations 
o f aesthetic value which fuse w i t h the music. " ' I object to 
these suggestions, f o r I f i n d that the music . . . i s not l i s 
tened t o f o r i t s e l f . . . But when the suggestions and the 
music a c t u a l l y blend, there i s the completest and greatest 
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enjoyment, greater than when there i s music alone.' " There may 
be greater enjoyment, even granting the p o s s i b i l i t y of sustained 
f u s i o n , but there i s not greater musical aesthetic enjoyment. 
Moreover, how does Professor Myers r e c o n c i l e the statement " I 
ob j e c t to these suggestions because the music i s not l i s t e n e d to 
f o r i t s e l f , " w i t h the f a c t t h a t the subject allows the i n t r u 
s ion of suggestions so long as they absolutely blend w i t h the 
music? I f the suggestions blend a b s o l u t e l y , then he can hardly 
be aware of them at a l l , otherwise his a t t e n t i o n i s not given 
wholly to the music; they must also take on a purely musical 
s i g n i f i c a n c e to be inseparable from musical meaning, which i s 
s i g n i f i c a n t of i t s e l f alone. I n t h i s case how can the associa
t i o n s increase the aesthetic enjoyment? As Professor Myers 
himself points out, i f the subject l i s t e n s to the music f o r the 
sake o f the music i t s e l f , he tends t o i n h i b i t these suggestions -
how then can there be f u s i o n of music and suggestions? Further, 
and t h i s point i s passed over by Professor Myers, where a l l the 
i n t e r e s t i s i n the "meaning" of the music - when we are attend
in g most a c t i v e l y to the music - there are no, or very few, 
suggestions simply because there i s no room f o r themj Few 
i n d i v i d u a l s can t r u t h f u l l y assert, even those most musically 
c u l t u r e d and p r a c t i s e d l i s t e n e r s , t h a t they have followed and 
grasped the point of every d e t a i l , every progression, each 
s u b t l e d i s t i n c t i o n i n harmony or polyphony, each scarcely per
c e p t i b l e change i n tone-colour or dynamic f o r c e ; or have 
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s i n g l e d out and followed i n i t s r e l a t i o n t o the whole each 
l i n e of counterpoint - a l l of which make up the musical whole. 
And t o be i n t e r e s t e d i n the music, to experience the music 
a e s t h e t i c a l l y , i s t o f o l l o w and enjoy, i f only incompletely 
and without p e r f e c t comprehension, a l l these innumerable 
complex r e l a t i o n s h i p s and t o fuse them i n t o a single coherent 
musical whole. The most a c t i v e a t t e n t i o n to the music must 
tend t o i n h i b i t any other course of attending to a secondary 
o b j e c t , such as following associations, simply because the 
musical object i s so complex. 

Therefore we must conclude that the associative a t t i t u d e , 
or "programme" l i s t e n i n g , i n which may be included a l l such 
experiences as dramatising the music, t r a n s l a t i n g i t i n t o 
emotional or p h i l o s o p h i c a l terms, or i n t o terms of other sym
bols or images, such as colours, scents, muscular movements 
as i n dancing, e t c . , does not imply sustained and ac t i v e a t t e n 
t i o n t o the music as a si n g l e aesthetic object, amd therefore 
degrades the meaning of complete aesthetic absorption. This 
a t t i t u d e comprises an i n t e r m i t t e n t f o l l o w i n g of the music, f o r 
e i t h e r a s s o c i a t i v e trends evoked and sustained by the music are 
f o l l o w e d and enjoyed f o r themselves, and then the music i s only 
attended to at i n t e r v a l s ; or the l i s t e n e r attempts to blend 
the associative trends suggested by the music, or by i t s t i t l e 
or programme i n t o some sor t of f l e e t i n g or imperfect fusion 
w i t h the music. 
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The only type of associative a t t i t u d e which w i l l not 
impair aesthetic absorption i s that which occurs when a cer
t a i n mood or f e e l i n g - t o n e , engendered by the fore-knowledge 
of a programme or t i t l e , or suggested by obvious i m i t a t i o n , 
colours the l i s t e n e r ' s a t t i t u d e . This mood or feeling-tone 
may blend w i t h the f e e l i n g - t o n e aroused by the f o l l o w i n g of 
the music as music. But very o f t e n , though the idea of a 
programme may be present at the beginning, as the o r i g i n of 
t h i s mood, etc. i t soon disappears from consciousness when 
a t t e n t i o n to the music becomes more and more sustained, and 
where i n t e r e s t i n the music f o r i t s own sake becomes more 
absorbing. 

There i s another response to music which cannot be 
classed imder the "associative" a t t i t u d e , but which i s con
nected w i t h the question of Musical A t t e n t i o n . I r e f e r to the 
immediate " p h y s i o l o g i c a l " response to the physical q u a l i t i e s 
of music. ̂ "̂ ^ Here the subject does not f o l l o w the r e l a t i o n 
ships of p i t c h and rhythm, except s u p e r f i c i a l l y . He i s con
cerned w i t h the d i r e c t e f f e c t of volume, timbre, t e x t u r e and 
pace. He does, i n a sense, attend only t o thei music, but he 
attends i n a s p e c i a l way, f o r there i s no devel6ping or expand
i n g i n t e r e s t . Professor Myers describes a somewhat s i m i l a r 
a t t i t u d e i n his analysis of the " i n t r a - s u b j e c t i v e a t t i t u d e . ,.(2) 

(1) See Chapter X I . 
(2) . C, S. Myers,°"Individual Differences i n L i s t e n i n g to Mus

i c " ; i n The E f f e c t s of Music, ed. by Max Schoen, pp.30&31 
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Here the response i s mainly p h y s i o l o g i c a l and t h i s a t t i t u d e 
corresponds w i t h those cases where Wundt describes the a t t e n 
t i o n as being "passive" r a t h e r than " a c t i v e " . 

Any d i s t i n c t i o n between " a c t i v e " and "passive" a t t e n t i o n 
i m p l i e s a d i f f e r e n c e of q u a l i t y not merely i n degree. Active 
a t t e n t i o n i s mainly d i s t i n g u i s h a b l e from passive a t t e n t i o n as 
being consciously s e l e c t i v e . This d i s t i n c t i o n applies very 
w e l l t o the present argument as serving to discriminate between 
the a t t i t u d e which consists i n f o l l o w i n g and being acutely 
aware o f , musical r e l a t i o n s h i p s , and t h a t i n which the music 
i s heard r a t h e r as a physical force which impresses i t s e l f on 
the u n r e s i s t i n g but not a c t i v e l y receptive subject. ̂ ''"̂  

I n t h i s immediate response to music, which Dr. Vernon Lee 
has discussed very f u l l y under the heading of the "Oecilian" 

(2) 
and the "Dionysianl* types of l i s t e n e r s , the subject i s almost 
f o r c i b l y impressed by the violence and pace of the music. 
(1) This kind of passive a t t e n t i o n must not be confused w i t h 

the s t a t e of aesthetic absorption which I described 
i n the i n t r o d u c t o r y chapter. I n the l a t t e r state the 
a c t i v e f o l l o w i n g of r e l a t i o n s h i p s passes i n t o the 
contemplative a t t i t u d e ; t h i s i s , i n a sense, passive, 
inasmuch as the e f f o r t of grasping the r e l a t i o n s h i p s 
i s lessened, or i s f e l t as subsidiary to i n t e r e s t i n 
the music as an aesthetic whole, and so passes from 
consciousness. The awareness of the r e l a t i o n s h i p s 
throughout the aesthetic experience s t i l l remains very 
d e f i n i t e ; though the r e l a t i o n s h i p s need not be ex
p l i c i t l y formulated. Passive a t t e n t i o n i n the sense 
i n which I now use i t means a bare acceptance of cer
t a i n p h y s i c a l q u a l i t i e s as d i s t i n c t from the grasp of 
these as r e l a t e d . 

(2) Vernon Lee, Music and I t s Lovers, Pp.123, 124. 
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The dynamic q u a l i t i e s of music are experienced and enjoyed 
because of t h e i r elemental appeal. The sense cannot escape 
them. ' This response resembles aesthetic absorption i n so f a r 
as the subject may i d e n t i f y himself w i t h sound and rhythm 
as moving and impressive elements, but he does not take i n t o 
account t h e i r formal r e l a t i o n s h i p s which i n aesthetic absorp
t i o n are f e l t as fundamental t o the enjoyment of music as a 
work of a r t . Each sound, regarded as a single sense-object, 
may also be experienced as i n t r i n s i c a l l y b e a u t i f u l , and so 
may have a value of i t s own, but t h i s w i l l then be an exper
ience of beauty which i s altogether d i f f e r e n t from th a t which 
i s derived from the grasp of these as constituent elements 
and i n t h e i r formal s i g n i f i c a n c e as music. Here the subject 
surrenders himself to sensuous enjoyment of sound. I n aes
t h e t i c l i s t e n i n g , though a c e r t a i n sensuous enjoyment of these 
p h y s i c a l e f f e c t s must colour the whole experience w i t h i t s 
p a r t i c u l a r f e e l i n g - t o n e , i n t e r e s t i n the formal r e l a t i o n s h i p s , 
and i n t h e i r recurrence and contrast, as w e l l as i n t e r e s t i n 
t h e i r expression and clear exposition by means of t h e i r dynamic 
treatment, becomes so f u l l t h a t i t must subordinate to an ex
treme degree the enjoyment of the physical e f f e c t s f o r them
selves alone. I t i s d i f f i c u l t to attempt to separate the enjoy
ment of music as an a r t i s t i c u n i t y from our enjoyment of the 
elements used to embody the r e l a t i o n s h i p s which make up t h i s 
u n i t y . But i n aesthetic l i s t e n i n g of the purest type, the 
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beauty of the physical q u a l i t i e s of the music i s taken f o r 
granted and pushed to a back'place. I f beauty i s absent, 
however, i t w i l l be missed; or i f these elements are not 
i n t r i n s i c a l l y b e a u t i f u l t h e i r poverty i n t h i s d i r e c t i o n may 
lessen the aesthetic s a t i s f a c t i o n and enjoyment. But the 
c u l t u r e d l i s t e n e r does not over-indulge himself i n the plea
sure which derives from the experience of these sensorial 
e f f e c t s . He may even object to t h e i r prominence, when they 
hinder his attending to the music. B e a u t i f u l tone i s taken 
f o r granted, i n the performance of a v i o l i n concerto, f o r 
example, but overmuch v i b r a t o , or portamento, or too much 
emphasis on s i m i l a r sensuous e f f e c t s , are a r t i s t i c a l l y objec
t i o n a b l e . 

Enjoyment of the dynamic e f f e c t s of music and the other 
sensuous aspects of sound etc. compensates many an uncultured 
l i s t e n e r f o r the barrenness of his aesthetic experience. Such 
enjoyment i s also without the e f f o r t and s t r a i n which, except 
i n very accomplished musicians, accompany aesthetic l i s t e n i n g . 
Moreover, aesthetic l i s t e n i n g may not always b r i n g aesthetic 
enjoyment, though there must always be present the s a t i s f a c 
t i o n which attends successful e f f o r t . True aesthetic enjoy
ment i s o f t e n f l u c t u a t i n g , since the aesthetic experience when 
f u l l y r e a l i s e d depends not only on the degree to which the 
subject i s successful i n f o l l o w i n g the music, but also on the 
degree to which the music i s found worthy of being followed. 
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For though aesthetic l i s t e n i n g i s not judging, i n a l l such 
a e s t h e t i c experience there i s judgment implied, even i f i t 
occurs only as an unconscious (or i m p l i c i t ) reference to some 
conventional standard of t a s t e , or to the l i s t e n e r ' s own back
ground of musical experience. The c u l t u r e d l i s t e n e r uncon
s c i o u s l y sums up the music as he l i s t e n s , and makes a running 
comparison w i t h h i s background of musical knowledge. When the 
music f a l l s short of what i s a e s t h e t i c a l l y s a t i s f y i n g , (what 
he f i n d s b e a u t i f u l ) , i t i s e i t h e r because he i s incapable of 
p e r c e i v i n g i t s coherence, or because the music i t s e l f lacks the 
u n i f y i n g coherence which i s necessary to i t s adequate r e a l i s a 
t i o n and aesthetic enjoyment. This may occur because of defects 
i n i t s a c t u al presentation - ugly tone, or i n f e r i o r i n t e r p r e t a 
t i o n - or because of the poverty, commonplace character, or i n 
a r t i s t i c arrangement of the musical ideas themselves. 

Aesthetic enjoyment of music then, occurs f a r less of t e n 
than enjoyment of the sensuous q u a l i t i e s of music. Note that 
t h i s l a t t e r enjoyment i s almost equally keen whatever the kind 
of music. Large masses of sound, of contrasted o r c h e s t r a l 
timbres, are o f t e n the most e f f e c t i v e means of inducing i t , 
though the simpler types of melody and harmony may make a s i m i 
l a r appeal. Such e f f e c t s , however, may weary f u r t h e r the hear
er when he i s already t i r e d ; f o r o f t e n the violence o f the 
p h y s i c a l impact seems to have the force of an a c t u a l blow. 
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What d i s t i n g u i s h e s absorption, i n mere physical e f f e c t s 
most s t r o n g l y from, aesthetic absorption i s the f a c t t h a t the 
i n t e r e s t and s a t i s f a c t i o n which the subject f e e l s are not 
progressive. The hearer may f o l l o w the advance of sound, but 
only i n a s u p e r f i c i a l way; t h a t i s , he f e e l s t h a t the sound 
flows on at a c e r t a i n pace, and that there are changes i n 
i n t e n s i t y , and so on. But i t is'a barely d i f f e r e n t i a t e d f o l l o w 
in g . He has p r a c t i c a l l y no awareness of a sound-pattern ex
tended through a duration of time. His experience of the rhyth
mic element i n music, f o r example, i s an experience of a moving 
progression of s i n g l e s t i m u l i , unrelated - or r e l a t e d i n the 
most obvious way. He does not recognise t h e i r connection w i t h 
a p a t t e r n : each u n i t i s experienced as separate; or heard, 
at the most, i n proximity to i t s neighbors, without the s i g n i 
f i c ance of i t s a r t i s t i c r e l a t i o n s h i p being grasped. The pace 
of the music i s f e l t as f a s t or slow or moderate, but the con
s t i t u e n t elements of form, the r i s e and f a l l of phrase, the 
recurrence and contrast of themes, and so on, are not d i f f e r 
e n t i a t e d or followed. The q u a l i t i e s which t h i s i n d i v i d u a l en
joys are music's dynamic e f f e c t s ; on the side of tone, i n t e n s 
i t y or volume and resonance; on the side of rhythm, pace and 
r e c u r r e n t accent or s t r e s s . There i s a bare awareness that 
these q u a l i t i e s are changing, increasing, or diminishing; but 
how, or to what extent, i s not taken i n t o account. Such an 
experience may not even involve the a c t u a l perception of beauty 
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at a l l . The subject i s o f t e n content to enjoy the sounds etc. 
i n the way described without perceiving them as b e a u t i f u l i n 
'themselves. He i s merely conscious of the agreeable or e x c i t 
i n g f e e l i n g - t o n e aroused by them. 

This a t t i t u d e i s thus mainly a p h y s i o l o g i c a l or "bodily" 
response to the music. By " b o d i l y " I include e f f e c t s on the 
c i r c u l a t i o n , the breathing, the blood-pressure, kinaesthetic 
a c t i v i t y , and so on.^^^ There may be acceleration or r e t a r d 
a t i o n of the heart, quickened or slow and heavy breathing ( t h i s 
l a t t e r i s of very common occurrence, even i n aesthetic l i s t e n 
i n g ) , and a general heightening of nervous tension. Such fea
tures o f t e n have e x t e r n a l expression i n involuntary movements, 
l i k e j i g g i n g the foo t or nodding the head, or waving a fan i n 
time t o the music. We may see the f u l l expression of the ac
t i v i t y which accompanies t h i s response i n the spontaneous danc
ing of c h i l d r e n , and of other naive and unsophisticated beings, 
(such, as savages or s u r v i v i n g types of p r i m i t i v e races) who are 
not i n h i b i t e d by self-consciousness. This spontaneous expres
sion of enjoyment of the p h y s i o l o g i c a l e f f e c t s of music i s con
t r o l l e d i n the higher types; while l i s t e n e r s who s t r i v e towards 
aes t h e t i c l i s t e n i n g tend to repress such expressions by s u b s t i 
t u t i n g higher centres of enjoyment. 

(1) Mr. Max Schoen has summed up the w r i t i n g s on t h i s subject 
i n a s i n g l e chapter, The B e a u t i f u l i n Music. Chap.VI. 
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This p h y s i o l o g i c a l response, i t f o l l o w s , i s mainly a pre
occupation w i t h f e e l i n g - t o n e - a pre-occupation w i t h the func
t i o n i n g of what Dr. Vernon Lee c a l l s the protopathic side of 
the b r a i n . I t i s a f i n d i n g of sensory s t i m u l i pleasant or d i s 
agreeable i n themselves, without d i s c r i m i n a t i n g or systematis-
ing them, i . e . without t a k i n g i n t o account the s a t i s f a c t i o n 
which e p i c r i t i c f u n c t i o n i n g a f f o r d s . ̂ "̂ ^ The v a r i a t i o n s of 
f e e l i n g - t o n e are enjoyed f o r t h e i r own sake, and are not sub
li m a t e d i n t o a higher aesthetic experience. This enjoyment of 
f e e l i n g - t o n e i s not accompanied by a growing perception of the 
increasing complexity of the musical r e l a t i o n s h i p s , as i n aes
t h e t i c l i s t e n i n g . The l a t t e r i s a grasp, which while increas
i n g i n complexity ( i n i t s extent, and i n the v a r i e t y of the 
c o n s t i t u e n t parts which i t embraces), i s yet growing s t e a d i l y 
c l e a r e r and more organised; becoming s i n g l e and u n i f i e d as the 
grasps of the p a r t s , m u l t i p l e and i n themselves complex, blends 
i n t o the grasp of the whole. 

( l ) c f . Vernon Lee, Music and I t s Lovers, P.I3I. Dr. Lee ex
p l a i n s protopathic a c t i v i t y ( f o l l o w i n g the lead of S i r 
Henry Head), as the " p r i m o r d i a l - a f f e c t i v e ' a c t i v i t y which 
includes the emotional and p r a c t i c a l responses of conscious 
mind to such impressions from the outer world as f a l l under 
the a l t e r n a t i v e heading pleasant and complaisant. andwhich 
set up movements expressive of a t t r a c t i o n or repulsion; and 
t h i s no matter through which of the senses these impressions 
are conveyed, and w i t h no i n t e r e s t i n these impressions be
yond the emotional and p r a c t i c a l reactions they have setup" 
Protopathic f u n c t i o n i n g has been l o c a l i s e d i n the thalamic 
p o r t i o n s of the b r a i n ; e p i c r i t i c f u n c t i o n i n g i s l o c a l i s e d i n 
the c o r t i c a l (or c r i t i c a l ) portions of the b r a i n . The l a t t e r 
i s a "secondary f u n c t i o n d i s c r i m i n a t i n g and d i s c r i m i n a t i n g l y 
r e g i s t e r i n g the impressions from the outer world conveyed by 
our senses." The two functions are r i v a l yet co-operating 
a c t i v i t i e s . 
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A t t e n t i o n i s co-existent w i t h developing and expanding 
i n t e r e s t . I n t e r e s t also becomes more u n i f i e d as i t develops. 
I n the "bodily response" there i s no expansion of the i n t e r e s t . 
I n t e r e s t i n the sound-element remains s t a t i o n a r y , and active 
a t t e n t i o n i s at a minimum. I n t e r e s t may also decrease, as sound 
e f f e c t s become wearisome. 

This leads me to the question which I have already p a r t l y 
answered when discussing programme-listening. I s the i n t e r e s t 
i n a e s t h e t i c l i s t e n i n g always and s o l e l y an i n t e r e s t i n the 
musical system of r e l a t i o n s h i p s - i n the "rausicality" of music? 
I have already suggested i n my observations on associative l i s 
t e n i n g t h a t there cannot be a perfect f u s i o n of progressive 
i n t e r e s t s where the bases of the i n t e r e s t are incompatible. But 
can there be a f u s i o n of i n t e r e s t s separately aroused by a 
s i n g l e object? To put the case more e x p l i c i t l y - Can there be 
f u s i o n of the i n t e r e s t i n the musical system, and i n t e r e s t i n 
sound enjoyed f o r the sake of i t s i n t r i n s i c beauty, or enjoyed 
simply f o r the sake of the pleasurable or e x c i t i n g feeling-tone 
i t arouses? I n t e r e s t and enjoyment are here almost synonomous 
terras. I n t e r e s t i n sound f o r i t s own sake i s part of that 
b o d i l y response t o music which i s associated w i t h protopathic 
f u n c t i o n i n g . 

Enjoyment as experienced w i t h regard t o the successive 
f e e l i n g - s t a t e s aroused by the sensory m a t e r i a l of music i s 
bound up w i t h t h i s i n t e r e s t . Both t h i s i n t e r e s t and t h i s 
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enjoyment, as we have seen, can and do e x i s t apart from i n t e r 
est i n the music as music - i . e . as a work of a r t . But can 
they also e x i s t simultaneously w i t h t h i s i n t e r e s t ? I n t e r e s t 
i n sound f o r i t s own sake, whether t h i s implies recognition 
of i t s i n t r i n s i c beauty or n o t ) , does e x i s t i n aesthetic l i s 
t e n i n g , inasmuch as the subject may be aware of the pure 
q u a l i t i e s of sound without g i v i n g them a foremost place i n 
a t t e n t i o n . Unless music i s to be regardedas a problem of 
mathematical r e l a t i o n s h i p s , symbolised i n tones, ̂ "̂ v̂̂ e should 
expect the experience of l i s t e n i n g to music to include aware
ness of the i n t r i n s i c value of sound, of d i f f e r e n t wavelengths, 
harmonics, etc., and awareness of the f e e l i n g - t o n e aroused by 
t h i s absolute m a t e r i a l , i n a d d i t i o n to the s a t i s f a c t i o n and 
i n t e r e s t which attend the successful d i s c r i m i n a t i o n and syn-
t h e s i s i n g of the musical r e l a t i o n s h i p s . The presence of agree
able or disagreeable f e e l i n g - t o n e , as I have before pointed 
out, colours the whole experience. The f i n d i n g of the r e l a t i o n 
ships i n t e r e s t i n g and s a t i s f y i n g or the reverse i n music must 
always be q u a l i f i e d according as the primary elements of sound 
and time, through which they are conveyed, are of agreeable or 
e x c i t i n g f e e l i n g - t o n e . Only i f the l i s t e n e r f i n d s t h a t the 
formal beauty of the work of a r t (the u n i t y of these r e l a t i o n -

(1) Following a work of music from the score alone i s an 
experience which approaches the conceptual experience 
involved i n grasping a problem i n pure mathematics. 



Footnote c o n t i n u e d : 
I t i s u n s a t i s f a c t o r y as a m u s i c a l experience because 
though t h e sensory q u a l i t i e s o f sound i n i t s d i f f e r e n t 
a s pects, i n t e n s i t y , resonance, d u r a t i o n and t i m b r e , 
may be s u p p l i e d by t h e i m a g i n a t i o n , t h e r e i s absent 
t h e v e r y prominent r e a l i t y o f the a c t u a l p h y s i c a l 
impact o f t h e notes on the ear. Moreover, the l i s t e n e r 
i s l e s s l i k e l y t o supply t h e i n f i n i t e v a r i a t i o n s o f 
to u c h , p h r a s i n g , r u b a t o , e t c . , which make the a c t u a l 
performance of a work o f music a l i v i n g e x p r e s s i o n o f 
beauty. The comparison o f music w i t h mathematics 
reminds us again t h a t the former i s also a system o f 
r e l a t i o n s h i p s . But i n music the e n t i t i e s which have 
these r e l a t i o n s h i p s are not merely conceptual values, 
as i n mathematics, but sense-objects - the r e s u l t s o f 
e f f e c t i v e s t i m u l i i m p i n g i n g on t h e human organism. 
The f a c t t h a t these are not p i c t o r i a l o r r e p r e s e n t a 
t i v e , as i n the o t h e r a r t s , does not g i v e them concep
t u a l v a l u e , u n t i l r e a l i s e d i n a scheme e s t a b l i s h e d by 
th e composer. 
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s h i p s i n a l l t h e i r aspects, dynamic as w e l l as f o r m a l ) i s 

secondary i n importance t o t h e sensuousness o f these primary 

elements (which may be exaggerated t o make up f o r t h i s d e f e c t ) 

i s h i s enjoyment o f the music as an a r t - o b j e c t i m p a i r e d . 

Though sensuously b e a u t i f u l t i m b r e may s e t o f f m u s i c a l l y 

b e a u t i f u l r e l a t i o n s h i p s ( b e a u t i f u l i n the sense o f b e i n g " i n 

e v i t a b l e " o r " a r t i s t i c a l l y r i g h t " , because o f t h e i r p o s i t i o n 

i n t h e c o n t e x t ) , t h e presence o f t h i s q u a l i t y w i l l not make 

up f o r i n f e r i o r o r inadequate m u s i c a l development. For i n 

a e s t h e t i c l i s t e n i n g i t i s not the predominance o f p l e a s u r a b l e 

f e e l i n g - t o n e w h i c h g i v e s t h e experience i t s v a l u e . Many works 

w h i c h we enjoy as b e a u t i f u l ( i . e . which a f f o r d o c c a s i o n f o r 

s a t i s f y i n g a e s t h e t i c e x p e r i e n c e ) may be made up o f sensory 

m a t e r i a l which i s i n i t s e l f i n t r i n s i c a l l y d i s a g r e e a b l e . Pas

sages o f harsh, u n r e s o l v e d discords, o r f u n d a m e n t a l l y d i s a g r e e 

a b l e i n t e r v a l s may a f f o r d , i n t h e i r c o n t e x t as p a r t o f a d e v e l 

o p i n g m u s i c a l whole, and a l s o i n c o n t r a s t w i t h more obvious 

and agreeable harmonies, t h e g r e a t e s t p o s s i b l e a e s t h e t i c s a t i s 

f a c t i o n . 

We may conclude t h e n , t h a t c e r t a i n f e a t u r e s o f the p h y s i o 

l o g i c a l response are i n v o l v e d i n a e s t h e t i c a b s o r p t i o n , but o n l y 

as c o n t r o l l e d by, o r s u b s i d i a r y t o , a h i g h e r f i e l d o f a e s t h e t i c 

i n t e r e s t . A s u b j e c t may be conscious o f the agreeable f e e l i n g -

t one consequent on the p e r c e p t i o n o f sounds as b e a u t i f u l i n 

themselves; t h i s i n t e r e s t , however, must be submerged as 
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i n t e r e s t i n t h e sounds as r e l a t e d becomes more complex. But 

t h e f e e l i n g - t o n e may c o n t i n u e t o c o l o u r t h e mood i n which the 

s u b j e c t l i s t e n s . There may a l s o be present a heightened sense 

o f b o d i l y a c t i v i t y , b o t h f u n c t i o n a l and k i n a e s t h e t i c , though 

t h e v o l u n t a r y e x p r e s s i o n s o f t h i s l a t t e r a c t i v i t y are con

t r o l l e d o r r e p r e s s e d . These may be p r e s e n t throughout the 

whole course o f t h e m u s i c a l experience w i t h o u t the s u b j e c t 

b e i n g aware o f thera. 

Where i n t e r e s t i n t h e sounds f o r themselves, o r enjoy

ment i n t h e f e e l i n g - s t a t e s engendered by t h e i r a b s o l u t e q u a l 

i t i e s , t a k e s t h e p l a c e o f i n t e r e s t i n t h e r e l a t i o n s h i p s and 

th e s a t i s f a c t i o n occasioned by these and the s u c c e s s f u l grasp 

o f t h e s e r e l a t i o n s h i p s ( i n c l u d i n g s a t i s f a c t i o n i n the sensory 

e f f e c t s as conveying the a r t i s t i c w h o l e ) , t h e r e can be no t r u e 

m u s i c a l a e s t h e t i c e x p e r i e n c e . The subj e c t may have an exper

i e n c e o f beauty - the s t a t i c beauty o f a n a t u r a l o b j e c t - but 

t h i s i s d i f f e r e n t i n k i n d from the p r o g r e s s i v e and d e v e l o p i n g 

e x p e r i e n c e o f t h e beauty o f a m u s i c a l work o f a r t which he has 

i n a e s t h e t i c e x p e r i e n c e . 

I have r e f e r r e d s e v e r a l times t o t h e experience o f the 

c r i t i c a l o r o b j e c t i v e l i s t e n e r as most n e a r l y approaching t h e 

l e v e l o f t r u e a e s t h e t i c l i s t e n i n g . We now need t o c o n s i d e r , 

w i t h s p e c i a l r e f e r e n c e t o the q u e s t i o n o f musical a t t e n t i o n , 

i n what way does t h e a t t i t u d e o f c r i t i c a l l i s t e n i n g d i f f e r 

f r o m t h e a t t i t u d e o f a e s t h e t i c a b s o r p t i o n ? 
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The d i s t i n g u i s h i n g f e a t u r e o f o b j e c t i v e l i s t e n i n g i s the 

process by which t h e c r i t i c a l l i s t e n e r f o l l o w s t h e musical 

r e l a t i o n s h i p s a t t e n d i n g t o them not p u r e l y because o f h i s 

i n t e r e s t i n them f o r themselves, but because he has an e x t r a -

a e s t h e t i c aim i n view. He a t t e n d s t o them because he d e s i r e s 

e i t h e r t o extend h i s t e c h n i c a l knowledge, o r t o make an ex

p l i c i t judgment on the music. Ke does not d e s i r e an immediate 

s u b j e c t i v e experience o f beauty o n l y , an experience s a t i s 

f y i n g i n i t s e l f , as i n t h e case o f the s t a t e o f a e s t h e t i c ab

s o r p t i o n . I n t h e f i r s t p l a c e he wishes t o enlarge h i s musical 

background by t h i n k i n g t h e r e l a t i o n s h i p s e x p l i c i t l y as he goes 

a l o n g , o r l a t e r , i n r e t r o s p e c t . This means t h a t h i s a c t i v e 

a t t e n t i o n never changes t o passive i n t h e sense I have i n d i c a t 

ed i n my d e s c r i p t i o n o f the a t t i t u d e o f a e s t h e t i c a b s o r p t i o n . 

He c o n s c i o u s l y d i r e c t s h i s a t t e n t i o n t o t h e music and o b j e c t i 

f i e s I t , not merely t o en j o y i t , but t o make c l e a r e r h i s 

t h o u g h t o f i t . He may a l s o o b j e c t i f y . i t , not t h u s , i n order 

t o e n l a r g e h i s m u s i c a l backgro\ind, but i n order t o judge t he 

music w i t h r e f e r e n c e t o t h a t background. 

I have now reached t h e l a s t c h a r a c t e r i s t i c o f musical 

a t t e n t i o n i n a e s t h e t i c l i s t e n i n g - t h e q u e s t i o n o f mu s i c a l 

e d u c a t i o n and t h e fundamental dependence o f mu s i c a l i n t e r e s t 

and enjoyment on t h e l i s t e n e r ' s m u s i c a l background. I n aes

t h e t i c a b s o r p t i o n t h e r e must always be present r e f e r e n c e (not 

n e c e s s a r i l y e x p l i c i t , as i n c r i t i c a l l i s t e n i n g ) t o what I may 



57. 

d e s c r i b e as an i n t e l l e c t u a l base. A t t e n t i o n t o t h e music, 

t h e growth o f m u s i c a l i n t e r e s t , and t h e s a t i s f a c t i o n ac

companying i t , depend m a i n l y on the presence o f t h i s musical 

background. A t t e n t i o n w i l l be u n d i v i d e d , and i n t e r e s t w i l l 

be c o r r e s p o n d i n g l y f u l l and p r o g r e s s i v e a c c o r d i n g as t h e sub

j e c t , can make t h e music f i t i n t o h i s m u s i c a l background. The 

success w i t h which he does t h i s depends on h i s n a t u r a l capa

c i t y , and the degree t o which t h i s i s developed, t h r o u g h t he 

o r g a n i s a t i o n o f h i s past m u s i c a l e x p e r i e n c e . I t i s o f t e n by 

f i r s t l i s t e n i n g c r i t i c a l l y t h a t we a r r i v e a t l i s t e n i n g aes

t h e t i c a l l y . I n t h a t k i n d o f l i s t e n i n g which c u l m i n a t e s i n 

complete m u s i c a l a b s o r p t i o n we must be a b l e t o t a k e t h e r e 

l a t i o n s h i p s f o r g r a n t e d . U s u a l l y we can o n l y do t h i s i f a t 

some t i m e i n the past we have c o n s c i o u s l y thought them, made 

them e x p l i c i t . 

There i s , o f course, t h e r e s e r v a t i o n t h a t sometimes they 

are so simple t h a t they can be i n t u i t i v e l y grasped. For 

i n s t a n c e , t he r e l a t i o n s h i p o f the u n i s o n and t h a t o f the 

oc t a v e are s e l f - e v i d e n t . _ The f a c t t h a t p r i m i t i v e races s i n g 

s p ontaneously i n p e r f e c t f i f t h s , a p r a c t i c e which may be occa

s i o n a l l y n o t ed i n t h e u n c o n s t r a i n e d g r o u p - s i n g i n g o f c h i l d r e n , 

seems t o i n d i c a t e t h a t t h e i n t e r v a l o f the f i f t h i s a l s o one 

whi c h i s i m m e d i a t e l y apprehended as f o r m i n g a n a t u r a l o r fun= 

damental r e l a t i o n s h i p . I n t h e case o f t h e more complex r e l a 

t i o n s h i p s i t i s d i f f i c u l t t o determine how f a r a seemingly 
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spontaneous r e c o g n i t i o n and u n d e r s t a n d i n g o f these are depend

ent on the f a m i l i a r i t y g a i n e d d u r i n g the e a r l y years o f c h i l d 

hood; and how f a r on an i n h e r i t e d a p t i t u d e . 

I n a e s t h e t i c l i s t e n i n g when we f o l l o w a complex musical 

p r o g r e s s i o n we do not t h i n k the d e v e l o p i n g r e l a t i o n s h i p s 

e x p l i c i t l y . There i s no need t o g i v e a name t o each separate 

i n t e r v a l , - f o r example - t o note the r e l a t i o n o f each note 

w i t h i t s n e i g h b o r , or t o t h e key, o r t o the t o n a l i t y i n which 

t h e music i s w r i t t e n . I n f o l l o w i n g a m u s i c a l phrase we do 

not observe by how much t h i s note i s l o u d e r t h a j i t h a t , e t c . , 

and t h a t t h e c l i m a x o f t h e phrase i s brought out w i t h a c e r 

t a i n dynamic e f f e c t . These t h i n g s are r e a l i s e d i m p l i c i t l y , 

and t h e i r s i g n i f i c a n c e i s understood i n t h e l i g h t o f past 

m u s i c a l e x p e r i e n c e . The p r o o f o f our knowing them w i t h o u t 

h a v i n g t o t h i n k them i s t h a t we can, f i r s t l y , f i t them i n t o 

t h a t p a r t o f t h e m u s i c a l system which we have a l r e a d y grasped, 

and secondly t h a t we are l e d from them t o expect c e r t a i n de

velopments, more o r l e s s d e f i n i t e l y conceived, t o f o l l o w a f t e r 

them. I t i s necessary t o add the p r o v i s o "more or l e s s , " f o r 

we are not always s u r p r i s e d i f a development f o l l o w s d i f f e r e n t 

f r o m t h e one we might l o g i c a l l y expect, so long as i t , or a 

s i m i l a r development, has o c c u r r e d at some time i n our past 

m u s i c a l e x p e r i e n c e . But i f i t i s a new development and we 

cannot i n s t a n t l y f i t i t i n t h e c o n t e x t on the p a t t e r n o f o t h e r 

developments w i t h which we are f a m i l i a r , t h e n we may have t o 
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t h i n k i t , even t o c r i t i c i s e o r t o judge i t , b e f o r e i n c l u d i n g 

i t i n t h e m u s i c a l scheme. We have t o make i t e x p l i c i t . This 

i s t h e reason why so many s t u d e n t s and amateurs t e n d t o l i s t e i 

o b j e c t i v e l y , when h e a r i n g f o r the f i r s t t i m e a work w r i t t e n i n 

an u n f a m i l i a r i d i o m . But i n a e s t h e t i c a b s o r p t i o n i t i s because 

th e s u b j e c t does, w i t h i n broad l i m i t s ^ f o r e t e l l what w i l l happen 

f r o m moment t o moment, t h a t he gets t h a t i n t i m a t e f e e l i n g o f 

p o s s e s s i o n , o f c r e a t i o n , which I have d e s c r i b e d i n t h e I n t r o 

d u c t i o n . The e f f e c t i s a l s o t h e same i f t h e development sur

p r i s e s him by i t s unusualness, as l o n g as he recognises i t and 

approves i t as " a r t i s t i c a l l y i n e v i t a b l e " when he does hear i t . 

An e x t e n s i v e and s y s t e m a t i s e d background o f m u s i c a l experience 

i s necessary i f t h e m u s i c a l development i s t o be a n t i c i p a t e d 

by t h e l i s t e n e r . He t h u s approximates t o the composer; he 

who " a p p r e c i a t e s " becomes, i n a sense, he who " c r e a t e s . " Thus 

the h i g h e s t type o f a e s t h e t i c l i s t e n i n g i s t r u l y c o n c e p t u a l . 

The l i s t e n e r , moreover, f e e l s t h a t the music i s hiw own, t h a t 

he i s t h e f o r c e p l a c i n g note a f t e r n o t e , v a r y i n g the rhythm, 

and c o n t r a s t i n g t i m b r e . ̂"'"̂  T h i s f e e l i n g o f possession which 

almost amounts t o a sense o f c r e a t i o n i s p a r t i c u l a r l y prominent 

when we l i s t e n t o music which i s f a m i l i a r , and the development 

o f w h i c h we can t h e r e f o r e c o n f i d e n t l y p r e d i c t . We may take t h e 

case o f t h e l i s t e n e r who i s f o l l o w i n g a simple melody w i t h o u t 
(2) 

harmonic accompaniment. The m u s i c a l l y c u l t u r e d l i s t e n e r i n 

( l ) The f e e l i n g o f p e r s o n a l ownership o r c r e a t i o n i s p a r t i c u 
l a r l y s t r o n g i n those who i n t e r p r e t music. Though the 
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F o o t n o t e c o n t i n u e d ; 
i n t e r p r e t e r cannot r a d i c a l l y a l t e r the scheme o f t i m e -
values he can n e v e r t h e l e s s s l i g h t l y v ary t h e t i m e -
r e l a t i o n s h i p s and so i m p r i n t on them t h e stamp o f h i s 
p e r s o n a l i t y by t h e use o f r u b a t o . P i t c h - v a r i a t i o n s 
must be rendered a c c u r a t e l y (though i n t h e case o f 
s t r i n g e d i n s t r u m e n t s t h e r e may be a l l k i n d s o f s u b t l e 
nuances o f i n t o n a t i o n . See L i l l i a n L i t t l e h a l e ' s study, 
Pablo Casals, where t h e author discusses the p r i n c i p l e s 
o f "Expressive I n t o n a t i o n " as conceived by the great 
' c e l l i s t . P. 192 f f . ) There a r e , hov/ever, i n f i n i t e 
p o s s i b i l i t i e s w i t h r e g a r d s t o v a r i a t i o n o f t i m b r e and 
i n t e n s i t y , though these must always be s u b o r d i n a t e d 
t o t h e e x p o s i t i o n o f t h e m u s i c a l i d e a . 

Though s k i l l i n i n t e r p r e t a t i o n i s not an e s s e n t i a l o f t h e 
equipment o f the a e s t h e t i c l i s t e n e r , i t i s n e v e r t h e l e s s 
d e s i r a b l e t o be able t o i n t e r p r e t , even i f i n a d e q u a t e l y . 
I n no o t h e r way does t h e s i g n i f i c a n c e o f m u s i c a l r e l a 
t i o n s h i p s s t r i k e home so d i r e c t l y . 

(2) A s i n g l e l i n e o f melody w i l l always s t r i k e the l i s t e n e r 
w i t h more p o w e r f u l d i r e c t n e s s t h a n a melody e n r i c h e d 
w i t h an harmonic background. The added harmonies some
times cause a c e r t a i n c o n f l i c t o f i n t e r e s t s , and may 
d i s t r a c t t h e a t t e n t i o n from the melody. A s i n g l e tune 
a f f e c t s t h e l i s t e n e r p o w e r f u l l y because o f the d i r e c t 
e f f e c t o f t h e l i n e a l r e l a t i o n s h i p s . Miss W i l s o n ( i n 
Sound and Meaning i n E n g l i s h P o e t r y , P.26,) t h i n k s 
t h a t such tunes have t h e r e f o r e a g r e a t e r e m o t i o n a l 
e f f e c t t h a n any o t h e r k i n d o f music. Perhaps t h i s 
w r i t e r does not d i s t i n g u i s h c l e a r l y a e s t h e t i c em.otion 
due t o "musical s i g n i f i c a n c e " from the " p h y s i o l o g i c a l 
p l e a s u r e " which i s o f t e n aroused by such simple melodies. 
Moreover, i n many cases, the e m o t i o n a l meaning o f f o l k -
melodies, f o r example, i s i n d i s s o l u b l y a s s o c i a t e d w i t h 
t h e words. I t i s not so c l e a r t h a t a b e a u t i f u l theme 
taken from a work o f a b s o l u t e music would possess the 
same e x t e r n a l e m o t i o n a l s i g n i f i c a n c e which a f o l k - t u n e , 
steeped i n the a s s o c i a t i o n s o f g e n e r a t i o n s , would have. 
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t h e f i r s t p l a c e hears the melody as a melody, - i . e . , as a 

p a t t e r n , and not merely as a sequence o f sounds. I t i s not 

merely the o c c a s i o n f o r a s e r i e s o f u n r e l a t e d sense-impressions 

(compare t h e p r e - o c c u p a t i o n w i t h t h a l a m i c f u n c t i o n i n g which i s 

c h a r a c t e r i s t i c o f the p h y s i o l o g i c a l a t t i t u d e ) which convey no

t h i n g o f t h e i r i n t r i n s i c m u s i c a l connectedness. The l i s t e n e r 

grasps the melody as a coherent s o u n d - p a t t e r n e x t e n d i n g t h r o u g h 

t i m e . He p e r c e i v e s i t as a system o f t o n a l and t e m p o r a l ( r h y t h 

mic) r e l a t i o n s h i p s , d e f i n e d more c l e a r l y by t h e i r dynamism, and 

p o s s e s s i n g i n t r i n s i c a l l y p l e a s a n t or b e a u t i f u l sensuous appeal 

because o f the v a r y i n g t i m b r e . 

What t h e s u b j e c t who l i s t e n s t o an u n f a m i l i a r melody r e a l l y 

e x p e r i e n c e s may be expressed d i a g r a m m a t i c a l l y i n t h i s manner:-

A, aB, abC, abc D. e t c . A, B and C s t a n d not merely f o r the 

p i t c h - p o s i t i o n s , but as sense o b j e c t s possessing a t l e a s t f i v e 

d i f f e r e n t a t t r i b u t e s - p i t c h , d u r a t i o n , r e l a t i v e emphasis or 

a c c e n t , i n t e n s i t y , and t i m b r e . When th e s u b j e c t hears the 

second element B, he does not hear i t as an i s o l a t e d e n t i t y but 

as t i n g e d v ; i t h t h e memory o f A. He hears a B. But h i s exper

i e n c e i s a l s o a B?, where"?" s i g n i f i e s "What next?". This 

e x p e c t a t i o n as t o what i s t o f o l l o w i s o n l y p a r t i a l l y s a t i s f i e d 

by "C"; f o r i n t h e v e r y a c t o f s a t i s f a c t i o n i t i s s t i m u l a t e d 

f u r t h e r , u n t i l f i n a l s a t i s f a c t i o n i s reached when the l a s t note 

d i e s away - A?, aBj?, abC? abc yZ! 
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Thus l i s t e n i n g t o a melody as a coherent system o f sound-

r e l a t i o n s h i p s i n v o l v e s a c t i v e f o l l o w i n g o f the melody. I n t h e 

e x p e r i e n c e t h e r e i s p r e s e n t m e m o r y - a c t i v i t y , and a l t e r n a t i n g 

degrees of e x p e c t a t i o n and p a r t i a l l y s a t i s f i e d e x p e c t a t i o n 

u n t i l t h e f i n a l g o a l i s reached, when s a t i s f a c t i o n i s complete. 

There i s a l s o a d e v e l o p i n g i n t e r e s t i n t h e r e l a t i o n s h i p s accord

i n g as they s a t i s f y or f a i l t o s a t i s f y t h e l i s t e n e r as being 

a r t i s t i c a l l y b e a u t i f u l - i . e . , as b e i n g coherent, and f o r m i n g 

a m u s i c a l u n i t y which i s i m p r e s s i v e o r s i g n i f i c a n t . 

When a f a m i l i a r melody i s heard, ajid r e cognised, the 

r e c o g n i t i o n o f t h e tune c o l o u r s the whole experience, g i v i n g 

i t an a d d i t i o n a l p e r s o n a l s i g n i f i c a n c e . Taking T t o r e p r e s e n t 

t h e whole melody, the experience might be r e p r e s e n t e d t h u s : -

A; aB? ; a b c J ? ; abc ( o r T) i .' D? e t c . (The r e c o g n i t i o n o f 

t h e melody, as I have shown here, comes a f t e r t h e melody has 

s t a r t e d . ) E x p e c t a t i o n , i s s t i l l present throughout the whole 

e x p e r i e n c e , but i t i s f a r more d e f i n i t e t h a n i n the f i r s t case. 

Throughout a t t e n t i o n i s a c t i v e l y d i r e c t e d towards t h e f o l l o w i n g 

o f t h e music, and i n t e r e s t mounts h i g h e r and h i g h e r u n t i l the 

end i s reached. 

The e x p e r i e n c e o f l i s t e n i n g t o the f i r s t movement of 

Beethoven's F i f t h Symphony i n C Minor i s s i m i l a r t o t h i s . I f 

t h e l i s t e n e r kno\?s what he i s going t o hear, he w a i t s f o r the 

statement o f the opening theme. His i n i t i a l a t t i t u d e depends. 
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as we have seen, p a r t l y on h i s mood, and, more g e n e r a l l y , on 

th e t y p e o f l i s t e n e r t o which he belongs - a s s o c i a t i v e , emo

t i o n a l , c r i t i c a l , o r a e s t h e t i c . I n most cases he i s c e r t a i n 

t o f o l l o w t h e r e l a t i o n s h i p s t o some e x t e n t . The success w i t h 

which he becomes m u s i c a l l y absorbed w i l l depend on, f i r s t , h i s 

m u s i c a l knowledge, and c a p a c i t y , and the e x t e n t t o which he 

can use t h a t knowledge and c a p a c i t y t o grasp t he music and f i t 

i t i n t o h i s background, i n o r d e r t o be able t o understand and 

e n j o y t he present e x p e r i e n c e ; and, secondly, on t h e extent t o 

which t he music s a t i s f i e s h i s demand t h a t i t should be a r t i s 

t i c a l l y b e a u t i f u l . 

I n every . a t t i t u d e o f m u s i c a l l i s t e n i n g , c l o s e and u n d i v i d 

ed a t t e n t i o n marks the experience. I n a e s t h e t i c and i n c r i t i 

c a l l i s t e n i n g a t t e n t i o n i s c o i n c i d e n t w i t h a d e v e l o p i n g i n t e r 

est w h i c h expands and becomes a t once more d e f i n i t e and more 

u n i f i e d as m u s i c a l r e l a t i o n s h i p s are f o l l o w e d and systematised. 

A t t e n t i o n i s c o i n c i d e n t w i t h d e v e l o p i n g i n t e r e s t , and i n t e r e s t 

w i t h d e v e l o p i n g t h o u g h t . I n d e v e l o p i n g m u s i c a l a t t e n t i o n each 

su c c e s s i v e m u s i c a l i d e a ( o r i n t e r n a l l y u n i f i e d group o f r e l a 

t i o n s h i p s ) i s f o l l o w e d t o i t s m u s i c a l l y l o g i c a l c o n c l u s i o n . I t 

i s f o l l o w e d and grasped as a p a r t o f an extending and deve l o p i n g 

m u s i c a l system, o r f o r m a l p a t t e r n which i s the m u s i c a l work o f 

a r t . A b s o r p t i o n i n the music i s reached o n l y when a t t e n t i o n i s 

f u l l e s t y e t l e a s t u n d i v i d e d . As the system o f m u s i c a l thought 
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becomes more and more complex i n t e r e s t becomes c o r r e s p o n d i n g l y 

complex. At t h e same t i m e i n t e r e s t becomes more u n i f i e d . 

S u s t a i n e d a t t e n t i o n i n the experie n c e o f m u s i c a l l i s t e n i n g 

cannot i n c l u d e a t t e n t i o n o r i n t e r e s t i n any o b j e c t e x t e r n a l 

t o t h e music. T h i s a p p l i e s p a r t i c u l a r l y w i t h r e g a r d t o asso

c i a t i v e and t o e m o t i o n a l ( i n t h e sense o f " p h y s i o l o g i c a l " ) 

l i s t e n i n g ; and a l s o , w i t h a r e s e r v a t i o n j t o c r i t i c a l l i s t e n 

i n g . I n c r i t i c a l l i s t e n i n g , however, t h e r e i s thought o f a 

purpose u n d e r l y i n g t he pure experience o f l i s t e n i n g . Here 

music i s l i s t e n e d t o , not s i m p l y f o r t h e sake o f the experience 

i t s e l f , enjoyment o f the beauty o f t h e music, but i n order t o 

improve t h e a b i l i t y t o l i s t e n , o r i n o r d e r t o judge o r c r i t i 

c i s e . A t t e n t i o n t o the music, as i t i m p l i e s f u l l o r growing 

i n t e r e s t i n t h e music, tends t o i n h i b i t a l l o t h e r i n t e r e s t s . 

The e x t e n t t o w h i c h a t t e n t i o n t o t h e music can be s u s t a i n e d 

w i l l depend on t h e m u s i c a l a p t i t u d e o f t h e l i s t e n e r - h i s 

r e c e p t i v i t y - and l a s t l y on h i s background of m u s i c a l exper

i e n c e . 
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CHAPTER I I . 

MUSICAL EXPERIENCE AT THE SENSORY LEVEL, 

The most thorough-paced l i s t e n e r must begin a t t h e sensory 

l e v e l b e f o r e he can reach t h e h i g h e s t stage o f m u s i c a l apprecia

t i o n - a e s t h e t i c a b s o r p t i o n - which was d e s c r i b e d i n the I n t r o 

d u c t i o n ; though h i s progress from l e v e l t o l e v e l may be q u i c k 

er o r slower a c c o r d i n g t o h i s a p t i t u d e s , and we s h a l l see as we 

go a l o n g . I s h a l l t h e r e f o r e attempt t o d e s c r i b e t he course o f 

m u s i c a l e x p e r i e n c e , f i r s t i n so f a r as music i s heard at the 

sensory l e v e l , t h e n as i t i s grasped and f o l l o w e d at t h e per

c e p t u a l l e v e l , and f i n a l l y where i t i s understood, and imagin

a t i v e l y c o n ceived or r e - c o n c e i v e d , when musical experience 

passes i n t o t h e h i g h e s t l e v e l , the c o n c e p t u a l . We s h a l l see 

t h a t " p e r c e p t i o n i s developed i n the i n t e r e s t o f sensory prob

lems, and c o n c e p t i o n or. t h i n k i n g i n the i n t e r e s t o f p e r c e p t u a l 

problems." "̂^ And we s h a l l a l s o see how t h e i n t e r e s t a t the 

h i g h e r l e v e l s i s , i n m u s i c a l experience, an i n t r i n s i c i n t e r e s t 

p u r e l y . Throughout t h i s p r o g r e s s i v e a n a l y s i s o f the experience 

o f l i s t e n i n g t o music, I mean t o emphasise ( u s i n g c e r t a i n musi

c a l examples i n i l l u s t r a t i o n ) how l i s t e n i n g at the conceptual 

l e v e l - a e s t h e t i c a b s o r p t i o n - depends on a growing i n t e l l e c 

t u a l grasp o f the music as music. T h i s i n t e l l e c t u a l grasp 

( w h i c h i s c l o s e l y connected w i t h an i n t r i n s i c i n t e r e s t i n the 

(1) W. M i t c h e l l , S t r u c t u r e and Growth o f the Mind. P.391. 
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m u s i c ) , and t h e s a t i s f a c t i o n which a t t e n d s i t s s u c c e s s f u l 

p l a y , are two o f t h e d o m i n a t i n g f a c t o r s i n a e s t h e t i c l i s t e n i n g . 

I n t e l l e c t u a l grasp i s t h e r e f o r e accompanied by a f f e c t i v e and 

c o n a t i v e elements, as w i l l be seen i n the f o l l o w i n g a n a l y s i s . 

The f i r s t s e c t i o n deals m a i n l y w i t h the i n t e l l e c t u a l ( o r cog

n i t i v e ) and c o n a t i v e aspects o f m u s i c a l l i s t e n i n g . Since 

music cannot be w h o l l y excluded from t h e realm o f the r e p r e 

s e n t a t i v e i n a r t - i n many cases i t makes a compromise between 

r e p r e s e n t a t i o n and a b s o l u t e form - b o t h because o f the i n t r i n 

s i c n a t u r e o f sound, and because of the a s s o c i a t i o n s which 

have c r e p t i n t o music d u r i n g i t s a r t i s t i c development, I have 

f o u n d i t necessary t o i n c l u d e t h r e e c h a p t e r s on t h e a s s o c i a 

t i v e v a l u e o f music. These form s e c t i o n two. I n t h e t h i r d 

s e c t i o n I s h a l l d i s c u s s t h e a f f e c t i v e element i n l i s t e n i n g , 

g i v i n g s p e c i a l prominence t o my t h e o r y o f an a e s t h e t i c emotion 

s u s t a i n i n g and i n f o r m i n g t h i s i n t e l l e c t u a l grasp o f the music, 

on w h i c h i t m a i n l y depends. The c h a p t e r on the dynamic e l e 

ments o f music i n S e c t i o n I must be l i n k e d up w i t h t h e analy

s i s o f the course o f f o l l o w i n g m u s i c a l r e l a t i o n s h i p s i n p i t c h 

and t i m e ; from which elements the dynamic aspect can h a r d l y 

be s e p a r a t e d . The p e r c e p t i o n o f p i t c h and rhythmic r e l a t i o n 

s h i p s i s v i t a l t o music; but j u s t as v i t a l i s an a p p r e c i a t i o n 

o f t h e f o r m a l a e s t h e t i c v a l u e o f the dynamic elements - i n t e n s 

i t y , t i m b r e and t e x t u r e . As I have shown i n Chapter I , t he 

l i s t e n e r must beware, however, o f g i v i n g t o these p h y s i o l o g i c -
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a l l y c o m p e l l i n g q u a l i t i e s p r i d e o f place over those elements 

o f p i t c h - r e l a t i o n s h i p and rhythm which are bound up w i t h the 

f o r m a l aspect o f music as a work o f a r t . Organised and heard 

i n s u b o r d i n a t i o n t o , o r r a t h e r i n i l l u s t r a t i o n o f , these f o r m a l 

elements, the "powers of sound" form a v a l u a b l e and impressive 

p a r t o f a l l m u s i c a l e x p e r i e n c e . This any l i s t e n e r w i l l admit, 

no m a t t e r how accustomed he i s t o f o l l o w i n g music i n score, 

who has l i s t e n e d t o the same work s i l e n t l y i n score, f o l l o w i n g 

i t i m a g i n a t i v e l y , and a l s o i n r e a l i t y a t an a c t u a l performance. 

I n t h e l a t t e r experience he i s keenly conscious o f a l l the 

impressiveness o f balanced and c o n t r a s t e d sound. I o n l y need 

s t r e s s a g a i n t h e danger o f a l l o w i n g i n t e r e s t i n the sounds as 

sounds t o overcome i n t e r e s t i n the sounds because o f t h e i r 

p l a c e i n t h e music as a work o f a r t . 

The response t o music a t the sensory l e v e l forms the b a s i s 

o f a l l m u s i c a l l i s t e n i n g a t h i g h e r l e v e l s . I t i s t h e response 

o f c h i l d r e n , o f unmusical or u n t r a i n e d a d u l t s , and o f p r i m i t i v e 

p eoples possessing no, o r o n l y r u d i m e n t a r y , a r t forms o f t h e i r 

own. I t i s a l s o t h e response o f animals t o music. 

T h i s t y p e o f response i n i t s r e l a t i o n t o m u s i c a l a t t e n t i o n , 

and t o the p h y s i o l o g i c a l e f f e c t s o f music,was mentioned i n t h e 

p r e v i o u s c h a p t e r . I t i s necessary f o r t h e purposes o f t h i s 

a n a l y s i s t o a m p l i f y what v/as f o r m u l a t e d t h e r e o n l y i n p a r t . 

We saw t h a t i t i s t h e r e a c t i o n t o t h e p h y s i c a l p r o p e r t i e s o f 

tone and rhythm t h a t i s t h e o u t s t a n d i n g f e a t u r e i n t h i s type 
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o f musical experience. I t i s thus mainly a p h y s i o l o g i c a l 

response. A pure form of t h i s response may be seen i n the 

e f f e c t of music on anim.als, where we are reasonably sure that 

no i n t e r p r e t a t i o n of the so\inds or rhythms at a higher l e v e l 

creeps i n . 

I t i s w e l l known t h a t c e r t a i n animals are p e c u l i a r l y 

a f f e c t e d by p a r t i c u l a r kinds of sounds. Gosling records some 

i n t e r e s t i n g experiments made w i t h various instruments on the 

animals at Regent's Park.^"*"^ I t was found w i t h regard to v i o l i n -

music th a t " a l l the animals tested, except cobras (sJ^a-i^^es do 

not possess ears - they only f e e l v i b r a t i o n s sympathetically 

through the body3 and wolves, manifested pleasurable c u r i o s i t y 

w h i l e l i s t e n i n g to s o f t , sad music, and a v i o l e n t d i s l i k e to 

loud, harsh and discordant sounds. They seemed to prefer the 

minor t o the major modes of a l l musical keys - bears and ibexes 

e s p e c i a l l y so - although the- minor key appeared uniformly f a t a l 

t o lupine peace of mind and equanimity." The w r i t e r possessed 

a cat who was sent i n t o a s t a t e of trembling excitement and 

f e a r by high, s h r i l l notes heard on the gramophone, remaining 

completely unmoved by notes of medium p i t c h and f u l l timbre. 

A dog i n the same house-hold howled i n unison (or rather w i t h 

an approximation to the same p i t c h ) when he heard a woman's 

voice s i n g i n g , or high passages played on the piano or gramo

phone. Curiously enough when, through constantly hearing the 

gramophone or piano played, he l e a r n t to l i s t e n i n silence to 

(1) H. F. Gosling, Music and i t s Aspects. P. 53. 



6d< 

music w r i t t e n i n the c l a s s i c a l t r a d i t i o n , passages i l l u s t r a t 
i n g the chord-combinations used by modern composers raised 
•yelps of p r o t e s t i n g c r i t i c i s m . 

Helmholtz w r i t e s t h a t the h i g h p l a y e d on the v i o l i n 
has a p a r t i c u l a r l y s t a r t l i n g e f f e c t on dogs;^"^^ and Miss 
Katharine Wilson imagines t h a t t h i s sajne note i s the p i t c h of 

(2) 

the h y s t e r i c a l bark of c e r t a i n t e r r i e r s . ^ ' This suscepti
b i l i t y of animals t o musical sounds of a p a r t i c u l a r p i t c h and 
i n t e n s i t y , u s u a l l y high and s h r i l l , has been explained by the 
f a c t t h a t owing t o a p a r t i c u l a r resonance property of the ear 
they are unduly a f f e c t e d by sounds of a c e r t a i n timbre, and 
w i t h i n a p a r t i c u l a r p i t c h range. The same e f f e c t of pain or 
displeasure owing to t h i s resonance property of the ear has 
been observed w i t h regard t o humans when l i s t e n i n g to notes 
w i t h i n a c e r t a i n range at the top end of the piano. The ef
f e c t i s even more disagreeable when notes i n t h i s p i t c h - r e g i o n 
are played s o f t l y , f o r to the disagreeable a f f e c t i v e - t o n e of 
extreme p i t c h i s added the e f f o r t and s t r a i n of hearing notes 
played pianissimo. 

(1) Helmholtz, The Sensation of Tone. P. I69. 
(2) Katharine Wilson, Sound and Meaning i n English Poetry, 

P. 23. 
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Thus we see t h a t i t i s the physical q u a l i t i e s of sounds 
which are the source of the f e e l i n g - t o n e which colours the 
response at t h i s l e v e l . Sounds may be characterised as regards 
p i t c h , i n t e n s i t y , d u r a t i o n , and timbre; and the r e c o g n i t i o n of 
the fundamental pleasantness or unpleasantness of these q u a l i 
t i e s i s part of t h i s response. 

Experiments as to the e f f e c t s of varying degrees of p i t c h , 
i n t e n s i t y and d u r a t i o n of s i n g l e musical notes on young c h i l d 
ren have been recorded by Otto Ortmann.^"^^ I n those cases where 
the subject had received some musical t r a i n i n g i t was found 
d i f f i c u l t to o b t a i n his r e a c t i o n to the sounds as simple ele
ments of i n t r i n s i c value. The r e s u l t s , however, conclusively 
pointed to a general decided preference f o r notes of medium 
p i t c h , duration and i n t e n s i t y . I t was found that the e f f o r t 
i n v o l v e d i n s u s t a i n i n g the a t t e n t i o n to notes characterised by 
these q u a l i t i e s i n an extreme degree, d e f i n i t e l y coloured the 
experience w i t h disagreeable f e e l i n g - t o n e . 

The pleasure i n , or d i s l i k e , o f , timbre f o r i t s own sake 
may be i l l u s t r a t e d by numerous examples. One subject on being 
questioned by me confessed t h a t the warm tone of the v i o l o n 
c e l l o i n v a r i a b l y moved him to t e a r s , i r r e s p e c t i v e of the k i n d 
of music played on i t . On the other hand, the v i o l o n c e l l o i s 

( l ) Otto Ortmann, "Types of L i s t e n e r s " ; i n The E f f e c t s of 
Music, edited by Max Schoen, Pp. 43 to 45. 
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my own pet aversion whenever i t s sensuous tone i s over-empha
sised, p a r t i c u l a r l y i n the upper r e g i s t e r . Unless t h i s i n 
strument i s played w i t h great a r t i s t r y and r e s t r a i n t , i t may 
become maudlin or vulgar. For example, when the a i r "Kol 
l i d r e i " i s played as a ' c e l l o solo, i t i s j u s t those notes and 
timbres which the music emphasises which seem to me most ob
j e c t i o n a b l e . The r i c h and voluptuous timbre of the 'cello 
u s u a l l y makes i t a popular instrument, however; though the 
more s t r i d e n t note of the v i o l i n i s equally popular both w i t h 
c h i l d r e n and w i t h adults. Untrained or unmusical subjects, 
e s p e c i a l l y , are o f t e n more e a s i l y moved by i t s keen and s o l 
vent timbre than by t h a t of any other instrument. 

Among the musically cultured, pleasure i n timbre f o r i t s 
own sake occasionally takes the place of the higher aesthetic 
pleasure, which includes r e c o g n i t i o n of i t s value to i l l u s 
t r a t e and enhance form. This i s shown by the p o p u l a r i t y among 
musicians of c e r t a i n singers who owe t h e i r r e putation not so 
much to t h e i r a r t i s t r y or musicianship as to the exquisite 
beauty of t h e i r voice. A h i g h l y c u l t u r e d musician of ray ac
quaintance, of pronounced i n t e l l e c t u a l , t a s t e s , confessed that 
he derived enormous pleasure from the vocal acrobatics of a 
c e r t a i n famous c o l o r a t u r a soprano. I f timbre i s an absolute 
source of pleasure, however, i t i s also an absolute source of 
pain. We read, f o r example, how the c h i l d Mozart f a i n t e d on 
hearing a trumpet played i n the next room; and how, at the 
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sound of music, the young Ohopin would burst i n t o t e a rs. 
These reactions , however, rev e a l over-sensitiveness to volume 
of sound as w e l l as to timbre; f o r i t i s not always possible 
to separate these two q u a l i t i e s . B e r l i o z i s an example of 
the opposite extreme, obsessed by volume f o r i t s own sake. 
His music "abounds i n the use of s t r i k i n g and m u l t i p l e sound 
e f f e c t s . He r e f e r s to Mozart's use of a solo trombone i n the 
'Tuba Mirum' of h i s 'Requiem': 'Poor Mozart, who i s content 
w i t h a single trombone when f i v e hundred would have been 
hardly s u f f i c i e n t ] ' " To the musical l i s t e n e r , however, who 
i s "endowed w i t h d e l i c a t e l y poised s e n s i b i l i t y , volume i s en
t i r e l y a matter of p r o p o r t i o n . " •̂̂^ 

Preoccupation w i t h such features as these i s experience 
at the sensory l e v e l . So, too, i s the experience of c e r t a i n 
unmusical people,who, when they declare t h e i r fondness f o r 
music, r e a l l y mean that they enjoy the vague rush of great 
masses of sound through t h e i r ears. Possibly a great deal of 
Y/agner's popular appeal f o r the general public ceua be explained 
i n t h i s way. I t has been suggested, indeed, that i t was j u s t 
"those amateurs who were not obsessed by i n t e l l e c t u a l predis
p o s i t i o n s " who accepted Wagner without reserve i n the f i r s t 
place; while "those who were presumed to knov/ most about 

( l ) M, D. Calvocoressi, Musical C r i t i c i s m , P.45. 
B e r l i o z also showed great d i s c r i m i n a t i o n i n h i s use 
of tone-colours. He was the f i r s t to react to the 
t o n e - q u a l i t y of drums, and not merely to t h e i r 
rhythm. 



music . . . . doubted th a t he was mainly a great m u s i c i a n . " ^ 
This c o n f l i c t of opinions i s obviously due to the f a c t that 
the two types demanded d i f f e r e n t things from the music. The 
former type belongs to j u s t t h a t class I have been discussing, 
to whom the appeal of music i s completely contained i n the 
sensations to which i t s sound-material gives r i s e ; and accord
in g t o the power of music to a f f e c t them thus most s t r i k i n g l y , 
they base t h e i r judgment. Wagner's music, p a r t i c u l a r l y i n 
such magnificent sound-passages as the storm-effects i n the 
"Overture to the F l y i n g Dutchman," and i n the march from 
"Tannhauser" where the r i c h l y b l a t a n t harmonies have been 
l i k e n e d to the music of a g l o r i f i e d Salvation Army band, i s 
r i c h i n those b l a r i n g sound-effects which d e l i g h t the sensory 
type of l i s t e n e r . 

The response at the sensory l e v e l has to do, therefore, 
w i t h the unsystematised and ungrouped sensory m a t e r i a l . I n 
regard t o music, t h i s response i s l i m i t e d to what i s a c t u a l l y 
present i n the a u d i t o r y response i t s e l f . That i s , i t i s res
t r i c t e d t o a s i n g l e tone, or to a chord heard as an unanalysed 
whole. The f i r s t i s d i s t i n g u i s h e d i n i t s e l f as regards i t s 
p i t c h , i n t e n s i t y , duration and q u a l i t y . "A simple tone i s 
f e l t as d e f i n i t e the more i t has been di s t i n g u i s h e d from 

( l ) George Dyson, The New Music, P.20. 



others by reason of the aspects i t has i n common w i t h them, 
e.g. p i t c h , loudness, d u r a t i o n , or emotional q u a l i t y C= timbre). 
This work of knowing an object i s done at the sensory l e v e l 
w i t h out thought of aspects i n the abs t r a c t . The sensory ob
j e c t t h a t i s made d e f i n i t e and complex by the separation of i t s 
aspects remains altogether an object of sense."^"^^ We must, 
moreover, remember that though the sensation of a musical tone 
i s compounded out of the sensations of several simple tones, 
the analysis of t h i s musical tone i n t o i t s constituent funda
mental and p a r t i a l tones i s not made at the sensory l e v e l . 
Moreover, when we assign such a compound tone to any deter
minate musical instrument i t i s not a process of sensation, 
but of perception.^ ' 

(1) W. M i t c h e l l , Structure and Growth of the Mind. Pp.212, 213 
(2) "Impressions on our senses, i n so f a r as we become con

scious of them only as conditions of our body, and, 
i n p a r t i c u l a r , of our nervous apparatus, are c a l l e d 
sensations; but i n so f a r as we form from them a 
mental image of ex t e r n a l objects they are termed 
perceptions. When we apprehend a c e r t a i n sound as 
the tone of a v i o l i n , we have a perception; we 
conclude that a c e r t a i n instrument e x i s t s which 
u s u a l l y produces tones of tha t 'kind'." 

(Helraholtz, The Sensation of Tone. P.94). Repeated pro
duct ions~^^oT~tire~Tame~sum~o^ tones i n our 
sensorium leads t h i s sura to come to be regarded as 
the compound sign f o r the musical tone of the v i o l i n 
. . . . The oftener such a combination i s heard, the 
more accustomed are we to apprehend i t as a connected 
whole, and the more d i f f i c u l t to analyse i t by d i r e c t 
observation," ( I b i d . P.98). 
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At the sensory l e v e l the chord i s heard as a single object 
of sensation i n the same way as a musical tone, r e a l l y a com
po s i t e whole, i s heard as a single sense-object. Tones and 
chords are responded to as i n d i v i d u a l or simple sensations. 
I n music each successive stimulus i s experienced as an indepen
dent u n i t , e x i s t i n g f o r and by i t s e l f . There i s no co-ordinat
ing of these simple u n i t s i n t o higher u n i t s ; that i s , the 
character of each u n i t remains independent of i t s environment. 
I t i s not a f f e c t e d by the preceding stimulus, nor does i t 
a f f e c t the succeeding u n i t . This absence of the formation of 
higher u n i t s i s the d i s t i n g u i s h i n g mark of musical experience 
at t h i s l e v e l . But such a response - t h a t i s , the response to 
a chord out of i t s environment - i s only t h e o r e t i c a l l y possible 
as a purely sensory response to music. Any subject who has 
the s l i g h t e s t f a m i l i a r i t y w i t h music would f i n d i t almost 
impossible t o l i s t e n to each of a succession of chords i n 
harmony without the e f f e c t of one chord being q u a l i f i e d by i t s 
p r o x i m i t y to another. Even t o an unmusical l i s t e n e r the e f f e c t 
of a concord a f t e r a passage of harsh chromatic harmony which 
he can nei t h e r f o l l o w nor understand, possesses a value which i s 
due t o i t s context, as w e l l as to i t s i n t r i n s i c u n i t y and repose. 

The response to the absolute q u a l i t y of consonance and 
dissonance i s thus included i n the experience of music at t h i s 
l e v e l . Experiments as to the r e l a t i v e a f f e c t i v e value of the 
various i n t e r v a l s w i t h i n the octave have given the f o l l o w i n g 
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order of preference. The d i s t r i b u t i o n i s from pleasant 
f e e l i n g - t o n e towards disagreeable f e e l i n g - t o n e , thus:-
major J>Tds, octaves, minor 3i'ds, major 6ths, minor 6ths, 
augmented 4ths, perfect 4ths, perfect 5ths, minor fthe, 

major 2nds, major yths, minor 2nds.̂ '''̂  

I t i s p r e c i s e l y the preference f o r i n t e r v a l s i n t h i s 
order c h a r a c t e r i s i n g the response of the uncultured which 
explains the p o p u l a r i t y of such well-known tunes as the 
"Ba r c a r o l l e " , from "The Tales of Hoffmann, "^the catchy a i r s 
of Verdi's early operas, and the numerous popular ballads of 
today. The over-emphasis on such obvious sources of pleasant 
or e x c i t i n g f e e l i n g - t o n e gives a s e n t i m e n t a l i t y to the music 
which i s p a r t i c u l a r l y p alatable to the musically uncultured. 
The harmonic accompaniment of the popular tune "Two Eyes of 
Grey", to take one example, i s made up of these t h i r d s and 
s i x t h s , which combined w i t h the s i c k l y progression of the 
melody gives an excellent i l l u s t r a t i o n of the maudlin tune
f u l n e s s which depends among other things on the predominance 
of those i n t e r v a l s which have been found t o be p h y s i o l o g i c a l l y 
agreeable. But the progressive development from enjoyment of 
such popular a i r s to an appreciation of a be t t e r type of music 
i s shown i n the musical progress of almost every c h i l d who has 
the advantage of even s l i g h t musical t r a i n i n g , or of becoming 
f a m i l i a r w i t h good music through concerts, gramophone or 

(1) Otto Ortmann, "Types of Listeners" i n 'The Eff e c t s of 
Music, e d i t e d by Max Scho'fen, P.47« 
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w i r e l e s s , etc. Such progress shows how the i n d i v i d u a l response 
changes, by t r a i n i n g and experience, from the response at a 
low l e v e l to t h a t at a higher l e v e l . 

Even composers of the best c a l i b r e do not, of course 
r e f r a i n from making use of 3i'ds and 6ths; but i n these cases 
they possess a r t i s t i c or formal value which i s a d d i t i o n a l to 
t h e i r value as being p h y s i o l o g i c a l l y agreeable. The opening 
theme o f the f i r s t movement of Brahms's c l a r i n e t q u i n t e t i s 
a good example of the a r t i s t i c use of a succession of 31*̂ 8 
and 6ths which are redeemed from s t i c k i n e s s by the grace and 
a r t i s t i c f i t n e s s of t h e i r combination. 

YV - 1 " ̂  -i M- 1 — — Y-^ ^ 
This theme i s heard as part of the whole movement, and there
f o r e i s not judged as a single e n t i t y . The perhaps excessive 
w i s t f u l n e s s of the theme i s thus counter-balanced by the 
second theme which i s more vigorous and r h y t h m i c a l l y robust. 
Moreover, i t s musical e f f e c t i s modified by the pace and r u -
bato w i t h which i t i s played. This theme could be sentiment
a l i s e d i f these i n t e r v a l s were dwelt upon too languorously and 
so overemphasised. Though works of a high musical standard 
may indeed include many such i n t e r v a l s , they do not r e l y on the 
oredominance of these f o r t h e i r value as works of a r t . I t 



would be d i f f i c u l t t o f i n d a piece of music which does not 
include 3rds and 6ths, unless we except some modernist ex
amples. But i n good music such i n t e r v a l s are mainly e f f e c t 
ive from t h e i r place i n the musical context. Hearing them 
i n t h e i r context means th a t they are no longer experienced 
at the sensory l e v e l . Their power of s a t i s f y i n g or pleasing 
thus depends on t h e i r forming part of a complex e f f e c t , i n 
stead of being i n themselves a simple one'. 

But apart from t h e i r e f f e c t i n the larg e r groupings which 
I s h a l l discuss i n a l a t e r chapter on l i s t e n i n g at the percep
t u a l l e v e l -apart then, from the question of environment which 
may make a chord, ugly i n i t s e l f , b e a u t i f u l as part of a pro
gression = i t must also be recognised that a chord, disagree
able i n i t s e l f at a f i r s t hearing, may become n e u t r a l and even 
agreeable, a f t e r several hearings, though the experience s t i l l 
remains at the sensory l e v e l . This f a c t i s important f o r i t 
i s p a r t l y (only p a r t l y , however) the explanation of the grad
u a l widening of what we understand as "consonance" to include 
more and more extreme dissonant combinations as consonant. 
The only perf e c t n a t u r a l consonance i s the octave and the 
unison. But the i n t e r v a l s and chords which are f e l t to be 
s a t i s f y i n g i n themselves have increased throughout the l a s t 
few centuries u n t i l even such combinations as the f o l l o w i n g 
can be enjoyed as consonant i n the broader sense i f heard 
o f t e n enough. 
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Both (a) and (b) are examples of a combination of two t o n a l 
i t i e s , and as such they can be experienced as s i g n i f i c a n t at 
a higher l e v e l than the sensory. Yet regarded merely as an 
unaiialysed simple u n i t each of these chords i s capable of 
arousing p o s i t i v e l y agreeable feeling-tone a f t e r several repe
t i t i o n s . 

This growing tendency f o r dissonant combinations to be 
regarded as consonant i s p a r t l y due to the weakening e f f e c t 
which p e r s i s t e n t r e p e t i t i o n of a stimulus has on the response 
to t h a t stimulus. I t may also be, as I have suggested on 
Pages .74 and .75, th a t the response to any chord-groupings can 
seldom be confined to the sensory l e v e l . We constantly res
pond t o dissonant combinations as part of an imagined envir
onment. This occurs when we resolve discords mentally by 
supplying the concords. Such a response i s at a higher l e v e l 
than the purely sensory. ̂ "̂ ^ Nevertheless, the constant occur
rence of c e r t a i n dissonant combinations throughout the more 

(1) An example of how we resolve a discord consonantly i n 
imagination may prove h e l p f u l . I t w i l l also be possi
ble to proceed by means of t h i s example to a more 
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Footnote Continued, 
d e t a i l e d explanation than has been possible i n the 
t e x t , of the widening of what i s termed "consonance" 
i n a general sense, to include c e r t a i n r e a l dissonant 
e f f e c t s , o r i g i n a l l y f e l t as dissonant, but now r e 
garded as possessing a s a t i s f y i n g consonant meaning. 

When we hear the f i n a l chord at the end of the f i r s t 
act of Debussy's "P^lle'as et Mdlisande", i t s resolu
t i o n i s understood and imaginatively supplied, as at 
(a). 

r f 
-e--0-

o J" T 
YsTith increasing f a m i l i a r i t y the ear comes to dispense 
w i t h supplying r e s o l u t i o n s imaginatively, and ends i n 
accepting such chords as f i n a l i n themselves, as stand
ing f o r a concord. Such a chord as the f i n a l one i n 
the example i s accepted "as a point of r e s t , as a com
b i n a t i o n of notes reduced to i t s simplest terms, and 
having no necessary, i m p l i c a t i o n s . And t h i s chord may 
then become, as i t a c t u a l l y has i n c e r t a i n contemporary 
schools, invested w i t h the f i n a l i t y , and i n c i d e n t a l l y 
w i t h the monotony t h a t adheres to any conventional 
formula." (George Dyson, The New Music. P. 64.). 

When, however, chords l i k e the above example are inwardly 
resolved i n accordance w i t h the accepted conventions 
of t o n a l i t y etc. i t i s because t h e i r fundamental 
connections w i t h the t r a d i t i o n a l roots have not been 
l o s t . They are heard at the conceptual l e v e l . But 
when they come t o be experienced as simple or con
sonant i n themselves, then the hearing of them i s back 
at the sensory l e v e l as f a r as i t i s ever possible f o r 
such chords to lose e n t i r e l y the impress of the mould 
which f i r s t formed them. 
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recent h i s t o r y of music has in s e n s i b l y modified the f e e l i n g -
tone aroused by these p a r t i c u l a r chords, although, as I have 
i n d i c a t e d , t h i s change has also been helped by the e f f e c t of 
the context i n which such chords occur. The magnitude of 
t h i s change i n fe e l i n g - t o n e may be c l e a r l y r e a l i s e d i f we 
examine the gradual e v o l u t i o n of harmony from the sixteenth 
century up to~the present day. At f i r s t the simplest disson-
ances were s u f f i c i e n t to give a r t i s t i c c ontrast; but as music 
progressed, more and more complex dissonant e f f e c t s were u t i 
l i s e d t o o b t a i n the same degree of a r t i s t i c r e l i e f to what has 
now becom̂ e excessive consonance. The s i g n i f i c a n c e of the 
v a r i a t i o n i n dissonance between the f i r s t p o s i t i o n of a major 
common chord and i t s f i r s t i n v e r s i o n , t o give one exajuple of 
a v a r i a t i o n which was considered s u f f i c i e n t contrast i n Pales-
t r i n a ' s time, i s l o s t to the l i s t e n e r s of today, whose ears 
are inured to the dissonances which have become commonplaces 
i n modern music. 

I t i s i n t e r e s t i n g , i n t h i s connection, to trace the h i s 
t o r y of the dominant seventh'^, a chord which, once experienced 
as harsh and fundamentally disagreeable, has now l o s t much of 
i t s dissonant e f f e c t and taken on the comparative mellowness 
of a concord. I t must again be r e c a l l e d t h a t consonance and 
dissonance, i n music, are only r e l a t i v e terms. I n the begin
ning of the modern harmonic development t h i s discord, l i k e 
a l l other discords then considered extreme, was e i t h e r eschewed 
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or only used w i t h c a r e f u l preparation and followed by as care
f u l r e s o l u t i o n . Later music dispensed w i t h preparation, and 
modern music i s dispensing w i t h r e s o l u t i o n . I n the same way 
the nov/ s a t i s f y i n g minor common chord vvas once eschewed as an 
ending because i t was f e l t t o be less consonant than the 
major common chord, and th e r e f o r e d i d not give th a t e f f e c t of 
f i n a l i t y and s t a b i l i t y which was f e l t as e s s e n t i a l to a musi
c a l ending. For the minor t h i r d , the dissonant i n t e r v a l , was 
s u b s t i t u t e d the major t h i r d , i t s e l f not e n t i r e l y consonant 
but f e l t as being c l o s e l y r e l a t e d to the tonic by reason of 
i t s occurrence i n the harmonic series of tha t note. This use 
of the " t i e r c e de Picardie" i n the f i n a l cadence was extremely 
common up to the time of Bach. Today the minor common chord 
i s f e l t t o possess an a,bsolute consonant value. From these 
examples i t can be c l e a r l y seen what a d i f f i c u l t matter i t 
i s t o discover how f a r any discord, p a r t i c u l a r l y when i t i s a 
commonplace one, l i k e the dominant seventh, i s experienced as 
i n t r i n s i c a l l y agreeable or disagreeable, and how f a r i t i s 
experienced as such through the musical associative values 
which c l i n g to i t . As a f\indaraental d i scord containing d i s 
sonant i n t e r v a l s whose overtones clash, the dominant seventh 
i s , i n i t s e l f , "piquant." I t i s e x c i t i n g . Because of t h i s 
inherent e x c i t i n g f e e l i n g - t o n e , and also because of i t s close 
n a t u r a l as w e l l as musical r e l a t i o n to the tonic common chord, 
i t arouses expectation. The feeling-tone aroused by t h i s 
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chord, t h e r e f o r e , i s f o r the normal musical subject modified 
according as t h a t expectation i s r e a l i s e d i n terms of music 

or of physics, or of both. When the l i s t e n e r has a normal 
musical bias, he i s only s a t i s f i e d by the chord's proceeding 
e i t h e r to an a c t u a l r e s o l u t i o n , or to an imagined one. I t 
i s thus impossible to assess the value or extent of the 
i n t r i n s i c f e e l i n g - t o n e aroused by t h i s chord when i t i s heard 
by l i s t e n e r s even of only moderate musical experience. Any 
experiments which I personally made w i t h regard to the f e e l 
ing-tone aroused by discords at the sensory l e v e l , had to be 
made e i t h e r w i t h extreme discords, which possessed very l i t t l e 
consonant value, e i t h e r i n t r i n s i c or derived from association; 
or on subjects who were n a t u r a l l y unmusical. The l a t t e r were 
not r e a l l y successful subjects, as u s u a l l y where the subject 

was unmusical his appreciation of s l i g h t differences i n chords 
incapable 

was not very acute. I found a c e r t a i n subject q u i t e / o f pre
f e r r i n g example (a) to example (b) 

To r e t u r n t o the question of fe e l i n g - t o n e w i t h regard.to 
the response at the sensory l e v e l we f i n d that the f o l l o w i n g 
conclusion may be reached. As a general r u l e the fundamental 
pleasant or disagreeable f e e l i n g - t o n e aroused by such to n a l 



s t i m u l i as I have been considering, arouses almost involun

t a r y a t t e n t i o n . But the t o n a l s t i m u l i which produced t h i s 

e f f e c t are not follov^ed up i n t h e i r r e l a t i o n to one another. 

(1) Exajnples of such acts of in v o l u n t a r y a t t e n t i o n also occur 
when the subject i s r e c a l l e d from f o l l o w i n g associative 
trends evoked by the music by a sudden unexpected dy
namic e f f e c t . The r e a c t i o n to an abrupt f o r t i s s i m o on 
an unusual discord of the l i s t e n e r who i s a c t i v e l y 
f o l l o w i n g the music i s also o f t e n a reaction at the 
sensory l e v e l . 

I n the f o l l o w i n g passage from Beethoven's 8th Symphony, 
the unexpected change of harmony at the point marked 
w i t h the a s t e r i s k i s experienced almost purely at the 
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This same e f f e c t occurs a second time, but the sudden 
f o r t i s s i m o on the C#, instead of r e t u r n i n g to F , i s 
followed by a complete change of Key. The e f f e c t of 
the i s now much more than "not C", as i n the f i r s t 
case. The change i s followed at a higher l e v e l than 
the sensory, and i s recognised as a prelude to f u r t h e r 
musical development. S i m i l a r dynamic changes i n harmony 
occur throughout Beethoven's music. Doubtless Haydn also 
knew the e f f e c t which such sudden changes of dynamics and 
harmony had on his audiences, when he introduced the 
famous f o r t i s s i m i e f f e c t s i n his London Symphony i n 
order t o r e c a l l the a t t e n t i o n of the audience t o the 
music. 
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Thus we see t h a t an important c h a r a c t e r i s t i c of the response 
at t h i s l e v e l i s t h a t i t requires the minimum of i n t e l l e c t u a l 
e f f o r t . This i s c l e a r l y revealed i n the response to rhythm 
as w e l l as to p i t c h , of the i n d i v i d u a l who enjoys music at 
the sensory l e v e l . He f o l l o w s rhythmic s t i m u l i as r e p e t i t i v e , 
but unconnected; not as.forming a p a t t e r n or u n i t y of time-
r e l a t i o n s h i p s i n the way the perceptual l i s t e n e r grasps these. 
He has the impression of pace, but does not connect or con
t r a s t v a r i a t i o n s of pace; while the subtle patterns of the 
rhythmic development of music are not recognised. Thus he 
can have no grasp of music as a formal or a r t i s t i c u n i t y . 
A t t e n t i o n at the sensory l e v e l i s i n v o l u n t a r y and s t a t i c . 
The i n t e r e s t i s not a growing i n t e r e s t , but remains a s t a t i c 
i n t e r e s t i n the physical m a t e r i a l of music. This i s the most 
obvious reason why the layman prefers to enjoy music at t h i s 
l e v e l . There i s demanded nothing from him. Moreover he l i k e s 
the popular and p h y s i o l o g i c a l l y agreeable tunes because they 
are easy t o f o l l o w , or even need not be followed at a l l , but 
j u s t enjoyed, because t h e i r value to such subjects l i e s i n 
the large degree of pleasaxit or e x c i t i n g feeling-tone they 
arouse. The layman i s s a t i s f i e d w i t h t h i s e f f o r t l e s s pleasure 
which the musician eschews because of the commonplaceness and 
barrenness of the e f f e c t s which produce i t . The musically un
t r a i n e d layman thus receives a maximum of pleasure w i t h a min
imum of e f f o r t . The c u l t u r e d l i s t e n e r , on the other hand, has 
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t o do i n t e l l e c t u a l work i n order to enjoy his musical exper
ience. He demands more than p h y s i o l o g i c a l pleasantness and 
i s w i l l i n g to expend himself i n order to obtain the f i n a l 
a e s t h e t i c pleasure and s a t i s f a c t i o n which he values. 

Normally the sensory response to music occurs i n connec
t i o n w i t h , or as the basis o f , other more complex responses 
such as the associative or the emotional responses on the 
o n e hand, and the c r i t i c a l or aesthetic responses on the 
other. As a basis on which our f u r t h e r and more complex ex
perience of music i s b u i l t up i t has been necessary to give 
t h i s s l i g h t i n d i c a t i o n of the s a l i e n t features of the sen

sory response. Each l i s t e n e r must s t a r t o f f at t h i s l e v e l . 
I n some i n d i v i d u a l s , l i k e Mozart who i s the example par ex
c e l l e n c e , the progress from t h i s bare response to music, as 
u n d i f f e r e n t i a t e d sensory m a t e r i a l , to the aesthetic response 
which involves, f i r s t , perception of the r e l a t i o n s h i p s of music, 
and then grasping and understanding the connections of the 
formal u n i t y of music as an art-form, i s extremely rapid. Such 
subjects possess, as we s h a l l see, an i n h e r i t e d aptitude or 
p r e d i s p o s i t i o n f o r grasping musical r e l a t i o n s h i p s w i t h a m i n i 
mum of p r a c t i c e . But i t must be emphasised again th a t no matter 
how q u i c k l y the subject a t t a i n s to aesthetic l i s t e n i n g , his 
experience begins at the sensory l e v e l . 
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CHAPTER I I I . 
LISTENING AT THE PERCEPTUAL LEVEL. 

L i s t e n i n g to music at the perceptual l e v e l forms the 
response of a l l t r a i n e d musicians, of the less w e l l - t r a i n e d 
a dult and c h i l d , and of those who, while not t e c h n i c a l l y 
t r a i n e d , are f a m i l i a r w i t h music through constantly hearing 
or attempting to i n t e r p r e t i t . I t i s an advance from the 
f i r s t type of response towards a more complex and organised 
type of experience, and f o l l o w s upon the sensory response 
w i t h t r a i n i n g or f u r t h e r musical experience. 

From the aesthetic point of view musical experience at 
the perceptual l e v e l i s obviously much more valuable than the 
experience at a lower l e v e l . I t has already been pointed out, 
however, t h a t the purely sensory . response i s more of a hypo
t h e t i c a l p o s s i b i l i t y than a p r a c t i c a l r e a l i t y . Except i n the 
case of animals or of subjects hearing music f o r the f i r s t 
time, or of those who are tone-deaf, i t i s rare f o r musical 
experience to be l i m i t e d to a bare sensory grasp. There can 
be no r i g i d l i n e of demarcation drawn between the two le v e l s . 
Sensory experience shades i n t o perceptual experience i n a 
scarcely definable way. Even the tone-deaf person, f o r example, 
can d i s c r i m i n a t e between tones that are high, and tones that 
are low i n p i t c h , though he may not recognise d e f i n i t e i n t e r 
v a l s . 
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Just as i t i s impossible to say where the response to 
music i s only a sensory response and where i t passes i n t o 
perceptual experience, so i t i s impossible to do more than 
i n d i c a t e the range and v a r i e t y of the perceptual type of 
response, and suggest how perceptual experience of music passes 
i n t o conceptual experience. . The perceptual response to music 
must th e r e f o r e vary considerably i n value; from the exper
ience of the i n f a n t of fourteen months who follows i t s mother's 
song w i t h approval and endeavours to i m i t a t e the r i s e and f a l l 
of the p i t c h - l i n e , or who marks the rhythm by gl e e f u l l y clapping 
h i s hands; ̂"̂ ^ to t h a t of the c u l t u r e d l i s t e n e r or composer, 
whose experience may transcend the perceptual l e v e l and r i s e 
t o the conceptual. Between these two extremes there are a l l 
grades of perceptual experience; and we s h a l l now proceed to 
see what are the d i s t i n g u i s h i n g marks of a l l such responses.to 
music. 

I n the perceptual response to music, the i n t e r e s t i s no 
longer confined, as at the sensory l e v e l , to a bare i n t e r e s t 
i n the sense-impressions immediately present to sense. I t i s 
not s o l e l y an i n t e r e s t i n the sound-material of music f o r i t s 
own sake as bare sound. I t i s a growing i n t e r e s t i n the music 
i t s e l f , an i n t e r e s t which becomes more and more complex, yet 
more d e f i n i t e , as the music progresses. I t i s an i n t e r e s t 

(1) W, Stern, Psychology of Early Childhood, Pp. 352-3. 
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d i r e c t e d , not consciously perhaps, towards a musical goal, 
the f i n a l achievement of which brings a c e r t a i n measure of 
s a t i s f a c t i o n , as w i l l be seen. The experience i s d e f i n i t e l y 
conative inasmuch as the subject s t r i v e s t o f o l l o w the music, 
w i t h which he tends to i d e n t i f y himself. I n the less exper
ienced l i s t e n e r s the s t r i v i n g i s more apparent, as the grasp 
o f the music requires more of an e f f o r t . 

Since the i n t e r e s t i n the course of the musical exper
ience i s an i n t r i n s i c i n t e r e s t - i n t e r e s t i n the music f o r 
i t s own sake - there i s progressive expectation. Expectation 
i s present i n a varying degree from the beginning to the end 
of the course. This expectation i s conditioned i n extent and 
d e f i n i t e n e s s , i n q u a l i t y and d i r e c t i o n by the past musical 
experience of the subject and by the degree to which he has 
organised that background of past experience. That i s , the 
q u a l i t y of h i s present experience - h i s aesthetic i n t e r e s t and 
s a t i s f a c t i o n - depends on a (musically) i n t e l l e c t u a l basis. 
This growing i n t e r e s t i n v o l v i n g that expectation and pursuit 
of a musical goal, becomes at once more complex and more 
d e f i n i t e and u n i f i e d as the end of the course i s reached. I t 
becomes complex as the extent of the music i n a l l i t s v a r i e t y 
i s unfolded; i t becomes u n i f i e d according as the musical 
goal i s more d e f i n i t e l y expected or predicted. I n t e r e s t thus 
depends on grasp; grasp means the perception, the f o l l o w i n g , 
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and the understanding of the musical r e l a t i o n s h i p s . But the 
grasp or r e c o g n i t i o n of the s i g n i f i c a n c e of the r e l a t i o n s h i p s 
i s not alxiyays easy. The ease w i t h which the r e l a t i o n s h i p s 
are perceived and followed (and consequently the success of 
the grasp of t h e i r musical s i g n i f i c a n c e - which i s the basis 
of a e s t h e t i c i n t e r e s t ) depends on the r e c e p t i v i t y of the 
subject to those musical r e l a t i o n s h i p s . Receptivity to musical 
r e l a t i o n s h i p s includes general s e n s i t i v i t y to musical sense-
s t i m u l i , as w e l l as the a b i l i t y to perceive the r e l a t i o n s h i p s 
of these, and to pr e d i c t f u r t h e r musical development on the 
analogy of f a m i l i a r r e l a t i o n s h i p s . The perception of and 
i n t e r e s t i n these musical r e l a t i o n s h i p s , the e f f o r t involved 
i n grasping and f o l l o w i n g them, and the expanding i n t e r e s t 
accompanying the expectation of f u r t h e r musical development, 
are the q u a l i t i e s which c h i e f l y d i s t i n g u i s h the response to 
music at the perceptual l e v e l . 

The wider and b e t t e r organised i s the i n d i v i d u a l ' s musical 
background, the more e a s i l y w i l l he perceive and f o l l o w the 
r e l a t i o n s h i p s , f o r he w i l l be able to take more f o r granted. 
Thus the greater w i l l be his i n t e r e s t i n the music. His music
a l expectation - the a b i l i t y to pr e d i c t - w i l l also be more 
d e f i n i t e ; though w i t h i n more extended l i m i t s . That i s , the 
greater the extent to which he can make use of his past exper
ience, so w i l l h i s progressively growing expectation i n the 
course of f o l l o w i n g the music be more complex, and at the same 
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time more d e f i n i t e . 
This may be follovired more c l e a r l y by means of actual 

musical examples. Let us f i r s t take the way i n which a c h i l d , 
a student and a musician r e s p e c t i v e l y would l i s t e n to the 
f o l l o w i n g progression or simple harmony exercise, example ( 1 ) ; 
or b e t t e r s t i l l , t o a perfec t cadence as i l l u s t r a t e d i n example 
(2): 
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I f the c h i l d has no t r a i n i n g i n harmony or has had no oppor
t u n i t y of becoming f s u n i l i a r w i t h s i m i l a r progressions through 
hearing or p l a y i n g simple harmonies, unless he i s g i f t e d w i t h 
an exceptional n a t u r a l grasp of musical r e l a t i o n s h i p s he i s 
not l i k e l y to have a d e f i n i t e expectation as to what chord 
w i l l f o l l o w the dominant common chord at (a) i n example ( l ) ; 
s t i l l less as t o what w i l l succeed the same chord i n example 
(2). 

He w i l l , i n a l l p r o b a b i l i t y , experience a c e r t a i n d i s s a t 
i s f a c t i o n , perhaps a f e e l i n g of suspense or unrest, i f the 
music i s l e f t hanging i n the a i r at ( a ) . This f e e l i n g would 
probably be tempered w i t h a strong i n c l i n a t i o n to hear again 



the ..sound of the f i r s t chord. This i s p a r t l y explained by 
the e f f e c t of i n s t a b i l i t y which the dominant chord gives, 
when i t has been preceded by the t o n i c as i n the f i r s t exam
pl e . Being at once a development out of the t o n i c chord ( i t s 
notes are included among the upper p a r t i a l s when these are 
l e f t f r e e to v i b r a t e n a t u r a l l y , and are not cut out, as i n a 
pia n o ) , and also being i n strong n a t u r a l contrast to i t , the 
dominant chord has a n a t u r a l tendency to r e t u r n again to the 
t o n i c chord. Thus, i n the f i r s t example, the e f f e c t of t h i s 
chord ( a ) , i s determined p a r t l y by environment or context, 
and p a r t l y by i t s n a t u r a l tendency towards suggesting the 
t o n i c chord. From i t s p o s i t i o n i n the musical context, i t s 
e f f e c t i s also c o n t r o l l e d by the sound of the ton i c chord 
which i s c a r r i e d over through the succeeding chords, and i s 
t h e r e f o r e f e l t as tending t o recur again. The p i t c h - o u t l i n e 
of example ( l ) i s f e l t as a movement away from the t o n i c to a 
po i n t i n strong contrast to the t o n i c , and a movement back t o 
the t o n i c . 

But w i t h the c h i l d the e f f e c t of the chord (a) may not 
have any more complex r e s u l t than the arousing of a bare f e e l 
ing of d i s s a t i s f a c t i o n , w i t h the hardly r e a l i s e d desire to r e 
t u r n t o the i n i t i a l f e e l i n g of s t a b i l i t y or repose aroused by 
the f i r s t chord. I t i s an i n d e f i n i t e expectation coloured 
w i t h e x c i t i n g f e e l i n g - t o n e . I n the untrained adult l i s t e n e r 

the experience may take on a l i t t l e greater definiteness. 
(1) W. Prout, Harmony. I t s Theory and Practice, P. 87. 
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ne w i l l probably p r e d i c t a r e t u r n to the f i r s t chord; but 
i f he heard, instead of the r e s o l u t i o n i n example ( l ) , the 

f o l l o w i n g progression -

n 

I f r 
A ±. *-22 

there would not be much d i f f e r e n c e i n the s a t i s f a c t i o n which 
would attend the f i n a l chord. He c e r t a i n l y would not f e e l 
the discomfort a musician would f e e l at the consecutive oc-
taves, the proceeding from the f i f t h t o the oo-iare i n the 
t r e b l e and bass, and the f a l l i n g of the leading note to the 
f i f t h instead of i t s r i s i n g t o the t o n i c . A beginner i n 
harmony would have a much more d e f i n i t e expectation as to 
what would succeed the chord ( a ) ; and also a correspondingly 
d e f i n i t e degree of s a t i s f a c t i o n according as the r e s o l u t i o n 
of t h i s chord f u l f i l s h is expectation. The obvious progres
sion t o the t o n i c chord would be his f i r s t thought. Should 
i t occur as i n ( 3 ) , he would probably d i s l i k e the bareness of 
the consecutive octaves; and there would also be disappoint
ment caused by the leading note's f a l l i n g , t h i s not being i n 
agreement w i t h h i s expectation of an orthodox musical r e l a t i o n 

ship. 
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But i f he i s a l i t t l e more advanced musically, h i s ex
pe c t a t i o n as to what w i l l f o l l o w the chord at (a) w i l l not 
be l i m i t e d to the example given. I t may include a r e a l i s a 
t i o n of a wide choice or v a r i e t y of r e s o l u t i o n s . He may be 
prepared e i t h e r f o r the t o n i c common chord, or f o r the minor 
common chord on the sub-mediant - an i n t e r r u p t e d cadence. 

J J~ 

^ f 

i t 

His i n t e r e s t and expectation are thus i n two d i r e c t i o n s ; 
e q u a l l y d e f i n i t e ; - though n e i t h e r may be e x p l i c i t l y formu
l a t e d - towards r e s o l u t i o n i n a perfect cadence, or resolu
t i o n i n an i n t e r r u p t e d cadence. He does not have to t h i n k 
these r e s o l u t i o n s i n terms.of t h e i r t e c h n i c a l names, or even 
of t h e i r c o n s t i t u e n t notes; though, i f h i s ear i s acute and 
h i s t r a i n i n g thorough, he w i l l at once perceive any v a r i a t i o n 
from the f o r m a l l y correct r e s o l u t i o n . As a layman he need 
not have received any t e c h n i c a l t r a i n i n g i n harmony at a l l , 
and s t i l l expect, recognise and d i f f e r e n t i a t e between these 
two obvious r e s o l u t i o n s s o l e l y because of his f a m i l i a r i t y w i t h 
s i m i l a r progressions from t h e i r constant occurrence i n music. 
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Suppose, however, t a k i n g now example (2), the dominant 
seventh chord i s not followed by e i t h e r the r e s o l u t i o n or 
the t o n i c or the submediant, but by such an enharmonic mod
u l a t i o n as occurs i n the f o l l o w i n g passage:-

4 •e • 

o r , keeping to^ the key of the o r i g i n a l example 

I f the student or layman has had only a l i m i t e d musical ex
perience, such a progression may never have occurred i n his 
experience, or i f i t has, he may never have noticed i t (be
cause he was unable to "grasp" i t ) . Then, should i t occur 
i n such circumstances as render his f o l l o w i n g of the chords 
more easy, as i n a simple passage l i k e the example played on 
the piano, he w i l l probably experience some sort of shock of 
su r p r i s e . The musician or more advanced student, or even 
the p r a c t i s e d layman who has been accustomed to f o l l o w i n g such 
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progressions i m p l i c i t l y , even i f he does not understand them 
e x p l i c i t l y , knows too w e l l how much v a r i e t y i s possible i n 
harmonic progressions to be g r e a t l y surprised, though he may 
have a moment's h e s i t a t i o n before he accepts the unexpected 
t u r n t h i n gs are t a k i n g . His surprise would depend p a r t l y on 
the context i n which such a progression occurred. He might 
get j u s t such a shock as the musically unsophisticated person, 
i f he were to hear a s i m i l a r progression out of i t s proper 
environment - as i t would be i f i n s e r t e d i n a s t r a i g h t f o r w a r d 
simple harmonic passage of Haydn, f o r example. 

But suppose, instead of i t s r e s o l u t i o n , he hears the 
f i r s t dominant seventh followed by another, as i n the f o l l o w -
ing^ passage frora^ Debussyls "La Oathedrale Engloutie. " : 

I f he i s hearing such a passage f o r the f i r s t time, when he 
f i n d s t h a t each dominant y t h i s succeeded by another, and yet 
another; from h i s general knowledge of harmony (or experience 
of music) which would include a knowledge of sequences, he i s 
not s urprised when he f i n d s t h a t each dominant y t h instead of 
r e s o l v i n g , passes onwards to another. The s a t i s f a c t i o n of his 
expectation i s delayed from chord to chord; while his expec-



t a t i o n as t o what w i l l happen i s becoming more and more 
d e f i n i t e . This delaying of the s a t i s f a c t i o n of r e s o l u t i o n 
as w e l l as the sense of i n s t a b i l i t y y i e l d e d by the changing 
t o n a l i t i e s , gives him an impression of impermanence and 
i n s u b s t a n t i a l i t y which he i n t u r n t r a n s f e r s to the music. ̂''"̂  
This i s , no doubt, the e f f e c t Debussy intended. Again i t 
must be i n s i s t e d , his a t t i t u d e to such progressions, and the 
degree and d i r e c t i o n of the expectation aroused, depends to 
a large extent on the context i n which he hears them. More
over, there i s also bound up w i t h t h i s the question o f the 
l a r g e r background of varying s t y l e s ; as w e l l as the t o n a l i -
t i v e system i n which the progression i s w r i t t e n . I f we l i s 
t en to a nocturne of Chopin, we do not expect the same qual
i t i e s - i . e . the same formal c o n s t r u c t i o n , or the same kind 
of p i t c h and rhythm r e l a t i o n s h i p s , t h a t we expect i n a Bach 
fugue, f o r example. Up to a c e r t a i n point music i s heard 
and enjoyed r e l a t i v e l y to i t s m u s i c a l - h i s t o r i c a l background. 
" O b j e c t i v e l y speaking, i t i s beyond doubt . , . that the d i f 
f e r e n t s t y l e s o f expression of d i s t i n c t works and schools are 

due t o a completely d i f f e r e n t c o l l o c a t i o n of the musical ele-
(2) 

ments." Therefore to appreciate a work of a c e r t a i n school, 

(1) See Chapter X I . 
(2) E. Hanslick, The B e a u t i f u l i n Music, P.89. 
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our i n t e r e s t i n t h a t work, and our demands as to the kind 
o f s a t i s f a c t i o n which s h a l l f o l l o w the musical expectation 
aroused, must always be i n accordance w i t h the necessities 
of technique demanded by t h a t school. This i s always borne 
i n mind by the musically c u l t u r e d l i s t e n e r who fo l l o w s a 
work i n a s t y l e w i t h which he i s f a m i l i a r . (He need not have 
heard t h a t p a r t i c u l a r work before i n order to place i t s school.) 
When the same l i s t e n e r f o l l o w s an u n f a m i l i a r work, the author 
and the s t y l e of which he does not know, he has to form his 
own judgment of these things from his background of general 
musical knowledge, though he need not do t h i s e x p l i c i t l y , while 
the work i s progressing.^"''^ 

( l ) This question of the r e c o g n i t i o n of d i f f e r e n t s t y l e s i n 
music, and the e f f e c t which t h i s i m p l i c i t r e c ognition 
has on aesthetic enjoyment, comes up again i n connection 
w i t h " t a s t e " . What i s musically r i g h t i n one place, 
may be musically wrong i n another. The i n t r u s i o n , f o r 
example, of the fine-sounding c l i c h e i n a s t r a i g h t f o r 
ward passage would sound vulgar and out of place to a 
d i s c r i m i n a t i n g l i s t e n e r . Wagner could w r i t e w i t h effect 
chromatic passages l i k e the opening theme from "Tristan 
and I s o l d e " , or the example from "Tannhauser", which i n 
another's work on a d i f f e r e n t scale would sound banal 
or maudlin. 
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Footnote Oontinued. 
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We thus see how the complexity, the definiteness and 
the d i r e c t i o n of the expectation, as w e l l as the attendant 
i n t e r e s t , of the l i s t e n e r ' s experience at the perceptual l e v e l , 
are dependent on the scope of his past musical experience. 
I t w i l l be necessary to examine how he forms that musical 
background. Immediately we are brought back to the question 
of the perception of musical r e l a t i o n s h i p s . Only by constant
l y a t tending t o music can he extend his grasp of musical r e 
l a t i o n s h i p s . By increasing his power of musical perception 
he adds depth and richness t o his musical background, since 
he i s able to take more and more f o r granted. 

I n attending t o the music he need not o b j e c t i f y the r e 
l a t i o n s h i p s - i . e . t h i n k about them - as long as he f e e l s 
them - i . e . f o l l o w s them. Though at f i r s t he may not d i s 
t i n g u i s h them c l e a r l y , i f he continues i n his e f f o r t t o l i s t e n , 
and does not remain content merely to hear, he w i l l soon come 
to a c l e a r e r grasp of them, tho\:^h he may never be able to 
name them. But the developing of the capacity to perceive 
r e l a t i o n s h i p s by l i s t e n i n g only i s slow work, and i n the 
or d i n a r y l i s t e n e r never, or r a r e l y , reaches the degree demand
ed f o r the perfec t appreciation of musical works on a complex 
scale. The layman l i s t e n s w i t h an e f f o r t ; though the e f f o r t 
grows less and less w i t h p r a c t i c e . But op p o r t u n i t i e s f o r 
l i s t e n i n g may come but seldom, so his progress to the heights 
of a e s thetic appreciation may never r i s e f a r by these means 
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alone. Here the advantage of t e c h n i c a l t r a i n i n g must be 
recognised. By o b j e c t i f y i n g musical r e l a t i o n s h i p s - as any 
student of the "theory of music" learns t o do - he achieves 
a c l e a r e r grasp of them. He i s then able to f o l l o w them 
s u b j e c t i v e l y (as i n musical absorption) when he hears them 
again. Technical t r a i n i n g i s a short cut to aesthetic l i s t e n 
i n g inasmuch.as i t increases the power to grasp musical r e l a 
t i o n s h i p s and to take them f o r granted. The only disadvantage 
l i e s i n the p o s s i b i l i t y which too o f t e n a c t u a l l y occurs -
t h a t the subject may become i n t e r e s t e d . i n o b j e c t i f y i n g and 
analysing the r e l a t i o n s h i p s , and i n c r i t i c i s i n g t h e i r arrange
ment, t h a t he neglects to l i v e them and enjoy them as music. ̂ "̂ ^ 

I t i s by recognising and f o l l o w i n g the immedia,te r e l a t i o n 
ships of musical sounds i n a l l t h e i r various a t t r i b u t e s that 
we begin t o grasp and become i n t e r e s t e d i n , the "meaning" of 
music . This r e c o g n i t i o n i s followed up, i n aesthetic l i s t e n 
i n g , by the fo r m u l a t i n g of the more immediate r e l a t i o n s h i p s 
i n t o a wider embracing r e l a t i o n s h i p ; i n other words, in t o a 
musically coherent system, or s i g n i f i c a n t musical whole. The 
ease w i t h which we can eventually grasp the music as a com
p l e t e and s a t i s f y i n g a r t - f o r m , and the extent and s a t i s f y i n g 
nature of our i n t e r e s t i n t h i s art-form thus depend on our 
power of t a k i n g these r e l a t i o n s h i p s f o r granted. That i s , 

(1) c f . Chapter I , P.56, 
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the f a c t o r s of aesthetic enjoyment depend very l a r g e l y on 
our background of musical experience. As we have seen, i n 
musical l i s t e n i n g , there i s no need to t h i n k each successive 
r e l a t i o n s h i p , but we must know i t ; and may t h i n k about i t 
i f there i s need t o do so - as when we t r y to f o l l o w a new 
work i n an u n f a m i l i a r idiom; or when we are l e a r n i n g new 
relationships.^''"^ But though i n l i s t e n i n g to music we o f t e n 
take the r e l a t i o n s h i p s f o r granted, we must nevertheless have 
recognised them, or have had e x p l i c i t thought of them, some
time i n the past, before we can take them f o r granted. Our 
background of musical experience - our power of taking music
a l r e l a t i o n s h i p s f o r granted - thus v a r i e s f i r s t l y according 
as we possess s e n s i t i v i t y to sound and rhythm so t h a t we are 
able t o recognise and grasp musical combinations and pro
gressions; and secondly, according to our a b i l i t y to know 
them again, and t o use them, by t a k i n g them f o r granted, i n 
order t o grasp and f o l l o w more complex r e l a t i o n s h i p s . Thus 
our present l i s t e n i n g depends to a large degree on the extent 
t o which we have organised our musical knowledge i n the past 
to form a background to which to r e f e r new musical f a c t s . 

V/hat form, i n music, do these r e l a t i o n s h i p s take, and 
how do they d i f f e r from the r e l a t i o n s h i p s which are followed 
and grouped i n our appreciation of the other arts? 

(1) c f . Chapter V I I . 
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An analysis of the process of f o l l o w i n g musical r e l a t i o n 
ships, and of t h e i r o r g a n i s a t i o n w i t h regard t o the apprecia
t i o n of a work of music as a work of a r t , must obviously be 
f i r s t . a p p r o a c h e d from the two aspects of p i t c h and time. The 
f i r s t aspect involves the perception of a succession of p i t c h -
p o i n t s , recognised as corresponding to c e r t a i n f i x e d degrees 
i n the n a t u r a l s l i d i n g pitch-scale - these degrees being chosen 

(1) 
and f i x e d i n accordance w i t h an a r b i t r a r y musical convention -
as a r e l a t e d succession of pitch-values; and a grasp of t h e i r 
r e l a t i o n to a p a r t i c u l a r t o n a l centre. These two conditions 
are fundajnentally connected. For e i t h e r the succession of 
p i t c h - p o i n t s i s recognised as r e l a t e d through t h e i r common 
but varying r e l a t i o n s h i p w i t h a c e r t a i n t o n a l centre, or the 
r e c o g n i t i o n of a t o n a l centre to which c e r t a i n notes more or 
less c l o s e l y r e l a t e d i s reached through the perception of the 
p i t c h - p o i n t s as being r e l a t e d . I t i s almost impossible to 
d i s t i n g u i s h which of these two grasps comes f i r s t i n the per-

(2) 
c e p t u a l experience of any subject. 
(1) There i s , as we s h a l l see, a c e r t a i n basis of p h y s i o l o g i 

c a l f a c t - Chapter IV, P. 120. 
(2) One student possessing an average musical s e n s i b i l i t y and 

a developed sense of almost perfect p i t c h (devel
oped through p r a c t i c e , and not inborn), almost i n 
v a r i a b l y named the i n t e r v a l between two notes r e -
m.otely r e l a t e d , and of which one was known, d i r e c t l y , 
and without any reference to a tonic to which they 
could be both r e f e r r e d . Another student w i t h not 
such a good musical ear, always heard the same i n 
t e r v a l i n r e l a t i o n to a t o n i c which she supplied i n 
imagination. For example, the i n t e r v a l Ab to F#on 
the piano was r i g h t l y named by the f i r s t student as 
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Footnote Continued. 
as an augmented s i x t h : her ear g i v i n g an absolute 
value to the space through p r a c t i c e i n recognising 
such i n t e r v a l s as absolute i n themselves. The second 
student r e f e r r e d the same i n t e r v a l t o a t o n i c Db; 
f o r she recognised the i n t e r v a l s as forming a domin
ant seventh i n a c e r t a i n key, and not as an absolute 
pitch-value between two s i n g l e notes. 
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This double musical r e l a t i o n s h i p which notes i n music appear 
t o possess i s p a r t l y the e f f e c t of association, the p i t c h 
value of one note o f t e n being determined by i t s being heard i n 
r e l a t i o n to another, which i t suggests - e.g. the leading 
note suggests the t o n i c . I t i s also explained by the f a c t 
t h a t c e r t a i n basic p i t c h - r e l a t i o n s h i p s are recognised as 
fundamental. Such are the octave, the unison, and the perfect 
f i f t h . From the notes which make up the n a t u r a l harmonic 
se r i e s music has singled out as a fundamental basis the notes 
of the major common chord; though these we now know i n a 
modified r e l a t i o n s h i p , as w e l l as i n t h e i r n a t u r a l physical 
r e l a t i o n s h i p . 

P i t c h - r e l a t i o n s h i p s are concerned w i t h tone. They com
p r i s e a l l p i t c h - v a r i a t i o n s , taken s i n g l y as i n the perception 
of melody, or i n combination e i t h e r as i n harmony, when tones 
are combined v e r t i c a l l y ; or as i n counter-point, when tones 
are combined h o r i z o n t a l l y . P i t c h - r e l a t i o n s h i p also includes 
the r e c o g n i t i o n of these as being i n t o n a l i t y , or i n contrasted 
or combined t o n a l i t i e s . For a single work of music may be 
w r i t t e n i n several t o n a l i t i e s occurring e i t h e r successively, 
as i n any major work of the c l a s s i c a l s t y l e ; or simultaneously, 
as i n music where two t o n a l i t i e s are heard at the same time. 
Stravinsky's "Three Pieces f o r S t r i n g Quartet" or "Saturn" i n 
Hoists's Suite, "The Planets," i l l u s t r a t e the l a t t e r aspect. 
Pitch-progression thus means the general progression of the 
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t o n a l m a t e r i a l of any work of music, i n regard to the immed
i a t e r e l a t i o n s of notes to one another sind to a key, t h e i r 
extended r e l a t i o n s to the whole work, and t h e i r r e l a t i o n to 
the t o n a l i t y system i n which the work i s w r i t t e n . The key 
i s only a higher u n i t y to which the notes may be raised. The 
grasp of the k e y - r e l a t i o n s h i p of a theme i n C Major i n a work 
whose main key i s F Minor, and which i s w r i t t e n according to 
the c l a s s i c a l t r a d i t i o n , might be expressed thus:- (a ) , 
where x = key of whole work, a = key of p a r t i c u l a r tune, and 
n = t o n a l i t y system. A l l departures from the c l a s s i c a l har
monic system, or modern European t o n a l i t y , involve to some 
extent r e c o g n i t i o n of t h i s t r a d i t i o n a l basis of t o n a l i t y . 
Developments such as modality, neo-modality, chromaticism, etc. 
possess absolute value, but they also possess ( f o r the modern 
l i s t e n e r ) a derived value from the c l a s s i c a l system of t o n a l 
i t y . "Pure chromaticism would ignore the whole hierarchy of 
h i s t o r i c a l associations. I t would dethrone a l l p a r t i c u l a r 

(1) 
scales, f o r example, as having no more than r e l a t i v e import," 
Thus i t can be d i s t i n g u i s h e d froqi m u l t i p l e t o n a l i t y ; f o r 
though the l a t t e r " l o g i c a l l y involves a l l possible combina-

(2) 
t i o n s of t o n a l i t i e s , " and thus approximates to chromaticism, 
i t s t i l l possesses inherent t r a d i t i o n a l or conventional value. 
(1) George Dyson; The New Music, Pp. 93, 94. 
(2) I b i d 
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The question of the second fundamental aspect of music, 
time, must be l e f t to a l a t e r chapter. "̂̂ ^ But since music i s 
progressive i n time, t h i s means that pitch-elements as w e l l as 
time-elements are r e a l i s e d as progressive. Both pitch-progres
sion and rhythm imply movement i n time; pitch-progression 
also implies movement i n space, i n so f a r as the pitch-scale 

(2) 
i s f e l t t o be s p a t i a l , or to possess d i r e c t i o n . Therefore, 
because these basic elements of music involve both movement 
i n time, and d i r e c t i o n i n p i t c h , they cannot be coherently 
grasped except as possessing the most d e f i n i t e degree of r e -
latedness. Music i s a f l u i d a r t . I t i s a "becoming." As 
such, i t i s obvious t h a t i n order to preserve consistency and 
l o g i c of musical thought (or meaning), only the simplest and 
most e a s i l y grasped r e l a t i o n s h i p s can be used. Unlike the raw 
m a t e r i a l of the s t a t i c a r t s , p a i n t i n g , sculpture, a r c h i t e c t u r e 
(and even to a c e r t a i n extent l i t e r a t u r e ) where the eye can 
t r a v e l over and compare and synthesise the parts at l e i s u r e , 
the m a t e r i a l of music permits no t u r n i n g back. Therefore the 
r e l a t i o n s h i p s of music must admit of i n s t a n t grasp. 
(1) See Chapter V. 
(2) The question of the e f f e c t of movement i n space which 

changes i n p i t c h have on the musical l i s t e n e r has been 
t r e a t e d by Stumpf; but he o f f e r s no sound explanation. 
See Tonpsychologie Vol. I , P. 302. 
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The coherence of music depends on an immediate perception of 
r e l a t i o n s h i p s which are capable of being raised to include a 
higher degree of relatedness by means of the grasp of t h e i r 
connections, by being taken f o r gremted, and by the a c t i v i t y 
of memory. ̂"̂ ^ This i s necessary i f the music i s to be under
stood and enjoyed as a s i n g l e formal whole, or art-work. 

I t behoves us, t h e r e f o r e , to exeimine the necessity f o r 
these r e l a t i o n s h i p s , to analyse the way i n which they are 
recognised and note the degree to which the r e c o g n i t i o n of 
an immediate p i t c h - r e l a t i o n s h i p i n music may be thus extended 
to embrace more complex successive r e l a t i o n s h i p s . -

(1) The term "immediate" must be understood as r e l a t i v e . 
Where the subject by t r a i n i n g and p r a c t i c e has extended 
his musical grasp, a greater number of notes w i l l be 
recognised as r e l a t e d i n a single grasp, and increasingly 
complex r e l a t i o n s h i p s w i l l be recognised as r e l a t e d . 
Indeed, where the music i s sustained throughout i t s 
complexity of parts by an embracing u n i t y of a r t i s t i c 
purpose - by a formal l o g i c of musical meaning - then i t 
i s possible f o r the ear to grasp and f o l l o w extended and 
complex r e l a t i o n s h i p s by a kind of prolonged yet d i r e c t 
perception which i s d i f f e r e n t from the more elaborate 
process of analysis and synthesis which c a l l s i n memory-
a c t i v i t y proper c h a r a c t e r i s t i c of conceptual l i s t e n i n g . 
This l a t t e r f u n c t i o n i n g we may see i n the grasp of the 
sonata-form as a complex system of themes and t h e i r devel
opment occurring i n r e l a t e d keys.- Here we are progres
sing beyond the experience at the perceptual l e v e l . I t 
i s j u s t as w e l l , however, to stress the f a c t t h a t by 
t r a i n i n g and experience i t is_ possible to extend the 
power of d i r e c t perception to embrace more complex and 
extended r e l a t i o n s h i p s , both of p i t c h and time, than could 
be possibly achieved at an i n i t i a l grasp. I n such an 
extended perception the r e l a t e d elements are held i n sus
pension, as i t were, u n t i l the r e c o n c i l i a t i o n of a cadence 
which k n i t s them a l l together. This perceptual grasp must 
be d i s t i n g u i s h e d , to stress t h i s point again, from that 
extended grasp of the complete work, i n v o l v i n g as i t does a 
complex act or series of acts, of synthesis, which i s 
included i n the experience of music at the higher l e v e l . 
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CHAPTER IV. 

PITCH-RELATIONSHIP, 

F i r s t and foremost i t i s necessary t o explain why, out 
of the abundant m a t e r i a l of the n a t u r a l pitch-range which i s 
at our disposal, the notes of music are l i m i t e d to so few; 
and why these are f i x e d at p a r t i c u l a r d e f i n i t e i n t e r v a l s i n 
p i t c h . The number of musical notes used i n any form of the 
a r t v a r i e s w i t h i n extremely r e s t r i c t e d l i m i t s . I n modern 
European music, the number of tones;in use i s l i m i t e d to a 
scale of twelve 'semitones over a range of seven octaves. Other 
races use a varying number of notes - the scales o f , O r i e n t a l 
and C e l t i c music are based on the pentatonic scale, ^ though 
i n the f i r s t case t h i s i s expanded to include as many as 
twenty-four notes. But though contemporary European musicians 
are now attempting to e x p l o i t the use of qu a r t e r - t o n e s , i t i s 
u n l i k e l y t h a t such an expansion of the p i t c h - m a t e r i a l w i l l 
become a commonplace i n music f o r a considerable period. The 
vast e x i s t i n g musical l i t e r a t u r e w r i t t e n i n the c l a s s i c a l 
system, as w e l l as the l i m i t e d resources of the instruments 
now i n use, w i l l provide an e f f e c t u a l means of c o n t r o l l i n g 
such an increase of the notes at the disposal of music. No
where, except i n the world of n a t u r a l phenomena, do we f i n d 
the occurrence of the n a t u r a l s l i d i n g p i t c h - s c a l e . The howling 

( l ) The pentatonic scale i s usually regarded as the basis of 
a l l modern scale-forms. 
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of the wind, the cry of the baboon, and the splash of f a l l i n g 
water, employ the whole gamut of n a t u r a l 'sound; but i n these 
n a t u r a l sounds there i s no music as we understand i t . Music 
i s c o n t r o l l e d by aesthetic conventions, never stable, but 
nevertheless formulated according to c e r t a i n v i t a l psychologi
c a l demands. One of these demands i s t h a t the elements which 
make up music may be grasped by immediate perception. 

I have emphasised the f a c t that music has an " i n f i n i t e l y 
r i c h but t o t a l l y amorphous p l a s t i c material" i n musical tones 
which may be shaped i n t o form without the r e s t r i c t i o n s of the 
other arts.^-^^ Music i s not representative; i t i s presenta-
t i v e . But though i t i s f r e e from the r e s t r i c t i o n s of repre
s e n t a t i v e a r t (except i n p a r t i c u l a r instances; l i k e Programme 
music, where, however the r e s t r i c t i o n s are more or less a r b i 
t r a r y ) music i s not less r i g i d l y c o n t r o l l e d by conventions 
p e c u l i a r to i t s e l f . The e s s e n t i a l character of music i s tone 
i n m.otion. But unless the tones i n music possessed d e f i n i t e 
ness of p o s i t i o n i n p i t c h , and a l t e r e d t h e i r d i r e c t i o n by par
t i c u l a r i n t e r v a l s i n p i t c h , t h e i r motion could not be followed. 
I f t r a n s i t i o n s i n p i t c h were made by s l i d i n g i t would be im
possible exactly to determine the degree of changed d i r e c t i o n . 
One cannot i s o l a t e and compare points or parts of what i s a con
tinuous stream w i t h any exactness. The formal aspect of a r t , 
p a r t i c u l a r l y w i t h regard to muslb, demands such an analysis of 

(1) Helmholtz, "The Sensationi. of Tone, P.384. 
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the p a r t s , and a synthesis of these i n t o a whole. Since the 
essence of music i s motion, and thus i t s i n d i v i d u a l parts can 
only reach the ear i n succession, they must be of such a 
q u a l i t y as to be r e a d i l y , c l e a r l y and exactly grasped. "This 
i s only possible when the steps of t h i s motion (the change i n 
p i t c h of musical sound) t h e i r r a p i d i t y and amount are . . . 
ex a c t l y measurable by immediate perception." ̂'''̂  The distance 
between successive notes must be d e f i n i t e and p o s i t i v e , and 
the a l t e r a t i o n s i n p i t c h m.ust proceed by regular degrees which 
can be i n t u i t i v e l y grasped. From here i t i s only a step to 
the f o r m u l a t i o n of the musical scale as a standard to which 
to r e f e r the r e l a t i v e p o s i t i o n i n p i t c h of the notes used i n 
music. The h i s t o r y of the scale i s bound up w i t h the h i s t o r y 
of the whole a r t of music. The emergence of the notes which 
form the modern d i a t o n i c scale i s p a r t l y due to the n a t u r a l 
a f f i n i t i e s and contrasts of sound, and i s p a r t l y a matter of 
slowly evolving convention. Thus, the r e l a t i o n s h i p of the 
unison and the octave i s n a t u r a l l y s e l f - e v i d e n t . So i s , to 
a c e r t a i n p o i n t , t h a t of the n a t u r a l perfect f i f t h . The major 
t h i r d , however, i s a conventional i n t e r v a l , not a n a t u r a l one. 

Herbert Spencer t e l l s us that music i n the form of song 
(2) 

developed from emotionally heightened speech. Many other 
a u t h o r i t i e s connect.the e a r l i e s t appearance of music w i t h the 
dance. There are s t i l l others who maintain that song 
(1) Helmholtz; The Sensationsof Tone, P.387. 
(2) Herbert Spencer, The O r i g i n and Function of Music. 
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developed independently of speech out of man's d e l i g h t i n the 
absolute beauty of tones and rhythms. "̂""̂  Whatever may have 
been the beginnings of the a r t , the f i r s t manifestation of 
song was probably i n the form of a sin g l e sustained note, 
perhaps the accompaniment to some p r i m i t i v e form of dance-
r i t u a l . When the monotony of t h i s s i n g l e note was r e l i e v e d 
by a second sustained note at another p i t c h , there was, i n 
i t s essence, the art-form of music. This second note has been 
placed as occu r r i n g about a perfect f o u r t h below the f i r s t , 
though t h i s would be subject t o considerable v a r i a t i o n . Such 
a r e l a t i o n s h i p , besides being f e l t as a strong contrast i n 
pi t c h - v a l u e , also possessed the s i g n i f i c a n c e of external 
r e a l i t y . I t could, f o r example, be produced by a merely me
cha n i c a l adjustment of.the same s t r i n g which v i b r a t e d as a 

(2) 
whole t o the f i r s t note. Moreover, i n a resonant bass voice 
i t could be heard as a const i t u e n t of the fundamental note. 

These examples are s u f f i c i e n t to show that the choice of 
the basis of the r e l a t e d notes of music depends p a r t l y on 
p h y s i c a l and p a r t l y on aesthetic p r i n c i p l e s . The physical 
p r i n c i p l e s which are at the back of the formal r e l a t i o n s h i p s 
of music are such as "can be deduced according to the laws of 
n a t u r a l science from the physical nature of sounds, and from 
(1) Ernest Newman^"Spencer and the O r i g i n of Music": i n 

Musical Studies. 
(2) Pythagoras stretched s t r i n g s i n order to f i x the p i t c h 

of the r e l a t i v e notes used i n music. 
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(1) 
t h e i r known p h y s i o l o g i c a l e f f e c t s on the human ear." The aes
t h e t i c p r i n c i p l e s are those which have "re s u l t e d from the free 

a c t i o n of the human mind; independently of any physical con-
(2) 

s i d e r a t i o n s . " This we may see i n the modifications which 
are c o n t i n u a l l y t a k i n g place i n the con s t r u c t i o n of scale 
systems, and to a very advanced degree i n the gradual change 
i n the treatment of dissonance from before the seventeenth 
century up to modern t i m e s . B u t " i n many cases the aes
t h e t i c p r i n c i p l e s which have r u l e d the forms of music have not 
been Q e n t i r e l y j a r b i t r a r y , but derived from some more general 
laws t h a t admit of being studied and conceived."^^^It may thus 
be conceived t h a t "the a r t i s t s who o r i g i n a t e d these forms have 
done so unconsciously according t o some n a t u r a l promptings 
which' have forced upon them the u l t i m a t e attainment of the best 
forms of combination." As we have seen i n the example on 
pagelOSregarding the establishment of the dominant or perfect 
f o u r t h below (or perfect f i f t h above) a p a r t i c u l a r note, as 
being i n marked aesthetic contrast to t h a t note, i t i s possible 
to t r a c e the forming of the simplest p i t c h - r e l a t i o n s h i p s of 
music back to a c o u s t i c a l laws. 
(1) W. Pole, The Philosophy of Music, Chapter I . 
(2) I b i d . 
(3) This has already been r e f e r r e d to i n Chapter 11. B r i e f l y , 

before l600 dissonance required both preparation and 
r e s o l u t i o n . From then to the t w e n t i e t h century prepara
t i o n was dispensed w i t h , but r e s o l u t i o n was s t i l l a r t i s 
t i c a l l y necessary. I n modern music dissonance requires 
n e i t h e r preparation nor r e s o l u t i o n . 

(4) I b i d . - P / 3 . Pole here r e f e r s to the arguments put forward by 
Helraholtz, i n "The Sensationsof Tone." Chapter X I I I . 

(5) W. Pole, The Philosophy of Music, P.13. 



110. 

But even these simple, fundamental r e l a t i o n s h i p s have 
been g r e a t l y modified during the ev o l u t i o n of music. Such 
mo d i f i c a t i o n s have been p a r t l y the r e s u l t of a r b i t r a r y changes 
made by musicians, as, f o r example, the t a k i n g over by Pope 
Gregory I I I of a debased form of the ancient Greek modes as 
the basis of Ohurch Music. They also are the r e s u l t of the 
l i m i t a t i o n s imposed on musical sounds by the te c h n i c a l d e f i 
c i e n c i e s of the instruments which produce them. For example, 
the system of equal temperament was adopted as a d i r e c t r e 
s u l t of the d i f f i c u l t y of modulating to remote keys on c e r t a i n 
instruments tuned to j u s t i n t o n a t i o n . F i n a l l y , there are the 
mo d i f i c a t i o n s imposed by a r t i s t i c expediency. Such i s the 
explanation of those pioneer e f f o r t s made by many composers 
of today i n order t o escape from outworn musical t r a d i t i o n s , 
such as the discarding of t o n a l i t y . I t was a r t i s t i c expedien
cy which l e d Beethoven t o w r i t e music beyond the resources of 
the instruments at his command; j u s t i f i a b l e since he thus 
a n t i c i p a t e s many o f the developments of today. This i s also 
the j u s t i f i c a t i o n of Mozart's w r i t i n g the famous discordant 
passage i n the I n t r o d u c t i o n to the 0 Major quartet of I785. 
Thus we see tha t the choice of the degrees of p i t c h used i n 
modern music was constrained p a r t l y as the r e s u l t of n a t u r a l 
laws, and p a r t l y owing to the modifications of these laws by 
c e r t a i n a r b i t r a r i l y framed conventions. 
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I t i s now necessary to describe how we locate and i d e n t i 
f y the p i t c h - p o s i t i o n of a musical sound as being such and 
such. The perception of the p i t c h of sound has been explained 
by Helmholtz as being due to the sympathetic v i b r a t i o n , set up 
by sound v i b r a t i o n s , of the b a s i l a r membrane of the inner ear. 
D i f f e r e n t parts of t h i s organ are attuned to sounds of d i f f e r 
ent p i t c h , and respond only when these p a r t i c u l a r v i b r a t i o n s 
occur. ̂ "̂ ^ Thus air-waves reach the ear, are propagated along 
the passage, and cause corresponding v i b r a t i o n s or tremors i n 
the drum-membrane. These are communicated to the auditory 
nerve and from thence are t r a n s f e r r e d to the b r a i n . When a 
si n g l e musical note i s sounded the e f f e c t of t h i s stimulus i s 
t r a n s f e r r e d through the a i r as a single compound wave; since 
a musical note i s not a simple tone but a compound one, i n c l u d 
i n g a fundamental tone and i t s overtones. The ear has the 
f a c u l t y of analysing any compound wave submitted to i t , and 

presents those elements which form i t separately and indeoen-
(2) 

d e n t l y to the mind. ' There they are reassembled to form the 
musical note. When a number of musical notes are sounded 
simultaneously, as i n o r c h e s t r a l music, there i s a s i m i l a r 
only "more complex process. The f i n a l e f f e c t i s not a confused 
noise because of the c o n f l i c t i n g nature of the many overtones; 

(1) Helmholtz, The Sensations of Tone; Chapter V I . Pp.l88ff. 
(2) Ohm's Law. The ear refuses to recognise any sound-wave 

unless of the simplest form. Consequently i t must 
discover the simple elements of a compound wave and 
make them separately audible. 
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f o r the notes are reassembled i n the mind according to the 
experience which the subject has had i n assigning notes of a 
p a r t i c u l a r q u a l i t y to c e r t a i n instruments. ̂  The perception 
of the d i r e c t i o n from which c e r t a i n sounds proceed helps to 
s i m p l i f y the c o r r e c t assigning of the d i f f e r e n t notes to the 
instruments which produced them. Sight also plays a more 
important part than i s r e a l i s e d i n the d i s c r i m i n a t i n g of the 
tone-values of d i f f e r e n t instruments. The sight of the rh y t h 
mical bowing of the v i o l i n s i n unison, f o r example, or the 
play of the f i n g e r s on a wind-instrument may help a l i s t e n e r 
t o assign c e r t a i n notes or passages, the source of which 
puzzles him, to the r i g h t instrument. I n a t t e n t i v e l i s t e n i n g , 
moreover, he i s also helped by the coherence of the passage 
virhich i s given to a p a r t i c u l a r instrument. But rec o g n i t i o n 
of timbres i n l i s t e n i n g to o r c h e s t r a l music i s pre-eminently 
a matter of f a m i l i a r i t y and association. The t r a i n e d l i s t e n e r 
i s at once aware t h a t c e r t a i n groups of fundamental and p a r t i a l s 
mean a p a r t i c u l a r instrument. 

But i n order that the l i s t e n e r may perceive the progres
sive p i t c h - r e l a t i o n s h i p s of the series of notes which ( e i t h e r 
s i n g l y or combined) make up music, there must be some c e n t r a l 
p o i n t to which they can be r e l a t e d . This occurs when he hears 
notes i n r e l a t i o n to a key. Perception of key-relationship i n 

( l ) Helmholtz, The Sensations of Tone, P.98. 
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music involves the r e c o g n i t i o n of t o n a l i t y . The psychological 
necessity of a t o n a l centre to which to r e l a t e notes so that 
t h e i r formal r e l a t i o n s as music might be understood i s the 
un d e r l y i n g p r i n c i p l e on which has been founded our whole l i t e r 
a ture of music during the l a s t three hundred years. Up to the 
t w e n t i e t h century k e y - r e l a t i o n s h i p formed the basis of musical 
form. A l l music had, t i l l then, been w r i t t e n " i n t o n a l i t y . " 
Therefore an extended perception of the r e l a t i o n s h i p s of "key" 
and " t o n a l i t y " i s necessary to the tr u e appreciation of the 
formal ( t h a t i s , the musical) s i g n i f i c a n c e of t h i s music. 
Even the p r i n c i p l e s of contemporary music are based on an 
i m p l i c i t r e c o g n i t i o n of the associative value of the t r a d i 
t i o n a l conventions of t o n a l i t y . So f i r m l y , indeed has t o n a l i t y 
become established as the p r i n c i p l e underlying a l l p i t c h com
b i n a t i o n s , t h a t the perception of music as being i n t o n a l i t y 
has become almost i n s t i n c t i v e . Such developments as p o l y t o n a l -
i t y , the whole-tone scale system, or any a r b i t r a r i l y chosen 
t o n a l i t y system l i k e those framed by Schdnberg, cannot, at the 
present day, be heard as absolute systems. The e f f e c t of the 
long ^established c l a s s i c a l t o n a l i t y system may be no more than 
a sub-conscious one, but i n the response t o music w r i t t e n i n 
other systems i t i s impossible to r u l e out i t s underlying 
i n f l u e n c e . I t i s inconceivable that the human ear, which f o r 
so long has been accustomed to music w r i t t e n i n the c l a s s i c a l 
t o n a l i t y , can now disregard i t e n t i r e l y . The growth of t o n a l i t y 
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and i t s influence on l i s t e n i n g have been slow, but since, l i k e 
most of the conventions on which music i s based, i t has a foun
d a t i o n of n a t u r a l law, i t s e f f e c t has been far-reaching. ̂ '̂ ^ 
How i s i t possible to throw c l a s s i c a l t o n a l i t y aside i n a 
s i n g l e moment, and set up euaother system which has not grad
u a l l y evolved along w i t h the music expressed according to i t s 
laws as Schonberg and his school wish us to do? 

Whatever, i n the f u t u r e , may be our re a c t i o n to music 
w r i t t e n according to atonal (=> other than t o n a l i t y ) systems, 
at the present day i t must be modified by the t r a d i t i o n a l 
associations of t o n a l i t y . Thus we see t h a t the perception of 
p i t c h - r e l a t i o n s h i p s i n music i s bound up w i t h a deep-rooted 
r e c o g n i t i o n of the fundamental nature of t o n a l i t y modifying the 
a t t i t u d e to music, whether the music i s f e l t as expressed i n 

(2) 
terms of t o n a l i t y or as being d i f f e r e n t from i t . 

(1) Helmholtz traces the development of the c l a s s i c a l European 
t o n a l i t y system to i t s root i n the major common chord as 
i t occurs i n the harmonic series. Since i n i t s n a t u r a l 
physical occurrence the major common chord i s made up of 
tones whose v i b r a t i o n numbers are r e l a t e d i n simple 
r a t i o s , Helmholtz suggests th a t the re c o g n i t i o n of such 
a perfect n a t u r a l r e l a t i o n s h i p makes the chord funda
mentally and i n h e r e n t l y s a t i s f y i n g . The major common 
chord, as we know i t , no longer possesses the same u n i t y 
of p h y s i c a l r e l a t i o n s h i p . But though i t i s now only an 
approximation to the t r u e combination i t has become 
stamped by custom as the basis of the harmonic system 
of European music. I t i s s t i l l recognised as aesthetic
a l l y s a t i s f y i n g and i s the expression, i n music, of per
f e c t s t a b i l i t y . Helmholtz, The Sensations of Tone. 
Chap. X I I . P.332. 

(2) But though t o the European mind the c l a s s i c a l t r a d i t i o n of 
t o n a l i t y has thus become more than an aesthetic convention, 
and through long f a m i l i a r i t y has even acquired almost i n 
s t i n c t i v e f o r c e , yet we must remember that "beside i t , 
and before i t , other t o n a l systems have been developed 
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Footnote Continued 
from other p r i n c i p l e s , and tha t i n each system the 
highest p i t c h of a r t i s t i c beauty has been reached 
by the successful s o l u t i o n of more l i m i t e d problems, 
Helmholtz, 'The Sensations of Tone, P. 382. 
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I n f o l l o w i n g music at the perceptual l e v e l , to r e c a p i t 
u l a t e , notes ( i . e . p oints f i x e d i n p i t c h according to aes
t h e t i c convention based on n a t u r a l law) are immediately 
perceived to be i n r e l a t i o n s h i p to one another, both through 
t h e i r o c curring together, and through t h e i r i n t r i n s i c r e l a 
t i o n s h i p s to a common t o n a l centre, or key, the r e c o g n i t i o n 
of which involves an i m p l i c i t acceptance of the t o n a l i t y 
system. ̂ •^^But not only must the immediate p i t c h - r e l a t i o n s h i p s 
of notes be r e a d i l y or i n t u i t i v e l y perceived; they must also 
be grasped i n t h e i r musical r e l a t i o n s h i p s , as making up a 
developing a r t - f o r m . The f i r s t depends on the n a t u r a l scope 
of the span of a t t e n t i o n and the degree i t can be developed 
t o embrace more and more s i n g l e pitch-elements as forming a 
r e l a t e d group. The second comprises a l o g i c a l development 
of thought i n which the perception of the balanced contrast 
of such i n t e r n a l l y r e l a t e d groups i s extended u n t i l i t has 
i n v o l v e d a complete grasp of t h e i r f i n a l r e c o n c i l i a t i o n , which 
corresponds w i t h the end of the music. The f u r t h e r analysis 

( l ) Should the music be w r i t t e n i n a new t o n a l i t y system, 
dodecaphony f o r example, or any other system which 
lacks the stamp of t r a d i t i o n a l usage, then the r e l a 
t i o n s h i p s of notes are harder t o perceive at a f i r s t 
hearing, and w i l l continue d i f f i c u l t to grasp u n t i l 
the new system has acquired a'certain hold through 
f a m i l i a r i t y . Often music w r i t t e n according to a new 
system appears simple on paper, but i s d i f f i c u l t to 
understand through the ear. The f o l l o w i n g example 
from Schonberg's " P i e r r o t Lunaire" may appear musical 
jargon even to c u l t u r e d l i s t e n e r s . I t seems to be 
w r i t t e n according to p r i n c i p l e s founded on a purely 
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Footnote Continued. 
i n t e l l e c t u a l or mathematical basis, and not i n accord
ance w i t h the n a t u r a l preference of the ear f o r p a r t i c u 
l a r groupings or arrangements of sounds. 

r .1 
6 p. 

"̂ 1 1 

3 Z 

b7' ^ 1 

The f o l l o w i n g system of twelve notes, whose i n t e r v a l s are 
symmetrically arranged about a c e n t r a l axis i s used by 
Anton von ?/ebern i n his "Symphony f o r Small Orchestra." 
But the knowledge of t h i s system does not help the 
ordinary l i s t e n e r to understand the music. 
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Footnote Continued. 

-in 

I t i s s i g n i f i c a n t t h a t twenty years before the emergence 
of t h i s modern school of composition w i t h i t s bias 
towards i n t e l l e c t u a l i s m at the expense of the aesthetic 
value of b e a i ^ t i f u l sound i n music, the Viennese aes-
t h e t i c i a n Hauslick quoted G r i l l p a r z e r IX, 142, i n 
support of h i s statement that the elements of music "are 
i n some o c c u l t manner connected w i t h each other by 
c e r t a i n n a t u r a l a f f i n i t i e s " which "are i n s t i n c t i v e l y 
f e l t by every experienced ear." - "The e f f e c t of music 
. . . i s perceived and assimilated d i r e c t l y by the 
senses, and the v e r d i c t of the i n t e l l e c t comes too l a t e 
to c o r r e c t the d i s t u r b i n g f a c t o r of ugliness." 
(The B e a u t i f u l i n Music. Pp. 7I & J2 and Footnote to 
P.72.) This c r i t i c i s m may be p e r t i n e n t l y applied to 
some of the works of modern composers. Often the 
"noise obscures the meaning," f o r "the extraordinary 
changes i n idiom or method of musical expression" and 
t h e i r "strangeness of sound prejudice the musical public 
against the i n t e l l e c t u a l reception of contemporary 
music." (H. J. Foss, Music i n My Time . Pp. 58 f f . ) 
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of t h i s process which, e i t h e r d i r e c t l y or i n d i r e c t l y , c a l l s 
i n the f u n c t i o n i n g of higher centres, I must leave u n t i l 
l a t e r . "̂̂ ^ Though perception can be extended to embrace i n 
cr e a s i n g l y complex and longer musical progressions as r e l a t e d , 
the grasp of the complete system of t o n a l r e l a t i o n s h i p s as 
forming a s i g n i f i c a n t a e s thetic whole i s no longer experience 
at the perceptual l e v e l . I t involves memory-activity and imag
i n a t i o n , since i t implies both a b i l i t y to r e c a l l past r e l a t i o n 
ships and to f o r e t e l l new developments on t h e i r analogy, and 
thus permits of a c o n s t r u c t i v e grasp and i n t e r e s t i n the formal 
s i g n i f i c a n c e of music - the u n i t y made up of these r e l a t e d 
groups. 

The span of a t t e n t i o n (or consciousness) represents the 
extent of the perception of a series of s t i m u l i which are 
d i r e c t l y perceived as possessing i n t e r n a l u n i t y or s t a b i l i t y . 
I t i s an immediate perception, being determined i n i t s extent 
p a r t l y by the n a t i v e capacity of the subject, and the degree 
to which h i s r e c e p t i v i t y has been developed through t r a i n i n g 
or experience. I t also depends p a r t l y on the nature of the 
s t i m u l i . I n l i s t e n i n g to music at the perceptual l e v e l a t t e n 
t i o n i s r e s t r i c t e d to s t i m u l i o b j e c t i v e l y present, and hence 
excludes the operation of memory proper, and of imagination. 
I n the perception of a musical progression of auditory s t i m u l i , 
e.g. a melody, or chords i n harmony, the progression i s f i r s t 

(1) See Chapter V I I . 
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of a l l recognised as a progression. That i s , the perception 
of any one note, or group of notes i n a composite whole l i k e 
a chord, i s determined by the preceding and succeeding notes. 
A note i s responded to i n i t s environment. "Melody," there
f o r e , "can be present i n consciousness only i f the response 
to a f i r s t tone c a r r i e s over the response to a second tone. 
Harmony i n i t s a r t i s t i c form e x i s t s only i f a preceding chord 
leads i n t o a succeeding chord. Rhythm e x i s t s only when the 
time-distances between at l e a s t three pulses are given. "̂ "̂ ^ 
Dr. Ortm.ann, from whom I have quoted these statements, follows 
them w i t h the conclusion: "Without perception there can be 
no melody, no harmony, no rhythm. The r u l e of melodic and 
harmonic succession, and of rhythmical d i v e r s i t y have been 

(2) 
formulated as a r e s u l t of the existence of perceptual reaction." 
This i s obviously t r u e . Nevertheless, the re c o g n i t i o n of the 
coherence of n o t e - r e l a t i o n s h i p i n music i s not merely achieved 
by the grasp of notes as simply occurring together. They must 
be grasped i n a f o r m a l l y connected way, as we s h a l l see l a t e r ? ^ 

But t h e i r p o s i t i o n i n the span of consciousness i s import
ant from the point of view of perception. I n the space of 
consciousness there can be present only a l i m i t e d number of 
elements, some d e f i n i t e , at the f o r e f r o n t of a t t e n t i o n ; others 
f a r less d e f i n i t e and only on the f r i n g e of a t t e n t i o n . That 
(1) Otto Ortmann, "Types of L i s t e n e r s " ; i n The E f f e c t s of 

Music, e d i t e d by Max Schoen, P.54. 
(2) I b i d . 
(3) See Chapter V I I . 
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i s , the d i f f e r e n t sound-stimuli possess value r e l a t i v e to 
t h e i r p o s i t i o n i n the span of consciousness at any given 
moment. I n musical experience some sounds may remain only 
on the f r i n g e of consciousness, never r e c e i v i n g i n d i v i d u a l 
a t t e n t i o n . A good example of t h i s i s the e f f e c t of the accomp
animents i n bass and t r e b l e which are subordinated to the 
combined fugue and prelude theme i n the l a s t part of Cesar 
Franck's Prelude, Choral and Fugue. These a d d i t i o n a l notes 
help to swell the cumulative f o r t i s s i m o e f f e c t by making a 
harmonic background of which we are only vaguely aware. 

I n the climax j u s t before the cadenza of the same work 
there i s a chord-passage leading up to a crashing dominant 
seventh on Y^jf- . Here i t i s the general dissonant e f f e c t of 
C major common chords over a pedal Y^n^ which occupies the 
a t t e n t i o n , not the r e l a t i v e e f f e c t of each separate chord. • 
This progression and the cadenza which folloxi^s i s f e l t as 
leading up to the f i n a l r e s o l u t i o n which comes w i t h the r e t u r n 
of the prelude theme i n B Minor. The discordant elements i n 
t h i s passage are "held i n suspension" as i t were, the a t t e n t i o n 

(2^ 
w a i t i n g expectantly f o r the f i n a l r e t u r n of the t o n i c key. ̂  ' 

A p a r a l l e l e x i s t s between the e f f e c t of t h i s passage on 
the l i s t e n e r , and the s i l e n t reading of a sentence. We do not 
(1) Cesar Franck. Prelude Choral and Fugue. See Fugue, 

Bars 178 f f . 
(2) Cesar Franck. Prelude Choral and Fugue. See Fugue, -

Bars 127, 128, 129 - leading to cadenza and r e -
entrance of prelude-theme at bar 154. 
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stop to consider each word separately, nor do we s p e l l i t , 
though we should notice the f a c t , i n a l l l i k e l i h o o d , were i t 
wrongly s p e l t . The mind holds each separate element l i g h t l y , 
ready t o d i r e c t i t s meaning towards any goal to which the 
sentence as i t hears completion, tends. Often, as i n our 
experience of the passage from Cesar Franck, we only f i n d the 
key to the understanding of the whole sentence i n the l a s t 
word. Or we may perhaps see where i t i s leading before we 
have progressed beyond the f i r s t two or three words, j u s t 
as we o f t e n f o r e t e l l the d i r e c t i o n - o f an obvious musical 
progression. 

Pursuing t h i s analogy we f i n d t h a t through a l l the suc
ceeding stages the i n t e r e s t i s sustained, although the meaning 
may sometimes remain i n abeyance u n t i l the complete thought i s 
formulated. Or j u s t as we do not bother to read the whole sen
tence c a r e f u l l y , and skimming over the grammatical s t r u c t u r e 
s i n g l e out s a l i e n t words, so we may catch the thread of the 
music without t r o u b l i n g to f o l l o w every d e t a i l . We are f a r 
more l i k e l y to do t h i s than to consider each note, chord, or 
even phrase as a separate e n t i t y . They are a l l i n t e r p r e t e d as 
p a r t s of a whole. The musical meaning of each note, chord or 
phrase i s thus r e l a t i v e to i t s p o s i t i o n . What sounds r i g h t 
and musically l o g i c a l i n one place may not therefore sound 
l o g i c a l and i n e v i t a b l e i n another. 
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P o s i t i o n i n the musical context has a noticeable e f f e c t 
on the r e l a t i v e f e e l i n g - t o n e of a p a r t i c u l a r d i o r d . I n the 
foll o ? / i n g example the chord of the added s i x t h has a d i f f e r 
ent e f f e c t when preceded by a v a r i a t i o n of i t s e l f , as at (a), 
from i t s e f f e c t when preceded by a common chord on the same 
bass note as at ( b ) . 
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I n example ( a ) , there i s a m.ovement from i n s t a b i l i t y to less 
i n s t a b i l i t y ; from unrest to comparative r e s t . I n example 
(b) there i s an opposite movement, from s t a b i l i t y to i n s t a b i l 
i t y - from a p o s i t i o n of r e s t to one of unrest. I t can be 
r e a l i s e d from t h i s example why the disagreeable feeling-tone 
aroused by any discord becomes a matter of r e l a t i v e rather 
than absolute unpleasantness i n music. The absolute degree 
of disagreeable f e e l i n g - t o n e of any discord depends on the 
number and nature of the dissonant i n t e r v a l s i n the chord 
i n p r o p o r t i o n to the number of (conventional) consonant i n t e r 
v a l s i t contains. 

( l ) I t i s the amount of clash or coincidence of the over
tones belonging to the notes of a chord which deter
mines i t s consonant or dissonant value. 
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I n a c t u a l f a c t , the degree of dissonance of any chord i s f e l t 
as r e l a t i v e to i t s musical context. What.is f e l t as harshly 
discordant i n a simple harmonic passage may have an almost 
consonant e f f e c t i n music w r i t t e n i n an extreme modern s t y l e . 

These foregoing examples show how the r e l a t i v e value of 
the elements which are included i n the perceptual response 
depends on t h e i r p o s i t i o n . Can we assume that these elements, 
notes, chords, e t c . , can be grasped as r e l a t e d through the 
connection of p r o x i m i t y alone? That i s , i s the r e l a t i o n s h i p 
of "togetherness" a s u f f i c i e n t a r t i s t i c j u s t i f i c a t i o n f o r 
t h e i r combination? As has been pointed out, the perception 
of n o t e - r e l a t i o n s h i p u s u a l l y c a r r i e s w i t h i t an i m p l i c i t 
reference to a fundamental p r i n c i p l e of p i t c h - r e l a t i o n s h i o , 
such as a t o n a l i t y system. But can a note-progression be 
recognised as v i t a l l y r e l a t e d - as musically s i g n i f i c a n t -
without such i m p l i c i t reference to a t o n a l system? Whether 
notes occurring i n a series can be grasped without such r e f 
erence depends on the time-length of the progression; on the 
number of notes which form i t , and on the nature of the i n t e r 
v a l s between successive notes. I f these l a t t e r are not such 
as correspond w i t h the f a m i l i a r i n t e r v a l s of a f a m i l i a r t o n a l 
i t y they cannot be grasped at a f i r s t hearing, except i n the 
rare case where the subject possesses absolute p i t c h . For 
example, notes proceeding by i n t e r v a l s i n v o l v i n g quarter-tones, 
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or other i n t e r v a l s f o r e i g n to European music, are extremely 
d i f f i c u l t to grasp. Usually whatever the nature of the i n t e r 
v a l s there i s reference, i m p l i c i t or e x p l i c i t , to a key, or 
to a t o n a l i t y system. Certain f a m i l i a r or frequently occur
r i n g i n t e r v a l s ( l i k e the progression of the leading-note to 
the t o n i c ) are grasped i n t u i t i v e l y . A l l i n t e r v a l s occurring 
w i t h i n the d i a t o n i c scale can be grasped w i t h a minimum of 
p r a c t i c e by a normal musical subject. So also can many chro
matic i n t e r v a l s . The grasp of c e r t a i n chromatic i n t e r v a l s i s 
o f t e n based on t h e i r i m p l i e d connections w i t h a common key, 
or a system of keys. Some i n t e r v a l s may need to be thought 
out, made e x p l i c i t , before t h e i r r e l a t i o n s h i p can be grasped. 
That i s , they are consciously r e f e r r e d to a standard to which 
they are both i n t u i t i v e l y perceived to be r e l a t e d , i n order 
t h a t the r e l a t i o n s h i p between them may become apparent. This 
standard may be a key, a key-system, or a t o n a l i t y . 

A p r a c t i c a l i l l u s t r a t i o n of t h i s , though i n another f i e l d 
than l i s t e n i n g , may help to make my meaning clear. Reproduc
in g i s i n a sense a l l i e d to r e a l l i s t e n i n g , f o r , except where 
i t i s mechanical, the reproducer must l i s t e n inwardly i n order 
to reproduce accurately. Try to sing at sight the f o l l o w i n g 
three examples:— 
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I t i s e a s i e r t o f o l l o w them i n t e r i o r l y t h a n by a c t u a l s i n g i n g . 

The p r o g r e s s i o n o f the v o i c e from Bb to to G , i s easy 

enough i f t h e accompaniment i s d i s r e g a r d e d . - Doh t e l a h -

i n bJ? major, o r mi ( m i n o r ) r e doh, i n G minor, are a l l 

e a s i l y s i n g a b l e . But s i n c e aI? and have o c c u r r e d i n cl o s e 

p r o x i m i t y t o t h e A tj , and Qt^ , i t i s v e r y d i f f i c u l t t o s i n g 

t h e l a t t e r notes t r u l y a g a i n s t the accompaniment. A t r u e 

semi-tone i s more d i f f i c u l t t o s i n g than a l a r g e r i n t e r v a l 

under any circumstances. A t | i s almost c e r t a i n t o be sung too 

sharp. 

The d i f f i c u l t y i n f o l l o w i n g examples ( l ) , (2) and (3), 

e i t h e r a l o u d , o r i n w a r d l y , l i e s mainly i n t h e f a c t t h a t they 

a r e n o t composed o f f a m i l i a r p r o g r e s s i o n s which are recognised 

a t once as e s t a b l i s h i n g a p a r t i c u l a r key or t o n a l c e n t r e . 

The Wagnerian fragment, i n p a r t i c u l a r , i s angular as melody; 

The i n t e r v a l s cannot be grasped i n t u i t i v e l y by t h e o r d i n a r y 

s u b j e c t . Nor can t h e o r d i n a r y layman grasp them w i t h i m p l i c i t 

r e f e r e n c e t o a harmonic background ( i . e . t o a key, or key-

system) as the harmonies u n d e r l y i n g t h i s passage are too 

a b s t r u s e t o c o l o u r the music a s s o c i a t i v e l y . E i t h e r the pas

sage must become f a m i l i a r t h r o u g h r e p e t i t i o n , i n which case 

t h e n otes come t o be grasped as r e l a t e d t h r o u g h t h e i r proxim

i t y alone - a r e l a t i o n s h i p o f which i t i s d i f f i c u l t t o f e e l 

t h e l o g i c , and vtrhich, t o t h e normal m u s i c a l ear, i s u n s a t i s 

f y i n g and a l s o r a r e l y p o s s i b l e t o achieve unless t h e fragment 
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i s i s o l a t e d from i t s c o n t e x t f o r the purpose o f study - or a 

harmonic background ( i m p l y i n g r e f e r e n c e t o a s e r i e s o f chang

i n g keys) must be s u p p l i e d , e i t h e r e x p l i c i t l y o r i m p l i c i t l y . '̂̂ ^ 

Where t h e m u s i c i a n has a keen music a l p e r c e p t i o n t h e r e may be 

o n l y i m p l i c i t r e f e r e n c e . Thus the f i r s t f i v e notes may be 

heard as o c c u r r i n g i n the key o f 0 Minor; the F:frbecoraes "not 

G", and as such p r o v i d e s the maximum amount o f chromatic con

t r a s t , o c c u r r i n g as i t does on a long and accented n o t e . This 

might be s a i d t o be the c l i m a x o f the phrase. The l a s t f i v e 

n o t e s are heard i n r e l a t i o n t o the key o f E? major, which 

conveys an i m p l i c i t r e f e r e n c e t o C minor, i t s r e l a t i v e minor 

key. The change t o E') major a f t e r t h e i m p l i e s e i t h e r a r e 

c o g n i t i o n o f t h e a b s o l u t e p i t c h - v a l u e o f a semi-tone, or f a m i l 

i a r i t y w i t h a c h r o m a t i c chord c o n t a i n i n g F^, which w i l l serve 

as a l i n k between C minor and E'i'major. I f the passage i s 

t h o u g h t about, however, i t i s most l i k e l y t h a t t h e melody w i l l 

be f e l t t o convey a m o d u l a t i o n from C minor t o E ^ major, com

p l i c a t e d by the i n s e r t i o n o f a note remote t o b o t h keys. That 

t h i s n ote occurs a t the m u s i c a l c l i m a x makes t h e t e n s i o n most 

s t r i k i n g . The a r t i s t i c purpose of t h i s e f f e c t m i l i t a t e s a g a i n s t 

F;|f b e i n g f e l t as t h e e n h a r m o n i c a l l y changed G^ , the minor 3rd 

o f E b . Such an enharmonic change would not occur i n a passage 

f o r t h e v o i c e . G b i s a l s o l e s s e f f e c t i v e i n t h i s c o n t e x t 

s i n c e i t i s more c l o s e l y r e l a t e d t o b o t h C minor and El? major, 

(1) c f . Chapter V I I . 
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and t h e r e f o r e p r o v i d e s l e s s c o n t r a s t t h a n F-^ . Wagner e v i 
d e n t l y had an onametapoeic e f f e c t i n mind here, and t h e use 
o f t h e r e i n t r o d u c e s a s h r i l l harsh remoteness su g g e s t i v e o f 
t h e west wind. This passage i s hard t o s i n g , since t h e r e i s 
no accompaniment t o guide t he v o i c e . Melodies, on the o t h e r 
hand, o f t r a d i t i o n a l t y p e and form ( a c c o r d i n g t o the p r i n c i p l e s 
o f k e y - r e l a t i o n s h i p ) are e a s i e r t o s i n g or t o f o l l o w than 
passages l i k e t h e examples quoted. The mu s i c a l i n t e r e s t l i e s 
i n t h e readiness w i t h which t h e y can be grasped, and on whether 
t h e r e l a t i o n s h i p s are f e l t as m u s i c a l l y s a t i s f y i n g and s i g n i f i 
c a n t . The r e a d i n e s s w i t h which they are grasped i s p a r t l y 
dependent on the simple and obvious n a t u r e o f t h e i n t e r v a l s , 
o r on t h e f a c t t h a t an a p p r o p r i a t e harmonic background may be 
s u p p l i e d imaginatively.^"'"^ ( l am here concerned o n l y w i t h the 
o b j e c t i v e a s p e c t ) ( ^ ^ There i s t h e r e f o r e u s u a l l y i m p l i c i t 
r e f e r e n c e t o a t o n a l i t y system.. 

~T) Chapter V I I . 
2) A s i m i l a r i l l u s t r a t i o n o f the importance o f the i m p l i c i t 

r e f e r e n c e t o a key i n t h e p e r c e p t i o n o f i n t e r v a l s 
occurs i n t h e e a r - t e s t s which form p a r t o f elementary 
music exa m i n a t i o n s . Simple i n t e r v a l s are d i r e c t l y 
p e r c e i v e d (and named, though naming i s not im p o r t a n t 
t o my case ) th r o u g h an i m p l i c i t r e f e r e n c e t o the key 
i n which they occur. I n the case o f more complex i n t e r 
v a l s , such as t h e d i m i n i s h e d 5"̂ ^ between B and F i n 
r e l a t i o n t o a g i v e n note E> , f o r example, t h e r e l a t i o n 
o f the i n t e r v a l i n q u e s t i o n t o t h e gi v e n note i s o n l y 
i n exceptio^nal cases a matter o f d i r e c t p e r c e p t i o n . 

e.g. 
? bo 

The r e l a t i o n s h i p may have t o be e x p l i c i t l y f o r m u l a t e d 
i n any o f s e v e r a l wq-ys. F i r s t , b o t h B and F may be 



126a. 

F o o t n o t e Continued. 
r e l a t e d t o t h e key o f E > ; t he one re c o g n i s e d as an 
augmented f i f t h above, and the o t h e r a major n i n t h 
above. Or Ej? may be f e l t as D# , i n which case B i s 
r e c o g n i s e d as a minor s i x t h above. 

The s u b j e c t may a l s o i m m e d i a t e l y p e r c e i v e B t o 
F t o form a d i m i n i s h e d f i f t h f r om h i s f a m i l i a r i t y w i t h 
t h a t i n t e r v a l ; and may r e l a t e i t d i r e c t l y to E jp as 
the mediant o f C minor, i n which t h e i n t e r v a l occurs. 
The a c t u a l s u p p l y i n g o f names i s not the im p o r t a n t p a r t 
of t h i s a n a l y s i s ; t h e i m p o r t a n t t h i n g i s t h a t the r e 
l a t i o n s h i p s o f i n t e r v a l s which cannot be i n t u i t i v e l y 
grasped i n themselves, or which cannot be taken f o r 
g r a n t e d because they are f a m i l i a r , i s r e c o g n i s e d by 
f o r m u l a t i n g them i n t h e i r r e l a t i o n s t o a fundamental 
known system which i n c l u d e s b o t h notes. By experience 
and a s s o c i a t i o n t he s u b j e c t l e a r n s t o l i s t e n t o notes 
as o c c u r r i n g i n p a r t i c u l a r keys. T o n a l i t y thus i n 
d i r e c t l y determines t he scope o f p i t c h - p e r c e p t i o n . 
Unless the s u b j e c t possesses a sense of a b s o l u t e p i t c h , 
he r e l i e s on g r a s p i n g m u s i c a l i n t e r v a l s t h r o u g h t h e i r 
o ccurrence i n a f a m i l i a r t o n a l i t y system. T r a i n i n g i n 
p i t c h - p e r c e p t i o n soon i n c r e a s e s t he power o f t a k i n g 
complex r e l a t i o n s h i p s f o r g r a n t e d , w i t h o u t having r e -
-course t o such complex processes as I have d e s c r i b e d ; 
f o r t h e r e soon comes a time when t h e r e need no longer 
be conscious r e f e r e n c e t o the l a r g e r i n c l u s i v e r e l a 
t i o n s h i p which was once c a l l e d upon i n o r d e r t o e l u c i 
date i n t e r v a l e once t o o d i f f i c u l t t o be immediately 
apprehended. 
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E x p e r i m e n t a l evidence as t o the g r e a t e r ease w i t h which 

n o t e s o f a melody i n t o n a l i t y can be f o l l o w e d i n comparison 

w i t h t h a t i n which the notes o f a melody i n n o n - t o n a l i t y are 

f o l l o w e d , i s not l a c k i n g . O t t o Ortmann concludes from e x p e r i 

ments t h a t "When tones were g i v e n on the piano i n n o n - t o n a l i t y , 

i . e . i n an u n f a m i l i a r environment, and when these tones f o l l o w 

one another at t h e r a t e o f a p p r o x i m a t e l y one per second, the 

memory span, o r number o f tones t h a t i s h e l d as a u n i t y i n 

consciousness v a r i e s from two ( f o r very young and a u d i t o r i a l l y 

weak persons) t o s i x or seven f o r o l d e r o r t a l e n t e d persons. 

I n t h e case o f melodies i n t o n a l i t y , t h e r e i s abundant evidence 

o f t h e g r e a t e r ease w i t h w h i c h these can be grasped at a s i n g l e 

h e a r i n g . M u s i c a l h i s t o r y r e c o r d s cases where musicians have 

grasped, not a simple melody o f h a l f a dozen notes, but whole 

c o m p o s i t i o n s , a t a s i n g l e h e a r i n g . The ease w i t h which t o n a l 

i t y melodies can be grasped i s due t o t h e f a c t t h a t such melo

d i e s a f f o r d more p o i n t s o f c o n t a c t w i t h t h e l i s t e n e r ' s back

ground o f m u s i c a l experience t h a n t he n o n - t o n a l i t y melodies. 

He can "take more f o r g r a n t e d " i n t h e former experience, and 

,.(1) 

(2) 
t h u s t h e span o f h i s a t t e n t i o n can be extended t o wider l i m i t s . 

But would t h e p e r c e p t i o n o f successive notes o c c u r r i n g t o 

g e t h e r i n a com.mon r e l a t i o n s h i p t o some f a m i l i a r t o n a l i t y system 

( 1 ) O t t o Ortraann, "Types o f M u s i c a l L i s t e n e r s " i n The E f f e c t s 
o f Music ̂  e d i t e d by Max Schoen. P.55. 

(2) See Chapter V I I . 
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be enough t o e s t a b l i s h a r e c o g n i t i o n o f t h e i r m u s i c a l coher

ence? S e t t i n g a s i d e f o r t h e moment the q u e s t i o n o f t i m e -

r e l a t i o n s h i p and the u n i o n o f p i t c h - and t i m e - r e l a t i o n s h i p i n 

th e phrase, t h e sentence and t h e paragraph, e t c . , a l l o f which 

must e n t e r i n t o t h e a n a l y s i s o f the extended grasp o f a com

p l e t e m u s i c a l work, l e t us examine how f a r t h i s r e c o g n i t i o n 

o f p i t c h - r e l a t i o n s h i p as o c c u r r i n g i n t o n a l i t y i s s a t i s f y i n g . 

That i s , w i t h o u t t a k i n g i n t o account t he r e l a t i v e d u r a t i o n o r 

emphasis o f notes and c o n s i d e r i n g o n l y t h e degrees i n p i t c h 

by w h i c h t h e y move, we ask, what c o n s t i t u t e s t h e i r v a l u e as 

music? Do they become m u s i c a l l y coherent - a e s t h e t i c a l l y s a t i s 

f y i n g - s i m p l y because they happen t o occur t o g e t h e r , and can 

a l s o be grasped i n r e l a t i o n t o a t o n a l i t y system? 

Take, f o r example, t h e c h o r a l ode o f Beethoven's N i n t h 

Symphony, Why are these notes combined i n t h i s way so s a t i s 

f y i n g ? The same no t e s , d i f f e r e n t l y arranged would not convey 

t h e same m u s i c a l meaning. The chords which make up t h e f o l l o w 

i n g phrase are grasped as a s i g n i f i c a n t m u s i c a l p r o g r e s s i o n . 

As t h e y stand, t h e y are m u s i c a l l y i n t e l l i g i b l e and a r t i s t i c a l l y 

e f f e c t i v e . 

r - f - " — r i 
-t-— — — 
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From 
Bach's 

St.John 
Passion. 
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The p e r c e p t u a l response t o music i m p l i e s t h e r e f o r e p e r c e p t i o n 

o f o r d e r . Notes are p e r c e i v e d t o be i n a c e r t a i n o r d e r which 

i s grasped as m u s i c a l l y l o g i c a l . This p e r c e p t i o n o f t h e s i g 

n i f i c a n c e o f o r d e r i n m u s i c a l p i t c h - p r o g r e s s i o n s i s f i r s t o f 

a l l bound up w i t h t h e q u e s t i o n of "suggestiveness." Each 

n o t e o r chord as i t occurs i n music tends t o suggest, t o t h e 

a t t e n t i v e and e x p e r i e n c e d l i s t e n e r , a n o t h e r . As we have seen 

i n Chapter I I I , t h e ease, v a r i e t y and d e f i n i t e n e s s w i t h which 

t h e s e suggestions occur depend t o a l a r g e degree on how f a r 

t h e l i s t e n e r i s open t o s u g g e s t i o n s . That i s , they depend on 

h i s background o f m.usical experience, and t h e e x t e n t t o which 

he has o r g a n i s e d t h a t background. Thus a c u l t u r e d l i s t e n e r 

w i l l p e r c e i v e p o s s i b i l i t i e s which w i l l be i g n o r e d by t h e i n e x 

p e r i e n c e d layman.' ' The f a c t t h a t a p a r t i c u l a r note or chord 

can be p r e d i c t e d (not n e c e s s a r i l y e x p l i c i t l y ) means t h a t when 

t h i s n ote or chord does occur i t has t h e e f f e c t o f seeming i n 

e v i t a b l e . Should i t not o c c u r , t h e l i s t e n e r i s t e m p o r a r i l y 

d i s a p p o i n t e d , but here he has a l l the i n t e r e s t o f n o v e l t y ; 

b e s i d e s b e i n g i n a p o s i t i o n t o augment h i s musical experience 

by s t o r i n g up t h e new r e l a t i o n s h i p . Moreover, when t h e unex

p e c t e d note does occur, i t does not seem the l e s s i n e v i t a b l e 

as l o n g as i t f i t s i n w i t h h i s standards as t o what i s music

a l l y l o g i c a l . 

Thus we f i n d t h a t t h e thorough-paced l i s t e n e r hears each 
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n o t e as r e l a t e d t h r o u g h i t s c o n v e n t i o n a l p i t c h - r e l a t i o n s h i p 

w i t h t h e next - u s u a l l y w i t h an i m . p l i c i t r e f e r e n c e t o a t o n i c 

o r t o n a l i t y system i n which t h e y b o t h occur - and a l s o through 

what might be d e s c r i b e d as i t s m u s i c a l o r l o g i c a l r e l a t i o n s h i p 

w i t h t h a t n o t e . The p e r c e p t i o n or r e c o g n i t i o n o f t h i s l o g i c a l 

r e l a t i o n s h i p depends on t h e degree w i t h which a c e r t a i n note 

suggests t o the l i s t e n e r , another as i t s i n e v i t a b l e successor. 

These two aspects o f n o t e - r e l a t i o n s h i p are i n e v i t a b l y bound up 

w i t h one another. The example o f the i n e v i t a b l e progress o f 

t h e l e a d i n g - n o t e t o t h e t o n i c serves as a good i l l u s t r a t i o n o f 

my meaning. The e x p e c t a t i o n t h a t the l e a d i n g - n o t e w i l l move 

i n e v i t a b l y t o t h e t o n i c ov;es i t s d e f i n i t e n e s s t o the f o r c e o f 

n a t u r a l laws as w e l l as t o a e s t h e t i c c o n v e n t i o n . The l e a d i n g -

n o t e tends t o l e a n t o the t o n i c , t o be absorbed w i t h i n i t , 

p a r t l y because i t occurs so c l o s e t o i t i n p i t c h , and also 

because t h e t o n i c i s f e l t as i m p l i c i t l y g o v e r n i n g a l l the notes 

w h i c h s t a n d i n ' an immediate d i a t o n i c r e l a t i o n t o i t . The r e 

c o g n i t i o n o f the d i a t o n i c s c a l e as a b a s i s element i n the 

f o r m i n g o f m u s i c a l r e l a t i o n s h i p s i s due t o a g r a d u a l l y evolved 

a e s t h e t i c c o n v e n t i o n , as has been i n d i c a t e d elsewhere. 

I n t h e experience o f f o l l o w i n g t he example quoted from 

Bach's "St. John Passion", each chord i s f e l t t o a n t i c i p a t e t he 

n e x t , which i s heard as i n e v i t a b l e , even when the s l i g h t l y un

u s u a l s u p e r t o n i c major seventh chord occurs where an o r d i n a r y 

s i x - f o u r p r o g r e s s i o n might be expected. This b e a u t i f u l e f f e c t 
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w h i c h f r e q u e n t l y o c o i r s i n Bach at t h e cadence o f a minor key, 

may have, at f i r s t h e a r i n g , an e f f e c t o f n o v e l t y ; but at a 

second h e a r i n g i t s a r t i s t i c l o g i c i s c o n f i r m e d and i t becomes 

i n e v i t a b l e . The e f f e c t o f each chord i s r e l a t i v e t o what 

precedes and what succeeds i t , as we may see i f we consider 

a g a i n Beethoven's Choral ode. Here each note i s f e l t t o p r e 

pare t h e way f o r t h e n e x t ; a c t u a l l y a n t i c i p a t i n g i t i n the 

case o f the educated l i s t e n e r . That i s ^ t h e s i g n i f i c a n c e o f 

t h i s passage can o n l y be r e a l i s e d i f each note i s p e r c e i v e d t o 

s t a n d i n c l o s e and i n e v i t a b l e r e l a t i o n s h i p w i t h those which 

come b e f o r e and a f t e r i t . 

To sum up t h e c o n c l u s i o n s I have reached, i t can be s t a t e d 

t h a t i n p e r c e p t u a l l i s t e n i n g notes are grasped as r e l a t e d i n 

t h r e e ways: f i r s t by t h e i r occurrence t o g e t h e r i n a p i t c h 

p r o g r e s s i o n ; secondly, t h e y are p e r c e i v e d as r e l a t e d because 

each n o t e a l s o bears an i m p l i c i t r e f e r e n c e t o some s o r t o f 

t o n a l system t o which i t i s r e l a t e d i n common w i t h i t s n e i g h 

b o r s ; t h i r d l y , these r e l a t i o n s h i p s are p e r c e i v e d as being 

m u s i c a l l y l o g i c a l i n so f a r as one note a n t i c i p a t e s t h e next, 

so t h a t t h e s u b j e c t comes t o recognise t h e p r o g r e s s i o n as 

i n e v i t a b l e . F i n a l l y I s h a l l now show how the l i s t e n e r comes 

t o r e c o g n i s e each note as i t i n e v i t a b l y occurs as making p a r t 

o f a f o r m a l whole o r m u s i c a l a r t - f o r m . '̂'"̂  I t i s according as 

t h e l i s t e n e r f o l l o w s t h e notes as making up a l o g i c a l whole, 

( l ) There i s a l s o t h e i r r h y t h m i c r e l a t i o n s h i p , as discussed 
i n Chapter V. 
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t h a t he grasps t he m u s i c a l s i g n i f i c a n c e o f these as music. 

That i s the l i s t e n e r must grasp the m u s i c a l p r o g r e s s i o n as a 

p r o g r e s s i o n from an i n i t i a l p o i n t of d e p a r t u r e p a s s i n g through 

s u c c e s s i v e apprehen-sible i n t e r v a l s o f p i t c h , and coming t o an 

end, t h e a r r i v a l a t which a f f o r d s complete s a t i s f a c t i o n be

cause o f the r e c o n c i l i a t i o n o f a l l t h e elements o f s u r p r i s e 

and e x p e c t a t i o n , t e n s i o n and r e l a x a t i o n , pleasant and d i s 

a g reeable f e e l i n g - t o n e , which have made up the course o f t h e 

ex p e r i e n c e . Moreover t h e p r o g r e s s i o n must have s u f f i c i e n t 

c o n t r a s t , balance and v a r i e t y i n or d e r t h a t i n t e r e s t i n i t 

may be s u s t a i n e d from t h e b e g i n n i n g t o the end. 

A c o n s i d e r a t i o n o f the notes o f the well-known b a l l a d 

"Barbara A l l e n " , j u s t l y v a l u e d f o r i t s beauty and coherence o f 

m u s i c a l form, w i l l serve t o i l l u s t r a t e t h e manner i n ?/hich 

t h e a t t e n t i v e l i s t e n e r grasps t he s i g n i f i c a n c e o f t h e whole 

a r t - f o r m t h r o u g h f o l l o w i n g the p a r t s . 

1 
The e i g h t notes which make up the f i r s t phrase are o b v i o u s l y 

f e l t as c l o s e l y r e l a t e d f i r s t t h rough t h e i r key - D major. 

From t h e f i r s t note the s t a b i l i t y o f D major i s e s t a b l i s h e d . 

The melody begins on the key-note, the p o i n t o f g r e a t e s t 

repose, and r i s e s by easy steps t o the dominant. Here i s the 

m u s i c a l c l i m a x o f the f i r s t phrase, a f f o r d i n g the maximum 
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amount o f p i t c h - c o n t r a s t t o t h e t o n i c . Because of the con

t r a s t o f p i t c h - v a l u e t h e t e n s i o n or f e e l i n g - t o n e i s c o r r e s 

p o n d i n g l y h i g h a t t h i s p o i n t . This i s the e m o t i o n a l climax, 

as w e l l as the m u s i c a l or s t r u c t u r a l c l i m a x , o f t h e phrase. 

From t h i s p o i n t t h e music r e t u r n s by f a m i l i a r stages o f the 

d i a t o n i c scale t o t h e t o n i c . Thus we have a p r o g r e s s i o n from 

a n o t e - t h e t o n a l c e n t r e o f t h e key o f D major, and f e l t as 

t h e p o i n t o f maximum s t a b i l i t y or repose i n r e l a t i o n t o the 

o t h e r notes o f t h e key i t c o n t r o l s - t h r o u g h simple and e a s i l y 

grasped p i t c h - i n t e r v a l s t o a p o i n t f e l t t o be i n t h e g r e a t e s t 

c o n t r a s t t o the s t a r t i n g - p o i n t . Thence f o l l o w s , by s i m i l a r 

easy stages, the i n e v i t a b l e r e t u r n t o the t o n i c , the i n i t i a l 

p o i n t of repose. Thus t h i s phrase possesses t h a t balance o f 

f o r m which a f f o r d s the g r e a t e s t amount o f s a t i s f a c t i o n i n the 

a e s t h e t i c a p p r e c i a t i o n o f any work of a r t . There i s a swing

i n g up t o a h i g h p o i n t from a low, when "high" i m p l i e s con

t r a s t , b o t h as regards D o s i t i o n i n p i t c h (here w i t h i n the 

l i m i t s of d i r e c t l y or i n t u i t i v e l y p e r c e i v e d r e l a t i o n s h i p s ) and 

a l s o as regards f e e l i n g - t o n e o r t e n s i o n . Thus, i n the f i r s t 

p l a c e , i n t i s f o l l o w i n g t h e p i t c h - o u t l i n e o f t h i s phrase we 

grasp a c e r t a i n u n i t y o f form. The e i g h t notes which form 

t h i s phrase are grasped as making up a s i g n i f i c a n t whole. They 

are f e l t t o be m u s i c a l l y coherent. 

The i m p r e s s i o n o f u n i t y which we r e c e i v e from t h e balanced 

r i s e and f a l l o f any p h y s i c a l phenomena i s fundamental. We 
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r e c e i v e s i m i l a r impressions d a i l y w i t h r e g a r d t o the p h y s i c a l 

make-up o f our own bodies. The r e s p i r a t i o n , the b e a t i n g o f 

t h e h e a r t , w a l k i n g and r u n n i n g e t c . a l l i n v o l v e balanced 

movements. We a l s o have c o n s t a n t experience o f the u n i t y 

w h i c h can be p e r c e i v e d i n the r i s i n g and f a l l i n g movements 

o f waves and t i d e s , and i n the f l o w o f darkness i n t o day, and 

so on. ̂  "̂^ 

T his u n i t y o r balance o f r i s i n g and f a l l i n g i s most obvious 

i n t h e m u s i c a l exam.ple quoted. Can we assume t h a t the percep

t i o n o f such an ebb and f l o w i n v o l v i n g a grasp of the s i g n i f i 

cance o f a balanced whole i s e s s e n t i a l t o a e s t h e t i c m u s i c a l 

experience? That is,- does the experience o f music i n v o l v e the 

p e r c e p t i o n o f a swinging away from a p o i n t of repose up t o a 

c l i m a x or p o i n t o f maximum c o n t r a s t and suspense, which pro

duces a f e e l i n g o f i n s t a b i l i t y ana a heightened emotional 

t e n s i o n , and t h e n a c o r r e s p o n d i n g r e t u r n back t o t h e i n i t i a l -
(2) 

s t a t e o f repose? I t h i n k i t does. As me saw i n the p r e v i o u s 

c h a p t e r , t h e f o l l o w i n g o f m u s i c a l r e l a t i o n s h i p s arouses i n t e r 

e s t and e x p e c t a t i o n . This i n t e r e s t and t h i s e x p e c t a t i o n become 

more and more complex and i n t e n s e u n t i l a maximum i s reached at 

(1) See Chapter V. 
(2) I n mm a e s t h e t i c a b s o r p t i o n t h i s f e e l i n g o f p r o g r e s s i o n 

away fr o m a p o i n t o f r e s t and up t o a c l i m a x thence 
back t o r e s t a g a i n i s s u b j e c t i v e l y experienced. The 
s u b j e c t seems t o r e c o r d and f o l l o w these changes o f 
p i t c h w i t h h i s whole i n d i v i d u a l i t y . I t i s an e x c e l 
l e n t example o f empathy or s e l f - i n d i v i d u a t i o n . 
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t h e p o i n t o f g r e a t e s t t e n s i o n - the m u s i c a l c l i m a x . This i s -

the p o i n t o f g r e a t e s t i n s t a b i l i t y ; where e x c i t i n g f e e l i n g -

t one i s a l s o a t i t s h i g h e s t . Up t o t h i s p o i n t the experience 

has a l l been a course away from the s t a b i l i t y and repose o f 

t h e b e g i n n i n g o f t h e course. The r e l a t i o n s h i p s are apprehended 

as d e v e l o p i n g f u r t h e r and f u r t h e r away from the s t a r t i n g - p o i n t , 

and t h e r e f o r e i n i n c r e a s i n g c o n t r a s t t o the c e n t r a l p i t c h - p o i n t . 

I n t e r e s t grows and f e e l i n g - t o n e becomes more tense as expecta

t i o n i n c r e a s e s . When the c l i m a x i s reached i t i s a c l i m a x 

w h i c h i s not a s i n g l e e f f e c t b u t t h e c u m u l a t i v e r e s u l t of a l l 

t h e steps which have l e d up t o i t . From thence onward t h e r e 

must be a swing back t o normal or the t e n s i o n and e x p e c t a t i o n 

w h i c h reaches i t s h i g h e s t p o i n t at t h e c l i m a x remains unre

s o l v e d and u n s a t i s f i e d . I n a p e r f e c t work of music t h e balance 

o f t h e p r o g r e s s i o n t o and from the c l i m a x a f f o r d s the most 

complete s a t i s f a c t i o n . ^"''^There i s p r o g r e s s i v e expansion of . 

( l ) I t must be r e c o g n i s e d , o f course, t h a t t h i s swinging up t o 
and f a l l i n g from a c l i m a x i s n o t , i n music, a m a t t e r o f 
pitch-development o n l y . The c l i m a x i s heightened by r i s e 
o f t h e r h y t h m i c i n t e r e s t as w e l l . The c l i m a x o f a vrork 
o f music corresponds w i t h t h e c r u c i a l p o i n t where bo t h 
r h y t h m i c development and p i t c h development have reached 
a maximum c o m p l e x i t y . I n t e r e s t i s so extreme t h a t the 
l i m i t of r e l a t i o n s h i p s h e l d i n suspension, as i t were, i s 
reached. The c l i m a x i s the p o i n t where t h e maximum degree 
o f c o n t r a s t i s p e r c e i v e d t o be s t i l l i n r e l a t i o n t o the 
i n i t i a l s t a r t i n g - p o i n t . The crown o f the arch i s reached. 
F u r t h e r development would b r i n g chaos t o l o g i c a l musical 
t h o u g h t . Onwards a l l i s a r e s o l v i n g o f t h e c o n f l i c t i n g 
m u s i c a l i s s u e s which are h e l d i n suspension by a t t e n t i o n . 
The b u i l d i n g down c o n t i n u e s u n t i l t h e l a s t note dies away. 
See Chapter V f o r t h e rhythmic a n a l y s i s o f t h e same 
exaraole. 
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e x p e c t a t i o n , which as t h e course c o n t i n u e s i s p a r t i a l l y s a t i s 

f i e d f rom moment t o moment, o n l y t o be s t r e n g t h e n e d again by 

t h e v e r y t h i n g t h a t s a t i s f i e s i t . E x p e c t a t i o n grows by what 

i t f e e d s on, up t o the p o i n t where suspense becomes most tense. 

From t h a t p o i n t e x p e c t a t i o n lessens as s a t i s f a c t i o n c o r r e s 

p o n d i n g l y i n c r e a s e s , w h i l e t h e r e i s a p a r a l l e l l o w e r i n g o f t h e 

f e e l i n g - t o n e u n t i l t h e normal i s reached. At the f i n a l cadence 

w h i c h i n e f f e c t sums up a l l t h e r e l a t i o n s h i p s which went b e f o r e 

i t , t h e r e i s e x p e c t a t i o n f u l f i l l e d , and complete s a t i s f a c t i o n . 

That t h i s f i n a l r e t u r n t o s t a b i l i t y i s v i t a l t o the p e r f e c t 

a p p r e c i a t i o n o f music may be r e a l i s e d i f we were t o imagine 

th e music cut s h o r t at t h e supreme moment o f i t s c l i m a x - at 

th e end of t h e t h i r d phrase, f o r example, o f I'Barbara A l l e n " . 

We have seen t h a t an i m p o r t a n t c h a r a c t e r i s t i c o f the grasp 

o f p i t c h - r e l a t i o n s h i p s i n music i s t h a t i t i n v o l v e s a growing 

p e r c e p t i o n o f each note as t e n d i n g t o i n t r o d u c e another, thus 

c o n t i n u a l l y adding t o t h e base of the i n t e r e s t . We now see 

t h a t t h i s growing p e r c e p t i o n extends i n t o a grasp o f each 

element o f t h e system o f r e l a t i o n s h i p s as a p a r t o f a whole 

whic h i s f e l t t o r i s e up t o and t o f a l l away from, a climax. 

Yet s t i l l we have not an e n t i r e l y s a t i s f a c t o r y e x p l a n a t i o n f o r 

th e p e c u l i a r l y s a t i s f y i n g experience i n which melodies (and 

music) are grasped and enjoyed as b e a u t i f u l . Notes may be 

a r r a n g e d so as t o conform t o t h e aspects o f r e l a t i o n s h i p t h a t 

have been d e s c r i b e d , and even t o produce a coherent m u s i c a l form, 
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w i t h o u t t h e i r b e i n g a p p r e c i a t e d as b e a u t i f u l . 

Something of t h e beauty o f music may be due t o t h e e f f e c t 

o f f a m i l i a r i t y . C e r t a i n m u s i c a l combinations f i t i n w i t h our 

a c c e p t e d h e r i t a g e of music, summing up, as i t were, what has 

been s a i d m u s i c a l l y i n t h e p a s t , y e t pushing onwards t o a new 

s i g n i f i c a n c e perhaps not f u l l y r e a l i s e d b u t o n l y guessed a t . 

The newest work has aspects which connect i t w i t h a l l past 

music, j u s t as an o l d and f a m i l i a r work may suddenly open v i 

s i o n s o f a new w o r l d . This q u e s t i o n o f t h e m u s i c a l a s s o c i a t i v e 

s i g n i f i c a n c e o f music w i l l be discussed i n a l a t e r chapter. 

I t i s o n l y necessary t o emphasise here t h a t beauty i n music and 

th e changing standards by which i t i s assessed w i l l ever rem.ain 

among t h e unfathomable m y s t e r i e s o f the a r t . 

We must remember, however, t h a t beauty i s a q u a l i t y o f a 

whole. Music i s not a s e r i e s o f i s o l a t e d phrases or melodies; 

i t i s a balanced and complex whole possessing t h a t i n d e f i n a b l e 

u n i t y o f form w h i c h we know i s c h a r a c t e r i s t i c o f a l l g r e a t a r t -

forms. But s i n c e each o f t h e p a r t s o f music a l s o c o n s t i t i t u t e s 

i n i t s e l f a balanced whole, as we saw i n t h e case of t h e f i r s t 

phrase o f the b a l l a d "Barbara A l l e n " , i t i s p o s s i b l e t o deduce 

fr o m t h e a n a l y s i s o f t h e experience o f these, c o n c l u s i o n s which 

w i l l a p p l y t o t h e experience o f the whole work. 

I f we examine t h e whole of the above b a l l a d i n t h e l i g h t 

o f our a n a l y s i s o f the f i r s t phrase; we may see how i n aes

t h e t i c l i s t e n i n g we f o l l o w and grasp i t as a whole. Each phrase 
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develops w i t h clearness and f e l i c i t y from the preceding phrase; 
the ending r e c a l l s the f i r s t , but a s l i g h t v a r i a t i o n gives i t 
the emphasis needed to create a sense of f i n a l i t y . The f i r s t 
phrase consists of two unstable and complementary parts t o 
gether forming a whole, inwardly stable yet r e q u i r i n g to be 
balanced by a second phrase s i m i l a r i n s t r u c t u r e , but opposite 
i n q u a l i t y to the f i r s t . The experience o f these two succes
sive phrase u n i t i e s cannot be held i n a single act of conscious
ness, however. The grasp of t h e i r connections implies the 
a c t i v i t y of memory. The second phrase i s heard as reminiscent 
of the f i r s t , yet as d i f f e r e n t from i t , and as going beyond i t . 
Thus there i s i m p l i c i t comparison. I n the experience of the 
second phrase there i s a basis of something f a m i l i a r which 
becomes i n t e r e s t i n g by the a d d i t i o n of a novel t u r n . Though 
each of these two phrases i s complete i n i t s e l f , and though 
together they make up an i n d i v i d u a l l y balanced whole, more 
phrases, s i m i l a r i n s t r u c t u r e , are needed to complete the u n i t y . 
The whole tune thus consists of a series of u n i t s , each i n t e r n 
a l l y s t a b l e , but r e l a t i v e l y unstable, combining w i t h one another 
to form a complex u n i t y which embraces the whole system of the 
component pa r t s . I n the experience of the complete melody, 
•just as i n the experience of the single phrase, there i s the 
same development of expectation, and mounting of i n t e r e s t , 
s e t t i n g out from the i n i t i a l point of r e s t , swelling uo to a 
climax, and f a l l i n g back t o the f i n a l cadence when s t a b i l i t y 
i s once more established. 
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I t i s only by experiencing t h i s small work as a complete 
and balajriced whole that we can obtain t r u e aesthetic enjoyment. 
The tune must be followed and grasped i n i t s e n t i r e t y i n order 
t h a t i t s musical s i g n i f i c a n c e be understood. Each i n d i v i d u a l 
element must be grasped and understood i n i t s e s s e n t i a l r e l a 
t i o n t o the whole. Should any one element be displaced, the 
musical coherence i s destroyed. A nev/ tune may thus emerge, 
but t h i s requires an e n t i r e l y d i f f e r e n t experience to appreciate 
i t . Should a more d r a s t i c a l t e r a t i o n be made, such as changing 
a phrase, unless the new a d d i t i o n i s equally s a t i s f a c t o r y as a 
part of the musical development the r e s u l t would be i n a r t i s t i c , 
and incoherent. 

But the appr e c i a t i o n of a complete work, as can be seen 
i n the above analysis, can no longer be discussed as a response 
at the perceptual l e v e l . I t involves more complex analysis and 
synthesis, and t h e r e f o r e the r e t a i n i n g of separate parts of 
the progressive whole i n the memory to be contrasted or com
pared w i t h the parts which f o l l o w . The grasp of the s i g n i f i -

(1) 
cance of a complete work i s experience at the conceptual l e v e l . 

I t has, however, been made s u f f i c i e n t l y clear t h a t the 
perceptual response to music i s a most important aspect of 
musical experience. I t i s a response w i t h an i n t e l l e c t u a l basis, 
Inasmuch as sound-relationships must be grasped i n an extended 
perception i n which these elements or r e l a t i o n s h i p s are a c t i v e l y 
t h o u g h t , • e i t h e r i m p l i c i t l y or e x p l i c i t l y . Sounds i n music are 
(1) c f . Chapter V I I . 
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not simply heard, they are followed and understood. When they 
are so f a m i l i a r t h a t t h e i r r e l a t i o n s h i p s are taken f o r granted 
without being e x p l i c i t l y formulated, the e f f o r t involved i n 
f o l l o w i n g music i s at a minimum, and the subject i s best able 
to i d e n t i f y himself w i t h the music, though sometimes excessive 

(1) 
f a m i l i a r i t y means that there i s a waning of aesthetic i n t e r e s t . 
But where the music i n i t s e l f possesses s u f f i c i e n t beauty and 
s i g n i f i c a n c e to sustain i n t e r e s t and where the r e l a t i o n s h i p s are 
not so obscure as,to prevent t h e i r being r e a d i l y grasped, there 
i s the occasion f o r t r u e aesthetic l i s t e n i n g . 

I n the following, chapter on Rhythm, I s h a l l endeavour to 
show t h a t while the barest r e c o g n i t i o n of rhythm as progressive 
accent may e x i s t at a very low l e v e l of musical experience, the 
grasp of rhythmic r e l a t i o n s h i p extended to embrace the whole 
t i m e - s t r u c t u r e (form) of a work of music, i s c h a r a c t e r i s t i c of 
musical l i s t e n i n g at higher l e v e l s . I n actual f a c t , however, 
i t i s impossible t o separate pitch-progression from rhythmic-
progression, as they are i n d i s s o l u b l y wedded i n music, each 
serv i n g to emphasise and make clear the other. 

c f . Professor Dent's a t t i t u d e . I n t r o d u c t i o n , ?.21. 
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CHAPTER V, 
RHYTHM. 

"Rhythm i s a necessary c h a r a c t e r i s t i c of a l l motion.' 
Since music may be regarded as ordered sound i n motion, any 
ana l y s i s of the aesthetic appreciation of music must include 
an analysis of the perception of rhythmic r e l a t i o n s h i p as an 
e s s e n t i a l f a c t o r of music. Rhythm i s the s t r u c t u r a l p r i n c i p l e 
of a l l the t i m e - a r t s . I n a broad sense, where the meaning of 
rhythm may be taken as synonomous w i t h "balance" or "symmetry", 
rhythm i s also the p r i n c i p l e which gives formal u n i t y to the 

(p) 

space-arts.^ ' But w i t h regard to these the perception of 
rhythm i s an experience achieved through the eye. Moreover, i t 
i s not an immediate perception, or at any ra t e , only r a r e l y so. 
I n the contemplation of the space-arts the eye has to t r a v e l 
over l i n e s and surfaces, and compare and contrast colours and 
shapes. I n the a r t of music.rhythm i s perceived through the 
ea.r. I t i s thus an immediate perception i n the sense that 
there can be no t u r n i n g back t o r e l a t e and compare parts i n 
a c t u a l f a c t ; although i n the extended experience of a com
p l e t e work of music, there i s both analysis and synthesis. 
But i n the process of analysing, comparing, c o n t r a s t i n g and 
(1) Herbert Spencer, F i r s t P r i n c i p l e s , Chapter X. 
(2) "Rhythm i s a conspicuous instance of the u n i t y i n v a r i e t y 

which characterises beauty." (K. Groos, The Play of 
Man, P.23). 
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combining, which takes place when we f o l l o w music, the subject 
r e l i e s on memory as w e l l as, to a c e r t a i n extent, on imagina
t i o n . S e t t i n g aside u n t i l l a t e r t h i s question of extended 
a n a l y s i s and synthesis i n musical experience, we f i n d t h a t , 
owing t o the t r a n s i e n t nature of musical sounds (through which 
rhythmic progression i s a t t a i n e d ) , the perception of rhythmic 
r e l a t i o n s h i p i n music must necessarily be d i r e c t . 

We have seen t h a t the sounds used i n music are perceived 
as o c c u r r i n g i n unique r e l a t i o n s h i p to one another as regards 
t h e i r p i t c h - o r d e r . I t now remains to be seen how p i t c h -
r e l a t i o n s h i p i s complicated by t i m e - r e l a t i o n s h i p . The formal 
significanci'^'^of music has t o do w i t h t h i s double r e l a t i o n s h i p 
o f sounds i n p i t c h and time. This union of p i t c h - r e l a t i o n s h i p 
and t i m e - r e l a t i o n s h i p makes up that progressively coherent 
system or u n i t y which we come to know as the musical work of 
a r t . 

I t i s t h e r e f o r e impossible to discuss the perception of 
rhythmic r e l a t i o n s h i p i n music without reference to the notes 
through which rhythm i s conveyed. The perception of a soiind-
less progression of rhythmic s t i m u l i does not occur, except 
i n c e r t a i n s p e c i a l cases, i n r e a l l i s t e n i n g to music. One of 
these s p e c i a l cases i s t h a t of reading music from a score. 
Here the grasp of rhythmic r e l a t i o n s h i p i s reached through the 

( l ) The term "formal s i g n i f i c a n c e " i s used here to mean the 
absolute value of music - i t s " m u s i c a l i t y . " The term 
"form" i n t h i s sense i s not to be confused w i t h the mere 
framework - the s t r u c t u r e or a r c h i t e c t u r e - of music. 
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imagination, o c c u r r i n g i n connection w i t h the imagined sound-
r e l a t i o n s h i p s . Rhythm may also be f e l t as e x i s t i n g throughout 
the d u r a t i o n of short passages of silence which may sometimes 
occur i n music. There i s , f o r example, the case of the two-
bar r e s t . Here the rhythm (= recurrent accent) f e l t as p u l 
s a t i n g through the silence i s r e l a t i v e to the rhythm of the 
notes which precede and succeed the si l e n c e . No perception 
could mark t h i s break i n the flow of music as rhythmic unless 
the consciousness of rhythmic progression i s c a r r i e d over 
through t h a t silence and continued by the music which follows. 
Such a c o n t i n u i t y of rhythmic impression could not be sus
t a i n e d through a longer period than could be grasped i n a 
s i n g l e act of consciousness. I t i s therefore rare f o r music 
to contain periods of r e s t greater than the duration of two 
bars. 

There i s also the exceptional or extraordinary case where 
rhythmic movement (and sometimes p i t c h - v i b r a t i o n also) i s per
ceived by means of another sense than the ear. The case of 
Helen K e l l e r i s well-known. She i s described as f o l l o w i n g 
music played on a v i o l i n by means of the sense of touch. By 
p l a c i n g one hand on the b e l l y of the v i o l i n , and the other on 
the v i o l i n i s t ' s shoulder, she was able to enjoy the musical 
v i b r a t i o n s . But the impression which Helen K e l l e r received 
cannot be described as a l e g i t i m a t e musical experience; even 
though, as she stated, she received from i t keen enjoyment. 
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Such an experience i s analogous to tha t which a man, born 
b l i n d , might receive should he attempt to explore a master
piece of sculpture by touch alone. 

The perception of rhythm and rhythmic r e l a t i o n s h i p i n 
music must t h e r e f o r e include the perception of the frequency, 
the r e l a t i v e i n t e n s i t y and accent, and the r e l a t i v e duration 
of the notes through which the rhythmic impressions are con
veyed. These varying a t t r i b u t e s of notes, from which we r e 
ceive impressions of rhythmic. , r e l a t i o n s h i p s , are i n t u i t i v e 
l y r e f e r r e d , by the musical l i s t e n e r , to an absolute rhythmic 
progression, of regular r e c u r r i n g u n i t s , which i s set up un
consciously as a standard f o r rhythmic comparison. I t i s a 
su b j e c t i v e standard, and i s r a r e l y made object of conscious 
thought. But i t i s nevertheless e i t h e r f e l t as e x i s t i n g i n a 
c e r t a i n r e l a t e d independence to the a c t u a l musical progression, 
or i s f e l t t o e x i s t w i t h i n - t h a t i s , to coincide w i t h - the 
rhythmic r e l a t i o n s h i p s of the notes. Coincidence occurs when 
the rhythmic progression of the music i s formed by notes of 
equal d u r a t i o n , r e g u l a r l y accented; or where, though the 
durations may vary, the beats occur r e g u l a r l y on notes, without 
v a r i a t i o n or i n t e r m i s s i o n . I n the perception of the super
f i c i a l i r r e g u l a r i t i e s which make up the actual rhythmic out
l i n e of the music, there i s always r e c o g n i t i o n , e i t h e r actual 
or i m p l i c i t , of such an imagined or i m p l i c i t regular system of 
accent as informing the music. Thus when music i s played rubato 
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the s t r i c t rhythmic o u t l i n e i s understood as an underlying 
basis t o which the s l i g h t v a r i a t i o n s of time which c o n s t i t u t e 
rubato are i m p l i c i t l y r e f e r r e d . I n syncopated music the degree 
by which the accents of the music vary from the imaginary beats 
of the underlying s t r i c t and regular progression i s always 
d i r e c t l y present t o sense. Without t h i s i m p l i c i t reference 
such music could not be f o l l o w e d as coherent. I t would seem 
cha o t i c . 

The foregoing paragraph may be summed up as f o l l o w s : -
I n perceptual experience o f music there i s both r e c o g n i t i o n 
of s t r i c t or r e g u l a r rhythmic progression, and also r e c o g n i t i o n 
of f r e e or v a r i e d rhythmic progression. On the r e c o g n i t i o n , 
a c t u a l or i m p l i c i t , conscious or unconscious, of the f i r s t 
depends the degree of coherence which the perception of the 
second possesses. I t i s only i n so f a r as we i m p l i c i t l y recog
nise and f o l l o w a regular recurrence of accent as e i t h e r c o i n 
c i d i n g w i t h the rhythmic o u t l i n e of music, or as e x i s t i n g behind 
the rhythmic r e l a t i o n s h i p s of music which may be r e a d i l y r e 
f e r r e d to t h i s absolute standard, t h a t we are able to f o l l o w 
coherently the f r e e rhythmic development of a l l music i n 
general. This i s simply an instance of the general p r i n c i p l e 
of the r e c o g n i t i o n of the r e l a t i o n between s t r i c t and free form, 
as a p p l i e d t o the question of rhythmic form i n music. True 
form, t o be i n t e l l i g i b l e , must be grasped through s t r i c t form. 
"The Law of the Union of S t r i c t and True Form i s th a t the exact 
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r e l a t i o n s h a l l be c l e a r l y p e r c e p t i b l e through the inexact 
r e l a t i o n . " •̂'"̂  The inexact r e l a t i o n of rhythmic progression i s 
i n t u i t i v e l y measured by the mind against the exact r e l a t i o n by 
which means the amount of divergence i s perceived. But should 
the divergence between what may be thus conveniently described 
as s t r i c t and f r e e rhythmic form be too great, and therefore 
the inherent r e l a t i o n s h i p bet^feen the two be obscured, or 
cease t o e x i s t , then the mind cannot coherently grasp the 
rhythmic form of the music. The r e c o g n i t i o n of the coherence 
of rhythmic progression i s based on an i n t u i t i v e perception 
of the fundamental coherence of the r e l a t i o n s h i p s involved i n 
S t r i c t Form, 

To e x p l a i n the grasp of s t r i c t form and the growth of 
the perception of the rhythmic o u t l i n e i n music which i s 
reached through t h i s , i t i s necessary t o look back and analyse 
from the beginning our grasp of any rhythmic series as r h y t h 
mic. From thence we may see how the grasp of a simple r h y t h 
mic series as rhythmic extends i n t o the grasp of the manifold 
rhythmic complexities of music. 

The r e c o g n i t i o n of a r e g u l a r l y occurring progressive 
s e r i e s of s t i m u l i as regular and progressive is i n s t i n c t i v e . 
This "innate f a c u l t y f o r apprehending time i s c a l l e d a sense 

(2) 
o f rhythm." B i o l o g i c a l l y the response t o rhythm can be 

(1) Margaret Glyn, The Rhythmic Conception of Music. P.55' 
(2) Frank Howes, The Borderland of Music and Psychology, P.89. 
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t r a c e d lower down i n the scale of l i f e than the response to 
the pitch-element i n music - i . e . s u s c e p t i b i l i t y to melody or 
harmony.^"^^ But the human mind does not stop at a bare response 
t o any regular progression of auditory s t i m u l i as p e r i o d i c . I n 
any experience of an u n d i f f e r e n t i a t e d series of s t i m u l i of 
equal strength and duration the mind i n s t i n c t i v e l y endows the 
successive u n i t s w i t h varying " q u a l i t y . " That i s , except i n 
those cases where extraneous f a c t o r s intervene, the mind super
imposes a grouping of twos on such a simple series. This 
grouping-act of the mind involves the supplying of accent to 
a l t e r n a t e u n i t s of the s e r i e s . With t h i s supplying of "accent" 
goes a perception of an a l t e r n a t e r i s i n g and f a l l i n g . The 
d e c l i n e to a n a d i r and corresponding r i s e to a climax marks 
the s u b j e c t i v e d i f f e r e n c e of q u a l i t y w i t h which the mind endows 

(2) 
two successive u n i t s . Bolton's well-known experiment was per
formed i n order t o a s c e r t a i n what the mind d i d w i t h a series of 
r e g u l a r u n d i f f e r e n t i a t e d a u d i t o r y impressions, and t o discover 
what value r e g u l a r r e c u r r i n g v a r i a t i o n s i n i n t e n s i t y or dura
t i o n possess f o r organising any series of sounds so t h a t i t 
could be grasped as a succession of rhythmic u n i t s . 

I t i s worth while t o quote here the conclusions which 
Bolton reached, as they serve as a background to the whole 
(1) H. Ribot, The Psychology of the Emotions, P.103' f f . 
(2) See the American Journal of Psychology, January 1894. 
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explanation of the grasp and appreciation of rhythmic o u t l i n e 
i n music. I t was f i r s t found that most of the "subjects 
grouped such an u n d i f f e r e n t i a t e d series i n t o organic groups, 
u s u a l l y of twos, c o n s i s t i n g of a strong accent w i t h weak ones 
attached t o and belonging to i t . " "̂^ Bolton's general con
c l u s i o n was as f o l l o w s - "A given number of auditory impres
sions w i t h i n c e r t a i n t i m e - l i m i t s , when presented i n such a 
way t h a t there i s a kind of subordination among them w i t h res
pect e i t h e r t o time, i n t e n s i t y , p i t c h or q u a l i t y , or w i t h 
respect to any two or more of these p r o p e r t i e s , always stand 
as a u n i t i n consciousness. They form an organic u n i t y , which 
is'.the e s s e n t i a l c o n d i t i o n of a number of impressions entering 
i n t o a state of consciousness. I f such organic u n i t y does not 
e x i s t and i t i s possible to make i t , the mind imposes such an 
arrangement upon a given number of the elements that they may 
enter i n t o a s t a t e of consciousness. The e s s e n t i a l c o n d i t i o n 
of forming such a u n i t y among sounds i s a regular temporal se
quence w i t h i n the l i m i t s (1.0 sees, and 0.1 sees.) and perfect 

(2) 
u n i f o r m i t y i n i n t e n s i t y , p i t c h and q u a l i t y . " 

I t was also found t h a t where a series of auditory impres
sions i s o b j e c t i v e l y organised, the l a t t e r may be more ea s i l y 
grasped as rhythmic, and series over a longer time-duration 
can be grasped as a cognate whole. "Regular v a r i a t i o n s w i t h i n 
(1) I b i d . 
(2) I b i d . 
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l i m i t s w i t h respect to i n t e n s i t y , p i t c h or q u a l i t y , or to any 
two, or t o a l l of these together, w i l l e f f e c t a subordination^ 
among them s u f f i c i e n t t o c o n s t i t u t e an organic \ i n i t y . There 
i s a temporal l i m i t w i t h i n which these v a r i a t i o n s must occur 
i n order t o form such a u n i t y . . . I n a series of auditory 
impressions any regular recurrent impression which i s d i f f e r 
ent from the r e s t , subordinates the other impressions to i t 
i n such a way t h a t they f a l l together i n groups. I f the r e 
cu r r e n t d i f f e r e n c e i s one of i n t e n s i t y , the stronger impression 
comes f i r s t i n the group and the weaker ones a f t e r . I f the 
r e c u r r e n t d i f f e r e n c e i s one of duration, the longest impression 
comes l a s t . " 

The manner i n which the ear receives the rhythmic s t i m u l i 
need not be touched on here, as t h i s question belongs rather to 
the realm of p h y s i o l o g i c a l psychology than to aesthetic psychol
ogy. But the e f f e c t of the rhythmic element i n music i s not 
l i m i t e d to the ear. Rhythm i s a phenomenon "connected w i t h the 
f u n c t i o n i n g o f the nervous system - being organic and n a t u r a l . " 
C e r t a i n b o d i l y adjustments - k i n a e s t h e t i c a c t i v i t y - accompany 
rhythmic perception. As Dr. Vernon Lee points out, rhythm 

(2) 
divorced from pitch-progression appeals p r i m a r i l y to the body. 
This f a c t i s the explanation of the maddening frenzy which the 
beating of drums arouses i n people of savage races. The rhythm 
(1) H. H. B r i t a n , fhe Philosophy of Music, P.63 
(2) Vernon Lee, Music and I t s Lovers. P.129. 
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seems t o act on "the helpless blood d i r e c t " , or, as Dr. Lee 
i n t e r p r e t s D, H. Lawrence's picturesque d e s c r i p t i o n , "on the 
b o d i l y whole, nerves, v i s c e r a , etc., f o r which 'blood' may be 
taken as a l i t e r a r y symbol. "̂ "̂ ^ Very o f t e n t h i s rhythmic e f f e c t 
on the b o d i l y organism i s t r a n s l a t e d i n t o a c t i o n . J igging the 
f o o t , nodding the head, waving a fan i n time to the music may 
be a l l \anconscious and spontaneous actions. Another instance 
of the impulse towards spontaneous b o d i l y movement which 
music of decided rhythm e x c i t e s , occurs i n the spontaneous 
dancing to music of very yo\mg c h i l d r e n or of savages. This i s 
the n a t u r a l r e a c t i o n t o rhythm of a naive and unsophisticated 
nature which has not yet l e a r n t the c o n t r o l demanded by the 
conventions of c i v i l i s e d l i f e . I t i s p r e c i s e l y those subjects 
who are unable t o provide the i n t e l l e c t u a l background necessary 
to f o l l o w sound and rhythm-relationships and so enjoy music 
at a higher l e v e l , who react i n t h i s way. The same a t t i t u d e 
may be observed i n the musician who s t i f l e s his preference f o r 

(2) 
good music and enjoys dancing to jazz, 

(1) Miss Helen K e l l e r (The World I l i v e i n ) has described the 
e f f e c t which a drum has on her. "There are t a c t u a l 
v i b r a t i o n s which do not belong to skin-touch. They 
penetrate the s k i n , the nerves, the bones, l i k e pain, 
heat and cold. The beat of a drum smites me through 
from the chest to the shoulder-blades." P.35* 

(2) The phenomenon of f e e l i n g i n t e r n a l l y the rhythm of music 
without f o r m u l a t i n g the accompanying notes must also 
be mentioned. Apropos of t h i s kind of inner rhythmic 
mimicry i t i s i n t e r e s t i n g to note that Miss Margaret 
Glyn claims t h a t we memorise a melody by mentally 
recording i t s rhythmic o u t l i n e ; f o r when we wish to 
r e c a l l a melody i t i s the t i m e - o u t l i n e which f i r s t 
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FoO'tnote Continued. 
emerges i n t o consciousness. (A Rhythmic Conception of 
Music, P.15). Miss Glyn therefore considers th a t the 
rhythmic element i n music i s the primary and funda
mental element. " I n a t r u l y rhythmitonal a r t time-
o u t l i n e must dominate, because i t i s n a t u r a l l y the 
most e s s e n t i a l l y rhythmical and therefore the primary 
o u t l i n e . " ( I b i d , P.43). My own experience runs the 
opposite t o Miss Glyn's statement. I can o f t e n r e c a l l 
a melody which p e r s i s t e n t l y eludes me by t r y i n g to 
formulate the p i t c h - i n t e r v a l s which compose i t , regard
less of t h e i r time-values. I also fr e q u e n t l y give 
myself a kin d of mental tag by naming the n o t e - r e l a t i o n 
ships t o myself when I note themes i n u n f a m i l i a r works 
of music. Once having made the p i t c h - o u t l i n e of a 
theme e x p l i c i t , e i t h e r by t h i n k i n g i t i n terms of a 
key, or by sol-fegging i t , I am able to r e c a l l the 
theme f a i r l y e a s i l y . 
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The exact nature of the connection between the sense of 
hearing and the maintenance of bo d i l y e q u i l i b r i u m , the sense 
of space and distance, and the co-ordination of b o d i l y move
ments, i s s t i l l unexplained. I t i s known that the "cerebellum, 
t h a t part of the b r a i n which 'appears to be intended f o r the 
d i r e c t r e g u l a t i o n of voluntary movements by sense-impressions', 
i s f u n c t i o n a l l y connected w i t h the organ of hearing. 'The 
acusticus i s p r e c i s e l y the sensory nerve t h a t gives c e r t a i n 
o b j e c t i v e sense-impressions a s p e c i f i c r e l a t i o n to movement; 
our movements adapt themselves i n v o l u n t a r i l y , i n a correspond
i n g rhythm, to rhythmical impressions of sound.'"^"^^ 

Professor McEwen derives from t h i s statement the f o l l o w 
i n g conclusion - t h a t "a series of auditory impressions r e 
c u r r i n g r h y t h m i c a l l y f i n d a response i n t h a t part of the b o d i l y 
organism which regulates movement, and are r e a l i s e d i n charac
t e r and period by the f a c t t h a t t h i s response i s e i t h e r an 
a c t u a l physical movement, or i s accompanied by changes i n mus-
'cular conditions which stand i n consciousness as movements. 
I n other words, the perception of the r a t e of p e r i o d i c i t y i n a 
rhy t h m i c a l succession, l i k e the perception of p i t c h , i s a 

(2) 
r e a l i s a t i o n of movements induced by sympathetic vibration!' 

(1) J. B. McEwen, The Thought i n Music, P.12. 
(2) I b i d . P.13. The perception of p i t c h i s due, as we have 

seen (Chapter IV, P . l l ^ to sympathetic vibrations i n -
I , j|l duced i n the b a s i l a r membrane. 



Observation of my own experience i n l i s t e n i n g suggests 
the f o l l o w i n g conclusions. F i r s t , the perception of the rate 

' o f p e r i o d i c i t y i n a rhythmic succession appears to be the 
r e s u l t of unconscious but spontaneous and immediate comparison 
made between the absolute p e r i o d i c r a t e of the music, (« the 
p e r i o d i c i t y of the inner S t r i c t Form, i r r e s p e c t i v e of the 
v a r i a t i o n s of Free Form) and the inner periodic rate of the 
b o d i l y organism. Just as music i s i n s t a n t l y perceived as f a s t 
or slow r e l a t i v e l y to an inner sense of b o d i l y p e r i o d i c i t y 
( t h e r e i s also perhaps i m p l i c i t reference to the normal walk
ing pace as a standaj-d), so the regular duration of successive 
t i m e - i n t e r v a l s i n a rhythmic progression i s perceived as being 
r e g u l a r according as they correspond r e l a t i v e l y or absolutely, 
t o t h i s b o d i l y p e r i o d i c i t y which e x i s t s i n the subject himself. 
Such sympathetic v i b r a t i o n as th a t of which Professor McEwen 
speaks i s by no means precluded by the i m p l i c i t observation of 
correspondence betv/een the outer and the inner or b o d i l y rhythm. 
I t i s the fundamental r e c o g n i t i o n of p e r i o d i c i t y of which he 
speaks. We may see i t s e x t e r n a l manifestations i n those i n 
v o l u n t a r y movements to which I have already r e f e r r e d , and which 
occur most o f t e n when the subject enjoys music at the sensory 
l e v e l on account of i t s p h y s i o l o g i c a l e f f e c t . 

There i s a possible explanation f o r t h i s t r a n s l a t i o n of 
the rhythmic movement of music i n t o terms of muscular movement 
or adjustment. F i r s t , i t might be explained from the standpoint 
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of i m i t a t i o n and of s e l f - i n d i v i d u a t i o n . There i s a desire to 
take part oneself i n the a c t u a l rhythmic movement of the music 
by responding p h y s i c a l l y . We attempt to express the music 
w i t h i n ourselves; to i d e n t i f y ourselves i n a crude way, w i t h 
the music, by thus j i g g i n g the foot or even by less apparent 
muscular adjustments. These l a t t e r are possibly the under
l y i n g p r i n c i p l e of a l l our perception of rhythm. 

But regular " j i g g i n g " e tc., i s o f t e n an i d e n t i f i c a t i o n of 
the s e l f w i t h s t r i c t rhythmic form i n order that the subject 
may recognise the amount by which the f r e e rhythmic form of 
the music varies from the inherent s t r i c t form. This i s a less 
l i k e l y explanation, however; f o r those subjects most prone to 
j i g g i n g do i t automatically and unconsciously, and not, as a 
musician would do i t , i n order to help himself to grasp a 
d i f f i c u l t rhythm. -̂"-̂  

" J i g g i n g " i n time to music occurs most o f t e n a^nong o r d i n 
ary l i s t e n e r s when i n f e r i o r music i s being performed. Of some 
dance music i t may be t r u l y said "One l i s t e n s to i t on the toesJ' 
Such spontaneous movements as j i g g i n g and also the tendencies 
t o movement, r e s t r a i n e d or c o n t r o l l e d r i n the serious l i s t e n e r , 
c l e a r l y reveal the i n t i m a t e connection of music w i t h dancing. 
I n many subjects dancing forms the i n s t i n c t i v e response to 
music. Such a response i s mainly due to the p h y s i o l o g i c a l 

(1) I n passages where a p a r t i c u l a r instrument may have to 
mark the; o f f - b e a t s w i t h a repeated note, i t may be 
foxind less d i f f i c u l t t o mark the rhythm i f the true 
beats are emphasised by the body. 
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e f f e c t s of music; and, except i n the c o n t r o l l e d dances of the 
higher types, possesses l i t t l e of the coherence and beauty 
which d i s t i n g u i s h dancing as a formal a r t . That dancing i s 
nearl y always accompanied by music of an i n f e r i o r type i s 
another i n d i c a t i o n that when music i n v i t e s movement most i n 
s i s t e n t l y , i t does so because of p h y s i o l o g i c a l and not musical 
e f f e c t s . Such music i s th e r e f o r e less l i k e l y to induce the 
most valuable k i n d of musical l i s t e n i n g . I t must also be 
acknowledged t h a t the pleasure which we take i n " r e g u l a r i t y of 
movement and in. the recurrence of systematic periods, i n any
t h i n g t h a t i s i n motion" can be "independent of music. "̂"''̂  

Throughout a l l my own i n t r o s p e c t i v e experience of rhythm 
i n music I foundthat, when I am t r u l y l i s t e n i n g , such sympa
t h e t i c a l l y induced movements or tendencies to movement which 
I have discussed above, are c o n t r o l l e d or i n h i b i t e d by the 
d i s c i p l i n e necessary t o the grasping of the l o g i c of musical 
r e l a t i o n s h i p . I t i s w e l l to remember what I have stressed 
elsewhere - tha t j u s t as the a t t i t u d e of "thorough-paced l i s 
t e n i n g " i s a progress from a sensory response to a response 
at a higher l e v e l , so the perception of the rhythmic element 
i n music i s a mental and not merely a p h y s i o l o g i c a l a c t i v i t y . 
I n music " i t i s inadequate to regard rhythm merely as a property 
of n eural s e n s i b i l i t y and a c t i v i t y : i t s e f f e c t upon conscious
ness i s the c r u c i a l point of the matter . . . The n a t u r a l 

(1) W, Pole, The Philosophy of Music, Pp. 167, I68. 
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i n s t i n c t i v e e f f e c t of rhythm i s an emotional m o d i f i c a t i o n 
of consciousness . . . But any examination of rhythm must 
include a consideration of i t s more d e f i n i t e l y i n t e l l e c t u a l 
character and r e l a t i o n s h i p , as i n d i c a t e d by i t s mathematical 
foundations and exactitude." ̂ "'"̂  

I t i s accordingly necessary to examine from the i n t e l 
l e c t u a l standpoint the nature of our grasp of rhythm i n music
a l l i s t e n i n g . I have already shown tha t the perception of 
p i t c h - r e l a t i o n s h i p i s an experience founded on an i n t e l l e c t u a l 
basis. There i s a corresponding i n t e l l e c t u a l basis to our 
perception of rhythmic r e l a t i o n s h i p i n music. From t h i s as
pect music may be considered t o consist of r e l a t i o n s h i p s i n 
v o l v i n g the perception of notes or p i t c h - p o i n t s as possessing 
r e l a t i v e d u r a t i o n and emphasis, or accent. That i s , i n musical 
l i s t e n i n g there i s a r e c o g n i t i o n of a rhythmic succession of 
u n i t s i n time,as being a r t i c u l a t e d by an inherent, or by a 
s u b j e c t i v e l y superimposed, regular accent, to which i n the 
former case they conform, or from which i n the l a t t e r case, 
they depart. The grasp of rhythm i n music involves a grasp 
of t i m e - r e l a t i o n s h i p . Time-relationships include a l l rhythms, 
simple and complex, as w e l l as the i n t e r n a l l y u n i f i e d groups 
of v a r y i n g time-elements which combine t o make up the embrac
ing rhythmic u n i t y of the music. Any succession of time-units 
i s f e l t as progressive i n time; each u n i t therefore possesses 
value through i t s p o s i t i o n , as part of t h a t succession, and 
( l ) Brian Wibberley, Music and Religion. Pp. 207, 208. 
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also as being i n i t s e l f of a c e r t a i n measure of duration. 
These successive u n i t s are, i n music, organised i n t o a l o g i c a l 
time-system by the occurrence of accent. Accent, however, as 
we have seen, need not always be experienced as an o b j e c t i v e 
f a c t o r , but may be supplied s u b j e c t i v e l y , as i t were, as i n 
our experience of syncopated passages or two-bar r e s t s . 

The i n t e r n a l l y r e l a t e d and stable u n i t s i n t i m e - r e l a t i o n 
ship are also r e l a t e d to a wider system or u n i t y of time-
r e l a t i o n s h i p s . The u n i t of t i m e - r e l a t i o n s h i p i s thus sub
o r d i n a t e t o t h i s higher u n i t y , w i t h regard to which i t becomes 
an \instable element i n the rhythmical development of a complete 
musical work. We s h a l l see l a t e r how the u n i t , the beat, forms 
p a r t , f i r s t of a l a r g e r u n i t , the bar; and then how the bar 
extends i n t o the phrase; the phrase i n t o the sentence, the 
sentence i n t o the paragraph, and so on, u n t i l the end i s 
reached. Thus the complete work of music i s made up of u n i t s 
which are c o n t i n u a l l y being ra i s e d t o a higher power as the 
grasp i s extended to include what were o r i g i n a l l y experienced 
as s i n g l e u n i t s i n t h e i r more complex r e l a t i o n s h i p of parts of 
a whole. 

The f o l l o w i n g statements regarding the perception of 
rhythmic progressions may serve to clear the ground as a pre
l i m i n a r y to a more d e t a i l e d i n v e s t i g a t i o n . An u n d i f f e r e n t i a t e d 
p e r i o d i c series i s only perceived as rhythmic when c e r t a i n laws 
are complied w i t h . F i r s t , the subject must attend a c t i v e l y to i t . ' 
( l ) Bolton's experiment i s only p r a c t i c a b l e when the subject 

attends a c t i v e l y t o the s t i m u l i . 
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Secondly, f o r a per i o d i c series to be perceived as rhythmic 
the i n t e r v a l of time between successive elements must not be 
so short t h a t the mind i s unable to i n d i v i d u a l i s e each of 
these successive elements. T h i r d l y , the i n t e r v a l between 
successive elements must not be so long t h a t the mind cannot 
apprehend the two as connected i n a s i n g l e ax5t of conscious
ness. These conditions may vary w i t h i n l i m i t s , according to 
the i n d i v i d u a l . I n general, the f a s t e s t rate at which ele
ments may be apprehended as separate may be f i x e d at i n t e r v a l s 
of 0.1 seconds. . At i n t e r v a l s of 2 seconds i s the slowest rate 
at which successive elements can be f e l t as connected. 

Dr. Otto Ortmann gives the f o l l o w i n g data as to the extent 
of rhythmic progression which the span of consciousness can 
grasp i n a c t u a l musical experience. He adds the proviso, 
however, t h a t a great deal of v a r i a t i o n i s possible, according 
t o the kind of rhythmic p a t t e r n used, the tempo, and the method 
of presentation. "When the" i note has a duration of ̂  second, 
the span f o r a c e r t a i n series of patterns has been found to 
vary from J /o J Dj .0 J7 .0 .0 A 17 

when the rhythms were given without accent."^"^^ 
I have already mentioned that one of the conditions essen

t i a l t o perceiving rhythmic r e l a t i o n s h i p s i s a c t i v e l y attending 
t o them. I n the case of a series of u n d i f f e r e n t i a t e d regular 
a u d i t i v e s t i m u l i the a t t e n t i v e mind u s u a l l y divides them i n t o 

(2) 
groups by superimposing accent on c e r t a i n r e c u r r i n g s t i m u l i . 
(1) Otto Ortmann, "Types of Listeners;" i n The E f f e c t s of 

Music, Edited by Max Schoen, P.56, 
(2) See back, P.USthis Chapter.. 
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This f e e l i n g of accent thus s u b j e c t i v e l y experienced occurs 
at the renewal of the act of a t t e n t i o n . I t i s most common 
f o r the groupings so formed to occur spontaneously i n twos. 
Where groups of higher n\irabers, such as threes or f i v e s , are 
formulated, i t i s found t h a t these are made as the r e s u l t of 
d e f i n i t e l y w i l l i n g the a t t e n t i o n . The mind th i n k s the suc
cessive s t i m u l i i n t o groups of threes or f i v e s etc. The f e e l 
i n g o f regular accent which thus changes an u n d i f f e r e n t i a t e d 
s e r i e s of sounds i n t o a rhythmic progression i s therefore the 
r e s u l t of an act of comparison. The r e a l i s a t i o n of the p r i 
mary p e r i o d i c succession of a u d i t i v e s t i m u l i i s i n t u i t i v e l y 
compared w i t h the secondary progression i n twos and threes 
s u b j e c t i v e l y conceived. But i n the experience of music i t i s 
never a case of an u n d i f f e r e n t i a t e d series of u n i t s . Accent 
or va r y i n g i n t e n s i t y i s always o b j e c t i v e l y present;' while the 
elements i n which rhythm i s embodied may also vary i n f i n i t e l y 
i n d u r a t i o n . The accent t h a t i s o b j e c t i v e l y present i n music 
has t h e e f f e c t o f compelling the renewal of the act of att e n 
t i o n to take place at o b j e c t i v e l y determined i n t e r v a l s . This 
o b j e c t i v e accent, while generally understood as stress, which 
as such imparts a r e l a t i v e l y greater i n t e n s i t y to the note on 
which i t occurs, may also be modified by the respective 
durations of notes. 

The grouping of a regular series i n t o twos i s the normal 
and primary way of r e a c t i n g to any such succession of s t i m u l i . 
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Let us therefore f i r s t examine the nature of t h i s grasp of 
the two-unit group. Each successive p a i r i s grasped as a 
s i n g l e e n t i t y composed of two elements. These two elements 
are f e l t as complementary and contrasted. One single element 
i s f e l t as r e l a t i v e l y unstable and as needing to progress t o 
a second element, equal t o i t i n q u a n t i t y , but opposite i n 
q u a l i t y , i n order that s t a b i l i t y may be achieved. A t t e n t i o n 
t h e r e f o r e progresses from one unstable element to another; 
and f i n d s a c e r t a i n balance i n the complex grasp of two ele
ments s i m i l a r , yet contrasted. The progress of a t t e n t i o n may 
be compared w i t h the swing of a pendulum; and can be graph
i c a l l y expressed thus: .(1) 

I 

/ 

The swing i s from the lesser to the greater; from the unac
cented to the accented. The two u n i t s are equal i n quantity 
( d u r a t i o n ) , but opposed i n d i r e c t i o n or q u a l i t y ( s t r e s s value), 
Rhythm i n European music has been l i m i t e d to the simplest com
b i n a t i o n s ; the neglect of more complex rhythms being the 

( l ) J. B. McEwen, The Thought i n Music. P.l6 
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r e s u l t of the concentration throughout the h i s t o r y of modern 
European music on the development of harmonic r e l a t i o n s h i p s , 
and, more r e c e n t l y , on experiments i n t e x t u r a l combinations. 
This preoccupation w i t h "tone" and i t s aspects r a t h e r than 
w i t h rhythm may be r e a d i l y understood when the vocal o r i g i n 
of modern music i s taken i n t o account. Among other examples, 
the music of Bach i s mainly w r i t t e n i n a s t y l e the beauty of 

which 
there 

depends pre-eminently on the p i t c h - i n t e r e s t , and where 
i s l i t t l e rhythmic v a r i e t y . Most contrapuntal music. 

because of i t s vocal o r i g i n , subordinates rhythmic i n t e r e s t 
t o p i t c h - i n t e r e s t . Moreover, the long sweep of many l a t e r 

12 6 
works w r i t t e n i n such time-signatures as -»-, j etc., means 

(1) 
t h a t here also rhythmic i n t e r e s t i s at a minimum. I n gen
e r a l , the elements composing the rhythmic u n i t (the bar) of 
European music, are e i t h e r of equal time-value, or are b a l 
anced i n the proportions of the simplest r a t i o s ; e.g. 
1; 2, It 3, 1 : 5 etc.^^^ 
(1) c f . Some of the slow movements of Beethoven sonatas. 

The long l i n e of the p i t c h - o u t l i n e r e c a l l s the rhe
t o r i c a l sweep of the voice. 

(2) Though Professor McEwen states t h a t "Rhythm i n modern 
music i s s t i l l a matter of simple r e l a t i o n s bel^ween 
the durations of successively occurring periods" ( t h i s 
was w r i t t e n i n 1912.) (The Thought i n Music. P-.l?)-- " 
since the beginning of the t w e n t i e t h century there has 
been a tendency not only towards developing new com
p l e x i t i e s of rhythm, but also towards disregarding the 
o l d standards of time and accent. Music has "freed 
i t s e l f , f o r b e t t e r or worse, from the trammels of 
metre. Measure of course remains, f o r a conductor 
s t i l l has to beat time, or the players .could not keep 
together. But the accents and stress of the musical 
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Footnote Continued. 
phrase are c o n t i n u a l l y f a l l i n g across the bar, so to 
speak; they no longer coincide w i t h what were form
a l l y known as 'strong' beats, which now have scarcely 
any accentual s i g n i f i c a n c e . " (Outline of Modern Know
ledge. P.1041). Nevertheless there must always remain 
tTie^ r e c o g n i t i o n of t h a t fundamental standard of S t r i c t 
Form, which i s understood as the basis of a l l rhythmic 
v a r i a t i o n , and t o which unconscious reference i s made 
i n our grasp of a l l rhythmic complexities. This inher
ent f e e l i n g f o r rhythmic movement, or S t r i c t Form, 
e x i s t s as an unconscious standard behind our grasp of 
the varying rhythmic r e l a t i o n s h i p s of music. This i s 
the explanation of the coherence o f "rubato". Rubato 
represents a departing from S t r i c t Form, but never so 
as t o lose sight of the fundamental regular rhythm 
underlying the rubato. 
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I n the perception or grasp of the simple rhythmic u n i t 
composed of two equal but contrasted elements, there i s f e l t 
a r i s i n g t o a climax and a f a l l i n g away from t h a t climax. 
This simple grasp of the rhythmic u n i t i s raised to a more 
complex grasp i n "thorough-paced" l i s t e n i n g . I n f o l l o w i n g 
music t h i s s i n g l e rhythmic u n i t , though f e l t as i n t e r n a l l y 
s t a b l e , nevertheless demands another u n i t , s i m i l a r to i t i n 
s t r u c t u r e , to balance i t . Thus two u n i t s , each stable i n 
i t s e l f , but r e l a t i v e l y unstable, combine t o form a l a r g e r 
and more complex u n i t y , which i s grasped as a u n i t y , and which 
i s f e l t as stable i n i t s e l f , "̂̂ ^ Throughout true musical l i s 
t e n i n g there i s t h i s constant r a i s i n g of u n i t i e s to a higher 
power, r e l a t i v e t o which they no longer are f e l t as s a t i s f y i n g 
separate e n t i t i e s . A l a r g e r degree of organisation i s thus 
imposed on the f i r s t o rganising of primary elements i n t o 
simple u n i t i e s . As the musical work develops, the mind i s 
able t o take t h i s more complex grasp i n i t s s t r i d e , and accord
i n g as t h i s higher vnit i s s t i l l f e l t as unstable, there con
t i n u e s the need f o r i t to be balanced s t i l l f u r t h e r by pro
ceeding to another group or secondary u n i t y . Thus the grasp 
of rhythmic r e l a t i o n s h i p ( p r i c k e d on by the i n s t a b i l i t y of the 
t o n a l r e l a t i o n s h i p s as w e l l ) becomes more and more complex 
u n t i l a point i s reached where no more i n s t a b i l i t y i s f e l t to 

( l ) c f . the extension of pi t c h - p e r c e p t i o n , vide Chapter IV. 
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e x i s t . The desire to push on to more complex systems of group
ings of i n t e r n a l l y balanced u n i t s i s then s a t i s f i e d , and thus 
ceases w i t h the end of the music. 

I n music the f i r s t simple element i n a regular rhythmic 
s e r i e s i s c a l l e d the beat. The f i r s t simple u n i t (or i n t e r n 
a l l y stable u n i t y ) i s c a l l e d the bar. Though f o r convenience 

i n r e a l i t y we experience i t we w r i t e the bar J J 
thu s : J } 

The r a t e at which accented beats succeed one another i s 
c a l l e d the tempo. There i s probably a mean tempo which i s 
n e a r l y the same f o r every subject. This tempo coincides w i t h 
the rhythm or p e r i o d i c i t y which characterises b o d i l y move
ments, l i k e the normal walking-pace and the heart-beat, as 
w e l l as being possibly a f f e c t e d by other muscular adjustments 
and c a t h a r t i c reactions of which we are unconscious. 
(1) A r a t e of tempo i s chosen by the composer f o r a p a r t i c u l a r 

work, f a s t or slow, i n sympathy w i t h the tempo i n which 
the music f i r s t took possession of his mind. This tempo 
i s f e l t as e x i s t i n g w i t h i n h i s normal inner tempo. Fast 
and slow are purely r e l a t i v e terms. Music i s f e l t as 
such according to whether i t s pace corresponds i n greater 
or less degree t o the inner p e r i o d i c i t y of the bodily 
organism. 

Tempo, however, remains to some extent r e l a t i v e to p i t c h -
o u t l i n e . O r d i n a r i l y the more notes i n the bar, the 
slower the tempo. Few notes u s u a l l y mean quick tempo. 
See the Scherzo of Beethoven's Ninth Symphony. Here the 
bar becomes the beat, the four-bar phrase becomes the 
u n i t . Each bar contains only three notes. 

On the other hand, when a great number of notes are grouped 
i n t o a s i n g l e beat (see some of Beethoven's slow move
ments) the tendency i s f o r the mind to s p l i t up the bar 
i n t o smaller u n i t s . 



165 c 

The progression of the bar to the l a r g e r and more com
plex o r g a n i s a t i o n , the two-bar phrase, demands an extended 
and more complex grasp, while s t i l l remaining an immediate 
or d i r e c t experience of a u n i t y . The grasp of higher and 
more complex u n i t i e s , however, i s no longer a matter of 
immediate perception. Memory a c t i v i t y must be c a l l e d upon. 
The grasp of the phrase as being musically s i g n i f i c a n t and 
coherent extends t o the grasp of the musical sentence, of 

. which a l l the c o n s t i t u e n t elements remain i n suspension u n t i l 
the cadence i s reached. At the cadence, by an act of r e t r o 
spection the whole musical s t r u c t u r e as i t progresses from 
the f i r s t simple u n i t , the bar, through other embracing and 
extending u n i t i e s ^ to the musical sentence i s summed up i n 
t h i s f i n a l act. Further development from the sentence to the 
paragraph, and thence to the complete work or movement, means 
an extended and complex grasp which brings a l l the parts i n t o 
u n i t y and harmony. Thus to f o l l o w coherently the extended 
rhythmic development of a work of music demands the power of 
comparing, c o n t r a s t i n g , organising and synthesising of parts 
as r e c o n c i l i n g contrasted elements which i s only possible to 
the t r a i n e d musical perception. Memory, sustained and active 
a t t e n t i o n , as w e l l as t h i s i n t e l l e c t u a l power of synthesising 
the s i g n i f i c a n c e of the parts as developing musical "thought", 
are a l l necessary to the experience of music as a formal i m i t y . 

Like the perception of extended p i t c h - r e l a t i o n s h i p s ( w i t h 
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which, of course, extended rhythmic r e l a t i o n s h i p i s a l l i e d 
and which p r i c k s on i n t e r e s t i n rhythmic development) the 
progressive grasp of rhythmic r e l a t i o n s h i p (or t i m e - o u t l i n e ) 
i n music comprises a series of expectations p a r t i a l l y s a t i s 
f i e d and e x c i t e d again u n t i l the end brings f i n a l s a t i s f a c t i o n . 
The f i r s t i n h e r e n t l y unstable element brings the promise t h a t 
another i s to f o l l o w i n order to balance the f i r s t . Expecta
t i o n i s thus d e f i n i t e , since the form or shape of what i s to 
f o l l o w may be p r e d i c t e d from the nature of the f i r s t u n i t . As 
rhythmic u n i t succeeds rhythmic u n i t , each i n t u r n f u l f i l s 
e xpectation, since i t completes, or helps to complete, a la r g e r 
u n i t y ; and at the same time i t j o i n s w i t h the preceding u n i t s 
t o i n v i t e f u r t h e r movement t o complete a more complex u n i t y . 
Thus expectation becomes i n c r e a s i n g l y complex and d e f i n i t e as 
the extending u n i t i e s grow i n complexity i n t h e i r progression 
to a f i n a l s t a b i l i t y . F i n a l s t a b i l i t y a r r i v e s when a l l i n t e r n 
a l or smaller u n i t i e s are f e l t to be p e r f e c t l y balanced and 
thus form the complete u n i t y of the perfect musical work. 

S t r i c t l y speaking, the extent of a single act of percep
t i o n i s l i m i t e d t o the grasp of the few notes or rhythmic stim
u l i which can be immediately r e a l i s e d as connected. The scope 
of the span of consciousness may, however, be found t o vary 
w i t h i n f a i r l y wide l i m i t s , depending c h i e f l y on native capacity 
and the degree t o which t h i s has been t r a i n e d to f u n c t i o n e f f i 
c i e n t l y . The untrained mind may perceive the i n t e r n a l s t a b i l i t y 
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of a s i n g l e phrase only; the s k i l l e d musician may be able to 
extend his grasp t o embrace the coherence of the complete 
musical sentence. 

The nature of the rhy t h m i c - o u t l i n e or the p i t c h - o u t l i n e 
of the music may a f f e c t the ease w i t h which the l i s t e n e r can 
d i r e c t l y grasp rhythmic r e l a t i o n s h i p s . For example, the p i t c h -
o u t l i n e may tend to avoid the s t a b i l i t y which derives from a 
too emphatic use of the dominant to t o n i c progression, by em
p l o y i n g other more elusive and less conclusive harmonies. This 
w i l l m i l i t a t e against the s t a b i l i t y of the rhythmic o u t l i n e by 
prolonging the suspense of the melodic or harmonic i n t e r e s t . 
According as the cadence at the end of a phrase, a sentence or 
a paragraph emphasises the s t a b i l i t y or the i n s t a b i l i t y of the 
p i t c h - o u t l i n e ; t h a t i s , according as i t i s p e r f e c t , imperfect 
or i n t e r r u p t e d , masculine or feminine, d i r e c t , or i n d i r e c t 
( r e s o l v e d by means of a suspension, f o r example) so w i l l ex
p e c t a t i o n be s a t i s f i e d or i n t e n s i f i e d . 

That t h i s extended perceptual grasp i s accompanied by 
expectation of increasing d e f i n i t e n e s s i s shown by the f a c t 
t h a t as the grasp becomes more and more complex, the goal to 
which the music i s tending becomes c l e a r e r and more obvious. 
The a t t e n t i v e l i s t e n e r can almost f o r e t e l l the d i r e c t i o n the 
rhythmic o u t l i n e must take from his knowledge of what has a l 
ready occurred. 

Take again the b a l l a d "Barbara A l l e n " , which we considered 
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from the aspect of p i t c h - r e l a t i o n s h i p . The f i r s t rhythmic 
-iC^—^ u n i t icL) y i } J-

i s f e l t t o r i s e t o a rhythmic climax and requires to be b a l 

anced by the coraolementary u n i t 

a. TTTT: 
of equal d u r a t i o n , and s i m i l a r i n t i m e - o u t l i n e to the f i r s t , 
but opposite i n q u a l i t y ; as the f i r s t tended upwards, and 
t h i s tends downwards. Thus the f i r s t i n t e r n a l l y stable 
phrase ^"""""^ ̂  

/. m J. r n 
arouses expectation and s a t i s f i e s i t . The st r u c t u r e i s s t i l l 
simple, however; and i s r e l a t i v e l y unstable to what f o l l o w s ; 
f o r i t tends to expand n a t u r a l l y i n t o a second phrase s i m i l a r 
i n the length t o t h e f i r s t , but again opposite i n q u a l i t y . 

Hote how t h i s second phrase grows r h y t h m i c a l l y (as w e l l as 
m e l o d i c a l l y - See Chapter V) out of the f i r s t phrase. Notice 
also t h a t the f i r s t three notes of {(9) possess the same time-
value as those i n { < ) . Only a very s l i g h t v a r i a t i o n i s needed 
t o give the r i g h t f i l l i p of d i f f e r e n c e t o the ti m e - o u t l i n e of 

. This v a r i a t i o n prevents the monotony of exact r e p e t i t i o n ; 
but the phrase resembles the f i r s t s u f f i c i e n t l y to please by 
i t s s i m i l a r i t y . Phrase/?' i s i n t e r r o g a t o r y ; phrase c< was 
a s s e r t i v e ; t h e r e f o r e they are f e l t as contrasted. P h r a s e ^ 
now demands another phrase t o balance i t ; i t s question must 
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(1) 
be answered. A new sentence containing two phrases ̂ a n d 7f 

of which y i s the answer t o ̂  , completes the whole of the 

f i r s t sentence {<^'^f^), 

i . I r; h J. 
jr. /• h J . r h r ^ 

The t i m e - o u t l i n e s of y and TT are s i m i l a r to those of c< and 
^ , y corresponding to , and ff to . 

The t i m e - o u t l i n e of the whole tune i s thus exceedingly-
w e l l - k n i t . The same simple rhythmic p a t t e r n , s l i g h t l y varied 
i n each case, i s common to each of the four phrases which con
s t i t u t e the complete melody. These v a r i a t i o n s , though only 
s l i g h t , are s u f f i c i e n t t o prevent monotony. I t i s necessary 
again to emphasise the f a c t t h a t a l l musical l i s t e n i n g includes, 
the two aspects of t i m e - o u t l i n e and p i t c h - o u t l i n e i n t h e i r 
c l o s e l y k n i t union; though o f t e n the i n t e r e s t i n the one may 
be subordinated t o the i n t e r e s t i n the other, and vice versa. 
There i s also a n e v e r - f a i l i n g source of v a r i a t i o n and a stimulus 
t o renewed i n t e r e s t i n the dynamics stnd t e x t u r a l elements of 
• (2) music. 

The d e f i n i t e n e s s of the expectation as to the development 

of t i m e - o u t l i n e i n music l i e s not so much i n a fore-knowledge 
of the d e t a i l s of the ensuing rhythmic development, but rather 
( l ) Terms l i k e " i n t e r r o g a t o r y " and "assert i v e " are also r e l a t i v e 

t o t i m e - o u t l i n e or r h y t h m i c - r e l a t i o n s h i p as associated or 
fused w i t h p i t c h - o u t l i n e , or n o t e - r e l a t i o n s h i p . I n actual 
examples i t i s impossible to dissociate the two. I n the 
above example the i n s t a b i l i t y of the ti m e - o u t l i n e i s 
maintained by the p i t c h - o u t l i n e . I n phrase/<5'the p i t c h 
o u t l i n e r i s e s upwards from the t o n a l centre. 



i n a r e a l i s a t i o n of the d i r e c t i o n which the t i m e - o u t l i n e w i l l 
t ake, and the scope or extent needed to b r i n g i t t o a s a t i s 
f a c t o r y conclusion. For example, the f i r s t two bars of 
"Barbara A l l e n " lead us d e f i n i t e l y to expect another two bars, 
although t h e i r exact nature can only be conjectured. This i s 
our experience at the f i r s t time of hearing; at a second 
hearing, expectation as t o the nature of the d e t a i l s may be 
c l e a r l y formed. 

Where music i s novel, much depends, as i n the case of 
p i t c h - r e l a t i o n s h i p , on the subject's musical background. 
Should he f o l l o w a movement i n sonata-form, he w i l l soon 
recognise t h a t the formal o u t l i n e of the music consists of the 
balance, i n t e r p l a y , development and r e c a p i t u l a t i o n of c e r t a i n 
s u b j e c t s . He w i l l t h erefore a n t i c i p a t e the reappearance of a 
main subject i n the r e c a p i t u l a t i o n ; and the subsequent ham
mering home of the coda, f o r example. S i m i l a r l y he can f o l l o w 
w i t h some c e r t a i n t y the music w r i t t e n i n rondo, form. Where his 
musical experience i s profo\md he cein even gauge the length of 
the c o n s t i t u e n t p a r t s . He w i l l a n t i c i p a t e when one section 
w i l l end, and gather from the length of one part the length 
and nature of the part needed t o balance i t . These pre d i c t i o n s 
are o f course aided by f o l l o w i n g the p i t c h - o u t l i n e . Modula
t i o n s t o a contrasted key may in d i c a t e the approach of a con
t r a s t i n g s ection and so on. 

( l ) Miss Margaret Glyn emphasises the point "that a l l impor-
teuit p i t c h - e f f e c t s (such as cadences, suspensions, 
and any pronounced discord or change of key) should 
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Footnote continued. 
occur at these regular i n t e r v a l s ( i n the t i m e - o u t l i n e ) , 
and the n a t u r a l tendency of p i t c h - o u t l i n e i s thus 
i n e v i t a b l y towards monotony of t i m e - d i v i s i o n , a t y p i 
c a l instance of which i s the modern hymn-tune," (The 
Rhythmic Conception of Music. P.42) 
Compare the i n t e r e s t of Bach's p i t c h - o u t l i n e w i t h the 
lack of development of his t i m e - o u t l i n e . See P. l6o 
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I n t r u e musical l i s t e n i n g t h i s grasp of the coherence 
of t i m e - o u t l i n e i s j u s t as important as the grasp of the 
l o g i c of p i t c h - o u t l i n e . The progression from bar to bar, 
from phrase to phrase, and from sentence to the complete mus
i c a l paragraph must be grasped as l o g i c a l i n order t h a t the 
l i s t e n e r may enjoy the s i g n i f i c a n c e and the beauty of the 
music as a whole. 

The general conclusions as to the perception of rhythmic 
r e l a t i o n s h i p i n music may be summed up as f o l l o w s : When the 
t i m e - o u t l i n e of music i s a c t i v e l y followed expectation remains 
u n s a t i s f i e d as long as the t i m e - o u t l i n e i s f e l t to be unstable. 
So long as there i s f e l t a demand f o r f u r t h e r movement i n 
order t o complete the musical meaning and restore the balance 
of p a r t s , expectation continues u n s a t i s f i e d . When the tendency 
t o movement ceases, and the i n t e r n a l s t a b i l i t y increases to 
such an extent t h a t no f u r t h e r movement i s desired, expecta
t i o n i s f i n a l l y s a t i s f i e d . The grasp of the i n t e r n a l s t a b i l i t y 
of the parts includes a developing r e a l i s a t i o n of t h e i r exter
n a l i n s t a b i l i t y which gradually changes towards s t a b i l i t y . 
This i s f i n a l l y - a c h i e v e d when a l l the parts are reconciled as 
forming a s i n g l e stable whole. 

The i n t e r n a l s t a b i l i t y of the rhythmic u n i t , the bar, can 
be d i r e c t l y apprehended. The larger u n i t y , the p^hrase, can 
also be d i r e c t l y apprehended as i n t e r n a l l y s t able. The • 
extension of the grasp of the phrase to the grasp of the sen
tence i s , except i n s p e c i a l cases, no longer a case of immediate 
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perception. The summing up of the sentence demands an act 
o f r e t r o s p e c t i v e consideration. Elements i n themselves 
complex and stable are synthesised i n t o a lar g e r u n i t y . The 
mind can only grasp the coherence of such extended u n i t i e s 
by analysis and synthesis through the memory. 

I n the t r a i n e d musician the grasp of t i m e - o u t l i n e be
comes so clear and d e f i n i t e t h a t the omission of any par t , 
perhaps only a s i n g l e bar, one of many s i m i l a r bars, destroys 
the c o n t i n u i t y of e f f e c t , and d i s t o r t s the balance of the 
work as a formal masterpiece. " I f we lose our grasp of the 
time-beat and the equal n o t e - d i v i s i o n , we lose our i n t u i t i v e 
perception of the music. "̂"""̂  This i l l u s t r a t e s the necessity 
of i n t e r p r e t i n g the rhythmic (or formal) development of music 
through the medium of the laws of S t r i c t ajid Free Form. Free 
Form can only be understood as coherent i n so f a r as the exact 
degree of i t s departure from S t r i c t Form can be followed. To 
the a t t e n t i v e l i s t e n e r the r e l a t i o n s h i p between S t r i c t and 
Free Form must always be apparent i f he i s to get r e a l aes
t h e t i c enjoyment from the balance and proportion of the work 
of music developing before him. 

(1) Margaret Glyn, The Rhythmic Conception of Music. P.66. 



CHAPTER V I . 

THE DYNAMIC ELEMENTS OF MU3I0; 
INTENSITY. TIMBRE AND TEXTURE. 
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CHAPTER VI . 

THE DYNAMIC ELEMENTS OF MUSIC: INTENSITY. TIMBRE AND TEXTURE. 

Althou|lj>the perception of the r e l a t i o n s h i p s which make 
up the time-o>utline and the p i t c h - o u t l i n e of music i s v i t a l 
t o t r u e musical l i s t e n i n g a f u l l a p preciation of the perfect 
a e s t h e t i c musical whole also involves the perception of v a r i a 
t i o n and f l u c t u a t i o n i n the dynamic elements. These include 
i n t e n s i t y - which comprises a l l gradations of softness and 
loudness of tone, crescendos and diminuendos, and those vary
i n g degrees of emphasis l i k e "accent," and the d i f f e r e n t kinds 
of touch l i k e "staccato" and "legato" - ; timbre, or tone-
colour, sometimes c a l l e d "clang"; and t e x t u r e , which may be 
described as the system of timbres, or instrumental colourings, 
i n music w r i t t e n f o r several instruments. 

I t i s important to recognise t h a t thorough-paced musical 
l i s t e n i n g does not only involve f o l l o w i n g the r e l a t i o n s h i p s of 
tones i n t h e i r simultaneous progression in. p i t c h and time; i t 
i s equally necessary t o hear and f o l l o w t h e i r changes as r e 
gards the above aspects. The re c o g n i t i o n of the changes i n 
dynamism throughout a work of music i s perhaps of less funda
mental importance to our understanding of the music than the 
r e c o g n i t i o n of the formal r e l a t i o n s h i p s of p i t c h and rhythm; 
nevertheless without i t the musical experience would be very 
n e a r l y akin to the f o l l o w i n g of the symbols i n a mathematical 
problem. I t i s the i n t e n s i t y and q u a l i t y of notes which give 
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them t h e i r v i t a l i t y i n music, j u s t as i t i s ex q u i s i t e and 
su b t l e phrasing which gives l i f e and s i g n i f i c a n c e to a melody, 
or l o g i c a l sequence of notes. 

I t i s perhaps more apt to speak of " v a r i a t i o n " i n dyna
mism ra t h e r than t o use the term " r e l a t i o n s h i p " , f o r v a r i a t i o n s 
i n the dynamic elements are f a r less a r b i t r a r y than the v a r i a 
t i o n of notes i n p i t c h and time. These l a t t e r elements must 
always conform, w i t h i n very narrow l i m i t s , to the standards 
l a i d down by the composer and f u r t h e r r a t i f i e d by t r a d i t i o n 
and the resources of instruments. But there i s no absolute 
standard to which the dynamic elements must conform. 

The importance of the dynamic elements i n music has not 
been stressed i n any study of musical aesthetics, nor except 
very s k e t c h i l y , have they received much a t t e n t i o n i n psycholog
i c a l studies of the experience of l i s t e n i n g to music, ̂ '^^That 
these elements are an i n t e g r a l part of any work of music heard 
i n a c t u a l performance i t i s needless to a f f i r m . We might even 
go f u r t h e r and si:iggest t h a t such dynamic considerations are 
present even when the composer frames h i s musical idea i n his 

( l ) I n his essay on "Types of Musical Listeners" i n The E f f e c t s 
of Music (Edited by Max Schoen) Otto Ortraann describes 
some of the experiments made t o determine the absolute 
value of v a r i a t i o n s i n i n t e n s i t y and duration of piano-
tones on c h i l d r e n . But such experiments do not help 
much i n the consideration of the v a r i a t i o n of these 
elements as they occur r e l a t i v e to a work of music. 
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head. He does not, f o r example, conceive a musical idea, and 
then look round f o r an instrumental timbre i n order to express 
i t i n a c t u a l i t y . The musical idea occurs already clad i n a 
p a r t i c u l a r timbre or tone. The musician does not say " I am 
going to give t h a t idea to the trumpet, and that to^the f i d d l e , " 
as though the two ideas were interchangeable i n timbre. Each 
musical theme c a r r i e s i t s timbre i m p l i c i t i n i t s i n i t i a l con
c e p t i o n . When the g i f t e d musician s i l e n t l y cons a musical 
score, though he doubtless contents himself w i t h a very b r i e f 
r e c o g n i t i o n of the dynamic p o s s i b i l i t i e s of the notes and 
t h e i r t e x t u r a l treatment, some r e a l i s a t i o n of the e f f e c t of 
these i s always present i n h i s imagination. I n the case of 
the composer and the score-reader the dynamics of the music 
cannot s t r i k e the b r a i n w i t h r e a l p h y s i c a l violence as they do 
i n an actual performance; nevertheless they are not e n t i r e l y 
discounted, but are e i t h e r heard i n imagination, i n the l i g h t 
of past experience, or are heard i m p l i c i t l y as being v i t a l to 
the expression of the music. 

I n a c t u a l l i s t e n i n g to the discussion of which I have 
mainly confined myself, the f o r c e f u l presence of the dynamic 
elements of music cannot be discounted. They a f f e c t the 
genuine l i s t e n e r without h i s being able to help himself. The 
mellow and voluptuous notes of the v i o l o n c e l l o played i n the 
upper r e g i s t e r are f e l t to be i n luscious contrast to- the 
t h i n , sexless notes of the v i o l i n , i n a s t r i n g q u a r t e t , f o r 
example. The nasal tone of the v i o l a i s i n t u r n strongly 
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d i f f e r e n t i a t e d from the other three instruments. The exquis
i t e l y s ubtle way i n which a p i a n i s t works his tone up from 
the slenderest pianissimo to a f o r t i s s i m o climax and back 
again t o a normal tone, i s duly followed and appreciated by 
the a r t i s t i c l i s t e n e r . The bare r e c o g n i t i o n , at the sensory 
l e v e l , of the sudden sforzando that i n a d v e r t e n t l y r e c a l l s our 

(1) 
wandering a t t e n t i o n . s h o u l d not be confused, however, w i t h 
those cases where the a t t e n t i v e l i s t e n e r f o llows w i t h his 
h i g h l y developed perceptive powers the a r t i s t i c a l l y handled 
and developed dynamism of a Beethoven Sonata l i k e t h a t i n 
C minor opus 111. The perception of i n f i n i t e gradations i n 
shading o f i n t e n s i t y and tone, as w e l l of the perception of 
v a r i a t i o n s (not haphazard, b\jt l o g i c a l l y d i r e c t e d to a c e r t a i n 
a r t i s t i c aim) i n emphasis, timbre and t e x t u r e , i s e s s e n t i a l 
t o the perfect f o l l o w i n g of music. For music should be en
joyed as a..living a r t , and not as a barren combination of 
notes. Moreover the dynamic e f f e c t s themselves help t o make 
cl e a r the formal r e l a t i o n s h i p s by emphasising c e r t a i n e f f e c t s 
and passing over others as less important. Notice how much 
more f o r c e f u l i s a discord on an accented beat, than on an 
unaccented beat. 

Numerous musical examples could be appended to show how 
prominently these dynamic q u a l i t i e s enforce themselves on our 
(1) c f . Haydn's "Surprise Symphony." 



a t t e n t i o n as being necessary t o the a r t i s t i c development. I n 
many cases c e r t a i n dynamic devices require much more than a 
bare r e c o g n i t i o n of t h e i r presence i n order t h a t t h e i r i n 
c l u s i o n f o r an a r t i s t i c end be understood. For example, the 
whole musical s i g n i f i c a n c e of a work l i k e Ravel's "Bolero", 
f o r f u l l o rchestra, would be l o s t , i f the i n f i n i t e v a r i e t y 
and development of i n t e n s i t y and timbre were not c a r e f u l l y 
f o l l o w e d . This work i s a study i n i n t e n s i t i e s and o r c h e s t r a l 
t e x t u r e s . The whole i n t e r e s t of the piece l i e s i n the way i n 
which i t works up gradually to a tremendous crescendo by the 
a d d i t i o n , one a f t e r another, of more and more instruments. 
I t begins w i t h a theme, pianissimo, on a solo f l u t e , against 
a muf f l e d t a t t o o on the side-drum. D i f f e r e n t instruments take 
up the theme, f i r s t s i n g l y , and then i n groups, u n t i l f i n a l l y 
the f l u t e s , trumpets, saxophones and v i o l i n s blare out the 
theme against the impressive t a t t o o of a l l the percussion, 
woodwind, horns, trombones, tuba,harps^ and the rest of the 
s t r i n g s , and the orchestra heaves tumultuously to a fr e n z i e d 
close. Without t h i s development i n dynainic treatment the 
theme, though long and f a i r l y complex i n i t s e l f , would soon 
cease to have aesthetic i n t e r e s t f o r the l i s t e n e r . The i n 
t r i c a t e t a t t o o which runs w i t h increasing vigour throughout 
the piece, i s also t r i c k y ; but i t may be mastered at a single 
hearing. The comparative barrenness of p i t c h and time o u t l i n e , 
the f i r s t of which recurs again and again w i t h only the s l i g h t 
est m o d i f i c a t i o n , i s compensated f o r i n t h i s way by a dynamic 
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treatment which serves to sustain the l i s t e n e r ' s i n t e r e s t 
throughout ( I speak from personal experience), the e n t i r e 
f i r s t hearing. Obviously i f the l i s t e n e r does not a c t i v e l y 
f o l l o w these changes i n treatment he i s not coming at a l l 
near the o r i g i n a l conception of the composer, as i t i s i n t e r 
preted by conductor and orchestra. Following t h i s work by 
score would give the subject an approximate idea of the t r e a t 
ment of t h i s work, but h i s experience would be ever so much 
less impressive. The appreciation of the aesthetic importance 
of the dynamic treatment of t h i s work i s not only a matter f o r 
the understanding, as would be the case were the music known 
only from score. Once heard, these e f f e c t s could be imagined 
w i t h a c e r t a i n degree of f a i t h f u l n e s s . Even so, the dominating 
power over the sense - over the whole physical aspect of the 
body - which these dynamic e f f e c t s possess when a c t u a l l y heard 
could never be adequately experienced by a s i l e n t hearing. I n 
a c t u a l hearing the l i s t e n e r cannot escape from the progressive 
perception of these changing dynamics. We cannot shut our 
ears t o sound although, i t i s t r u e , a f t e r a c e r t a i n time our 
ears can become i n d i f f e r e n t t o noise. But i n such a case as 
t h i s , the l i s t e n e r does not t r y to reduce the music to an 
u n d i f f e r e n t i a t e d background of sound. I f he l i s t e n s a t t e n t i v e 
l y , he i s forced t o f o l l o w the changes from soft to loud and 
loud t o s o f t . I f he ia l i s t e n i n g a t t e n t i v e l y , a c e r t a i n degree 
of a e s t h e t i c pleasure accompanies his re c o g n i t i o n of the 
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a r t i s t r y by means of which the theme i s vari e d and i l l u m i n e d by 
i t s dynamic treatment. Such aesthetic pleasure reinforces the 
ae s t h e t i c pleasure he receives from f o l l o w i n g and understanding 
the n o t e - r e l a t i o n s h i p s and the i n t r i c a c y of the rhythmic out
l i n e . But t h i s aesthetic pleasure must not be confused w i t h 
the pleasure which i s d i r e c t l y derived from these a t t r i b u t e s of 
music experienced absolutely. The sensory response t o the dy
namic, melodic and rhythmic q u a l i t i e s of music i s also pleasur
able, and such sensory pleasure may even be present i n the ex
perience at a higher l e v e l ; but i t i s to be di s t i n g u i s h e d 
from the enjoyment of these e f f e c t s heard r e l a t i v e l y to t h e i r 
musical context. Because, however, the dominance of these 
e f f e c t s i s so overwhelming i n actual r e a l i t y , the f a c t that 
they can be appreciated as r e l a t i v e t o the musical whole does 
not prevent frequent r e p e t i t i o n s of such works as the example 
quoted from b r i n g i n g s a t i e t y , as occurred i n my own case. 
Dynamic v a r i a t i o n i s so e a s i l y followed t h a t the l i s t e n e r 
loses i n t e r e s t when the novelty has worn o f f . Moreover, 
repeated hearings of such "dynamic" music are l i k e l y to rob 
the experience of any aes t h e t i c value which i t may have pos
sessed i n the f i r s t place. Very o f t e n , as i n my f u r t h e r exper
ience of Ravel's "Bolero", a cruder kind of p h y s i o l o g i c a l plea
sure i n the sensuous and rhythmic e f f e c t s i s s u b s t i t u t e d f o r 
the o r i g i n a l a e s thetic enjoyment. 

I t cannot be denied t h a t the dynajnic elements of music 
are of f a r less importance t o the u n i t y of the a r t work than 
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(1) the elements of p i t c h - a n d - t i m e - r e l a t i o n s h i p . V a r i a t i o n s i n 
dynamism can be too e a s i l y grasped, and t h e i r aesthetic i n 
t e n t i o n can be too e a s i l y understood f o r music i n which dy
namic treatment i s the most important f a c t o r to remain of 
l a s t i n g i n t e r e s t . Music requires other q u a l i t i e s of greater 
complexity which can only be grasped by a more concentrated 
e f f o r t f o r i t to s a t i s f y a e s t h e t i c a l l y . 

Yet the part played i n music by the dynamic elements, 
though small, must not be ignored. Dynamic treatment of 
t i m e - a n d - p i t c h - r e l a t i o n s f r e q u e n t l y helps to make the l a t t e r 
i n t e l l i g i b l e , besides g i v i n g t o the music warmth and v i v i d 
ness. 

Notice, f o r example, how o f t e n the climax of the p i t c h -
o u t l i n e on music corresponds w i t h the climax of the f o r c e -
o u t l i n e (- the dynamic cl i m a x ) . A work s t a r t s from a "mean" 
of p i t c h sounded w i t h a "mean" of i n t e n s i t y . As the p i t c h 
r i s e s or f a l l s , t h a t i s , as the p i t c h - o u t l i n e proceeds i n a 
c o n t r a s t i n g d i r e c t i o n from the i n i t i a l p o i n t , there i s a 
corresponding change i n the f o r c e - o u t l i n e . When the p i t c h -
o u t l i n e r e t u r n s again to the normal, u s u a l l y the key-note or 
a note c l o s e l y r e l a t e d to the key-note, there i s a corres
ponding r e t u r n o f the f o r c e - o u t l i n e t o the normal i n t e n s i t y . 
(Normal i n t e n s i t y would be mp, or mf.) 

( l ) Yet t h e i r development i n recent years, as shown i n the 
advances of o r c h e s t r a t i o n since Be r l i o z and Wagner, 
b r i n g them to a f a i r l e v e l of importance. 
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Force-outline s i g n i f i e s the progressive v a r i a t i o n i n 
loudness and softness ( i . e . i n t e n s i t y ) of any work of music. 
Usually i t cannot occur without changes i n t o n e - q u a l i t y (or 
timbre) as w e l l . Except i n the case of the r e p e t i t i o n of a 
s i n g l e note (e.g. i n a monotone) w i t h varying degrees of 
i n t e n s i t y , change i n timbre cannot be excluded. (Even i n 
t h i s case i t i s d o u b t f u l whether the timbre would continue 
unchanged.) Each ,note on the piano, f o r example, d i f f e r s 
s l i g h t l y i n timbre from i t s neighbour, w h i l e the extreme of 
bass and t r e b l e d i f f e r more considerably. This holds w i t h 
other instruments, l i k e the c l a r i n e t , and the voice, both of 
which possess several r e g i s t e r s . The several s t r i n g s of the 
v i o l i n , etc., also possess d i s t i n g u i s h a b l e t o n e - q u a l i t i e s . 

A l l music, t h e r e f o r e , changes i n timbre as i t passes 
from note to note. There i s also present, besides t h i s natur
a l v a r i a t i o n , a v a r i a t i o n of timbre superimposed by the player. 
The whole a r t of phrasing depends on a nice balance of varying 
i n t e n s i t y , and on subtle changes i n tone-colour. Most "ex
pression-marks" can be reduced to terms of i n t e n s i t y and, to 
a l e s s e r degree, of timbre. For example, "cantabile" implies 
notes of a medium i n t e n s i t y played smoothly and w i t h the r i c h 
est tone t h a t can be commanded. V a r i a t i o n i n timbre o f t e n 

( l ) I t would be more convenient to d i s t i n g u i s h "tone-quality" 
from "timbre". The former could r e f e r to the changes 
of q u a l i t y i n a s i n g l e instrument; the l a t t e r t o the 
d i f f e r e n c e i n q u a l i t y of d i s t i n c t types of instruments. 
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depend,s on v a r i a t i o n of touch, which i s i t s e l f dynamic or 
percussive. Such "touches" as "staccato" or "legato", which 
are used to give a d d i t i o n a l v a r i e t y to musical m a t e r i a l de
pend on v a r i a t i o n i n d u r a t i o n , and t o a s l i g h t extent, i n t e n 
s i t y . The f i n a l e f f e c t i s achieved by varying the method i n 
which the note i s struck. Thus, a quick abrupt touch gives 
"staccato"; a smooth sustained touch gives "legato", and a 
slow " c l i n g i n g " touch w i l l give "sostenuto" or a "cantabile" 
touch. The perception of the v a r i a t i o n i n the dynamic-outline 
(change i n timbre and i n i n t e n s i t y ) i s necessary to the perfect 
f o l l o w i n g of any work of music. I n many theme and v a r i a t i o n 
movements, f o r example, a r t i s t i c contrast may depend a great 
deal on the e f f e c t i v e dynamic treatment of s i m i l a r passages. 
I n the phrasing of a musical passage, which i s the performer's 
method of rendering i t c l e a r l y apprehensible by the l i s t e n e r , 
balance and contrast of i n t e n s i t y and tone-colour are combined 
w i t h emphasis of rhythmic o u t l i n e . Phrasing, which i n some 
respects resembles the r i s i n g " a n d f a l l i n g of the voice, as i n 
reading aloud, consists i n making apparent the inner u n i t y of 
a p a r t i c u l a r group of notes by c l e a r l y revealing t h e i r connec
t i o n s by means of subtle gradations of tone and by subtle em
phasis of t h e i r rhythmic o u t l i n e . Such note-grouping immed
i a t e l y enables the l i s t e n e r to f o l l o w the musical meaning, i n 
ex a c t l y the same way as proper emphasis and i n t o n a t i o n i n 
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d e l i v e r y makes a piece of prose or poetry i n t e l l i g i b l e when 
read aloud. 

I s there a p a r t i c u l a r standard to which the dynamic 
o u t l i n e must conform, i n the same way as the p i t c h - o u t l i n e and 
the r h y t h m i c - o u t l i n e conform t o c e r t a i n fundamental aesthetic 
p r i n c i p l e s of balance, contrast and unity? These standards of 
p i t c h and t i m e - o u t l i n e have been described i n the e a r l i e r 
chapters of t h i s work. The fundamental p r i n c i p l e of coherence 
of p i t c h - o u t l i n e "consists i n a departure from, and a r e t i i r n 
t o , the t o n i c ^ " ^ ^ w h i c h i n complex musical development ex
pands i n t o a departure from a key-centre to a modulative key, 
and a r e t u r n to t h a t key-centre. This i s the p r i n c i p l e of 
k e y - s t a b i l i t y , and may be described as a c i r c u l a r rhythmic 
( i n a general sense) a c t i v i t y . The standard of time-or r h y t h 
m i c - o u t l i n e i s less easy t o formulate, as i t consists of a 
p u l s a t i v e rhythm, and depends f o r i t s coherence to a large 
extent on the accompanying p i t c h - o u t l i n e . I t s s t a b i l i t y de
pends on the l i m i t to which the span of a t t e n t i o n can be 
c a r r i e d , w i t h the a d d i t i o n a l prolongation of t h i s by means of 
memory-activity. Thus several i n t e r n a l l y stable but e x t e r n a l l y 
unstable u n i t s may be synthesised i n t o a single coherent whole 
of which the s t a b i l i t y i s so complete t h a t a l l f u r t h e r tendency 
to movement i s eliminated. 

What i s the e s s e n t i a l nature of the r e l a t i o n s h i p s which 

( l ) Margaret Glyn, The Rhythmic Gonception of Music, P.68. 
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these v a r i a t i o n s i n dynamism make up, and i s there a funda
mental u n i t y of dynamic-outline i n which they are fundament
a l l y united? What i s the standard of I n t e n s i t y , f o r example, 
and what the standard of Quality? 

The f o r c e - o u t l i n e of a work of music i s not a simple 
progression from a loud to a s o f t , or from a s o f t to a loud. 
Nor i s i t always a progression from a mean of tone to e i t h e r 
of the extremes of loud or s o f t , and back to normal again. 
Countless works o f music begin s o f t and end loud, or vice 
versa, or s t a r t at the mean and r e t u r n to the mean. There i s 
no d e f i n i t e broad rhythm of f o r c e - l i n e , except i n so f a r as i t 
f o l l o w s and emphasises the r i s e and f a l l of the p i t c h - o u t l i n e . 
Yet a c e r t a i n regular r i s e and f a l l i n the f o r c e - o u t l i n e i s 
c l e a r l y apparent i n a l l music. There are a succession of 
e f f e c t s of contrast and r e l i e f , mounting higher and higher 
u n t i l a climax i s reached. No music continues from beginning 
to end i n an i n v a r y i n g dynamic t e x t u r e . 

I t has also been noted t h a t where the p i t c h - o u t l i n e r i s e s 
t o i t s climax there i s t h i s corresponding r i s e i n the for c e -
o u t l i n e . I t may be marked by a gathering crescendo ending i n 
a s t r i k i n g f o r t i s s i m o e f f e c t ; or the climax of the p i t c h -
o u t l i n e may, on the contrary, be marked by a sudden depression 
i n the f o r c e - o u t l i n e . Note, f o r example, the sudden pianissimo 
¥/hich marks a p i t c h or harmonic or rhythmic (or a l l three) 
climax i n c e r t a i n works of Bach i n t e r p r e t e d by modern musicians 
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(notably the overture to the Suite i n D ma., f o r s t r i n g s , 
oboe and trumpets.) 

I t i s i n t e r e s t i n g t o observe t h i s same i n s t i n c t f o r a 
climax i n the gabbling r e p e t i t i o n by c h i l d r e n of poetry which 
sometimes they may not even understand. When repeating, 
p a r r o t - f a s h i o n , a f o u r - l i n e d b a l l a d stanza, c h i l d r e n frequent
l y tend to r a i s e the p i t c h of the voice and heighten the em
phasis of d e l i v e r y u n t i l a climax i s reached i n the t h i r d l i n e . 
Then there comes a lowering of voice f o r an unemphatic and 
comparatively toneless d e l i v e r y of the l a s t l i n e . I n many 
cases such a rendering of the verse does not f i t i n w i t h the 
sense of the words; yet i t i s not to be condemned e n t i r e l y 
as i n a r t i s t i c , f o r i t seems, to my mind, to in d i c a t e a n a t u r a l 
a p p r e c i a t i o n of the musical or purely formal q u a l i t i e s of 
poetry. This f e e l i n g f o r contrast and r e l i e f , and t h i s f e e l 
i n g f o r the value of climax seems to reveal an i n s t i n c t f o r 
absolute form l a t e n t i n the c h i l d . Even i n t h i s example, 
however, i t i s impossible to separate f o r c e - o u t l i n e from p i t c h -
o u t l i n e . I n music these two are so c l o s e l y associated that 
i t i s not too much to say t h a t f o r c e - o u t l i n e i s dependent on 
p i t c h - o u t l i n e . This point I s h a l l f o l l o w up l a t e r . Let us 
now t u r n to the i n t e r e s t i n f o r c e - o u t l i n e which occurs i n 
musical l i s t e n i n g . 

I n t e r e s t i n f o r c e - o u t l i n e may f i r s t of 9-II be complicated 

by i n t e r e s t i n the absolute value of i n t e n s i t y . There i s of t e n 

a f e e l i n g of pleasure i n voliime f o r i t s own sake, p a r t i c u l a r l y 
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among uncultured s u b j e c t s . C e r t a i n degrees of i n t e n s i t y 
are p h y s i c a l l y s t i m u l a t i n g or soothing. From the r e s u l t s of 
c e r t a i n experiments made on c h i l d r e n , i t was found t h a t notes 
played w i t h a medium i n t e n s i t y on a greind piano were generally 
more pleasing than the extremes of loud and s o f t , as being 

( 2 ) 
less d i f f i c u l t t o apprehend.^ ' 

But i n t e r e s t i n f o r c e - o u t l i n e may also be modified by 
the e f f e c t of a s s o c i a t i o n i m p l i c i t i n c e r t a i n sound-effects. 
Notes played s o f t l y are associated w i t h peace, calm, r e s t , or 
even death. Loud notes r e c a l l the h u r l y - b u r l y of l i f e , or the 
tumults of nature's forces, such as storms, whirlwinds, waves, 
and 80 on. Such associative value, however, i s u s u a l l y the 
r e s u l t of a combination of musical f a c t o r s of which i n t e n s i t y 
i s only one. Duration, and the use of conjunct or d i s j u n c t 
motion i n pitch-progression help to evoke s i m i l a r associative 
meanings. 

I n most cases of t r u e l i s t e n i n g the f o r c e - o u t l i n e i s 
u s u a l l y followed and enjoyed i n i t s r e l a t i o n to the t o t a l ar
t i s t i c e f f e c t of the music. This i s the most important of 
a l l the aspects of i n t e r e s t i n i n t e n s i t y . There i s i n t e r e s t , 
s a t i s f a c t i o n and pleasure i n perceiving how admirably c e r t a i n 
dynamic e f f e c t s are used t o infuse a v i t a l meaning i n t o the 
music. The dynamic treatment of n o t e - r e l a t i o n s h i p gives i t 

(1) B e r l i o z was an exception. He d e l i g h t e d i n huge massed 
e f f e c t s . Both Mozart and Chopin, on the other hand, 
showed e x q u i s i t e s e n s i b i l i t y i n t h e i r d i s l i k e of harsh 
sounds, 

(2) Otto Ortmann, "Types of L i s t e n e r s " ; i n The E f f e c t s of 
Music, e d i t e d by Max Schoen, P.44. 
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the semblance of a l i v i n g and p u l s a t i n g c r e a t i o n . We oft e n 
f e e l how the volume of tone increases as the emotional i n 
t e n s i t y of the music waxes, as the notes mount t o a climax. 
Or we f e e l w i t h pleasure how subtly the pitch-movement i s 
emphasised by a resonant treatment. I n l i s t e n i n g to con
t r a p u n t a l music, f o r example, we are able to separate, f o l l o w , 
and combine again i n a s i n g l e act, several highly organised 
p a r t s by n o t i n g ' t h e i r r e l a t i v e f o r c e - o u t l i n e s . We note that 
quick-moving p a r t s , e s p e c i a l l y i f i n an upper voice, require 
less resonance t o make them stand out, while a lower part, 
composed of long, sustained notes, requires an a d d i t i o n a l de
gree of i n t e n s i t y to sustain i t s coherence of p i t c h - o u t l i n e 
against the other parts. Here i s a-harmony of i n t e n s i t i e s 
q u i t e as w e l l - d e f i n e d as the harmony of p i t c h . The r e l a t i v e 
loudnesses and softnesses are grasped and followed, each w i t h 
the p i t c h - o u t l i n e i t supports; and these several force-out
l i n e s fuse i n a s i n g l e t o t a l impression j u s t as the several 
threads of melody are followed and fused i n the t o t a l grasp 
of t h e whole work i n i t s aspect of a complex work of music. 
This i s the highest degree t o which the perception of v a r i a 
t i o n i n i n t e n s i t y (or f o r c e - o u t l i n e ) can be brought. 

But l i s t e n i n g to the complexity of parts of a work per
formed by a f u l l o rchestra involves more than a perception of 
p i t c h and t i m e - o u t l i n e s , animated by a f o r c e - o u t l i n e . There 
must also be perception of v a r i a t i o n i n timbre and textxrre, 
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as we have seen i n the case of Ravel's "Bolero". 

The tone or timbre produced by any instrument depends 
on the number and the nature of the d i s t r i b u t i o n of the over
tones produced by t h a t instrument when-it i s struck, blown 
or v i b r a t e d i n any other manner. Thus the resonance-powers 
of d i f f e r e n t instruments may vary widely. Generally speaking, 
those overtones ( o r p a r t i a l tones) which f i r s t succeed the 
fundamental note - the lower p a r t i a l s - are louder than the 
upper p a r t i a l s . Accordingly those instruments i n the tone 
of which the lower p a r t i a l s predominate give a louder tone 
than those instruments i n the tone of which the upper p a r t i a l s 
are more numerous. Flutes are s o f t e r , then, than c l a r i n e t s ; 
and c l a r i n e t s are s o f t e r than trombones. 

The term "timbre" t h e r e f o r e describes the i n d i v i d u a l i t y 
o f an "instrument i n several ways. The d i s t r i b u t i o n and var
i a t i o n of p a r t i a l tones explain why a c e r t a i n note has a par
t i c u l a r character - s h r i l l l i k e the p i c c o l o , nasal l i k e the 
oboe, s o f t and mellow l i k e the horn, keen and solvent l i k e the 
v i o l i n , or warm and luscious l i k e the ' c e l l o . The d i s t r i b u 
t i o n of overtones also c o n t r o l s to a large extent the general 
loudness or softness of the instrument or of a c e r t a i n range 
of notes i n t h a t instrument. 

Perception of timbre, t h e r e f o r e , and also perception of 
t e x t u r e as a n a t u r a l concomitant of t h i s , are bound up w i t h 
perception of i n t e n s i t y as w e l l as perception of p i t c h . The 
very nature of timbre i s determined by the number, pos'ition 
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and r e l a t i v e s t r e n g t h of the d i f f e r e n t overtones which go to 
make the i n d i v i d u a l i t y of tone which we c a l l the "timbre" of a 
p a r t i c u l a r instrument. These overtones vary not only as t o 
t h e i r p o s i t i o n i n the harmonic series, but also as t o t h e i r 
r e l a t i v e i n t e n s i t y . Therefore the grasp or r e c o g n i t i o n of 
the timbre of a p a r t i c u l a r instrument as belonging to that 
instrument i s i n r e a l i t y complex. As w e l l as t h i s grasp of 
the i n t e n s i t y of a single note ( i t s e l f due to a f u s i o n of 
several simple tones of d i f f e r e n t i n t e n s i t i e s ) , there i s a 
grasp of a number of p a r t i a l tones o c c u r r i n g simultaneously 
w i t h t h e i r fundamental note as a s i n g l e compound tone, or note 
of a p a r t i c u l a r "timbre". That i s , "the sensation of a musical 
tone i s compounded out of the sensation of several simple 
tones. "̂•'•̂  But the r e c o g n i t i o n of the aggregation of the par
t i a l tones and the fundamental note as a note produced by such 
and such a musical instrument (as being of the " v i o l i n - t i m b r e " , 

f o r example) i s "not a process of sensation, but of percep-
,.(2) 

t i o n . " We do not need, however, to analyse the compoimd 
tone i n t o i t s c o n s t i t u e n t fundamental note and p a r t i a l tones 
i n order t o place i t as a note of " v i o l i n - t i m b r e " , or " f l u t e -
t imbre" etc. I n musical l i s t e n i n g our a t t e n t i o n i s d i r e c t e d 
(1) Helmholtz, The Sensations o f Tone, P,90. 
(2) I b i d . P.94. 
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towards the aesthetic end of recognising and f o l l o w i n g the 
p i t c h - o u t l i n e as sounded on a p a r t i c u l a r musical instrument, 
and not towards the barren process of analysing each note i n 
i t s e l f . And yet we are conscious of the presence, and, ( t o a 
c e r t a i n extent) of the nature, of these constituent overtones, 
f o r we can compare l i k e timbres, and recognise one to be sup
e r i o r to another. When we mentally note ( i t may be only 
i m p l i c i t l y ) the b e a u t i f u l q u a l i t y of a singing voice, or the 
resonant timbre of a Stradivarius v i o l i n played by a master, we 
base our judgment on an i m p l i c i t awareness of the physical 
p r o p e r t i e s of the sound. Though such a judgment i s usually 
only i m p l i c i t and spontaneous, we may also form i t by con
s c i o u s l y o b j e c t i f y i n g the timbre i n order to examine i t . But 
we need not always do t h i s . We are aware of b e a u t i f u l q u a l i t y 
when we are l i s t e n i n g to music i n the aesthetic .atti t u d e , w i t h 
out having to examine why such and such a tone i_s b e a u t i f u l . 
When we d i s t i n g u i s h and i d e n t i f y , but without t h i n k i n g about 
i t , c e r t a i n timbres as f l u t e , v i o l i n or c l a r i n e t , etc., we are 
drawing on our past experience of musical timbres. We even do 
not need ever to have consciously analysed the timbre of par
t i c u l a r instruments i n order to recognise them again or to 
di s c r i m i n a t e them from others. This assigning of p a r t i c u l a r 
timbres to p a r t i c u l a r instruments may simply be the r e s u l t of 
custom. We hear the notes of a f l u t e , see the f l u t e ; and f o r 
ever a f t e r associate t h a t timbre w i t h t h a t instrument. I n the 
same way we recognise and enjoy f a m i l i a r tastes without having 
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t o i s o l a t e the c o n s t i t u e n t f l a v o u r s . Or we may i s o l a t e one 
or two, l i k e the t a s t e of s a l t , f o r example, and take the 
r e s t f o r granted. But we should soon n o t i c e the omission of 
an e s s e n t i a l i n g r e d i e n t . 

I n the same way we recognise the timbre of the v i o l i n , 
and d i s c r i m i n a t e i t from the f l u t e , by reason"of i t s superior 
richness and volume of tone. I f the tone i s very f u l l , we 
may c l e a r l y hear some of the "i n g r e d i e n t s " - perhaps the 
f i r s t two or three p a r t i a l - t o n e s . We need not t h i n k about 
them, however, or consciously r e l a t e them to the fundamental 
note. The person w i t h a musical bias i s more l i k e l y to notice 
richness of q u a l i t i e s , and even to be e x p l i c i t l y aware of 
the c o n s t i t u e n t p a r t i a l tones than an untrained or unmusical 
person. ̂ "̂ ^ But unless the ordinary l i s t e n e r has a speci a l 
i n t e r e s t i n the timbre of a note or an instrument - the desire 

to compare i t w i t h another, or consciously to examine i t - or 
unless the p a r t i a l tones are so strong as to force themselves 
i n t o prominence, he w i l l be more l i k e l y t o take the q u a l i t y 
of the note f o r granted. He w i l l hear i t as a whole, and as 
a whole compare i t , i n so f a r as he d i f f e r e n t i a t e s a passage 
played by another, w i t h other notes which he hears 
( l ) I t i s recorded that when Bach's voice broke he sang and 

spoke at f i r s t i n octaves. Mr. C.F.Abdy Williams, i n a 
note to P.95 of h i s biography of Bach (Master Musicians 
Series) states t h a t i t i s "quite conceivable on aco u s t i c a l 
grounds t h a t the f i r s t harmonic may have been prominent 
enough to be heard w i t h the fundamental note, and that he, 
being a musician, observed a phenomenon t h a t would es
cape an ordinary boy." 
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simultaneously or i n close j u x t a p o s i t i o n . 
B e a u t i f u l timbre i s u s u a l l y accepted as a prime essential 

t o a e s t h e t i c absorption i n good music. I t i s accepted and 
thought no more about. Yet i f i t i s l a c k i n g we observe the 
lack at once. We are disappointed i f the v i o l i n i s t has a 
skinny tone,,and i f his v i o l i n i s poor. But should we l i s t e n 
t o a superb v i o l i n i s t p l a y i n g on a f i r s t - r a t e instrument, be
yond perhaps an i n i t i a l spontaneous r e c o g n i t i o n of the beauty 
of the timbre, we become more absorbed i n the progression of 
the musical r e l a t i o n s h i p s than i n the comparatively non-
developing experience of the sensuousness of tone. When i t 
i s a case of music i n which combinations of timbres are con
t r a s t e d , l i k e the t e x t u r e of a modern symphonic work, or when 
ther e i s p a r t - p l a y i n g by several d i f f e r e n t instruments, then 
the prominence of the sensuous q u a l i t y of the sounds must be 
recognised as a v i t a l and continuous part of the whole. I n 
l i s t e n i n g to o r c h e s t r a l music instrumental parts are separ
a t e l y d i s t i n g u i s h e d , and so i s each separate timbre i n the 
massed e f f e c t s of a t u t t i . I n the l a t t e r ease, however, i t 
i s the a p p r e c i a t i o n of the t o t a l e f f e c t which i s important i n 
a e s t h e t i c contemplation. The separate instrujnental timbres 
need not be s i n g l e d out, and heard separately. I f they are, 
i t w i l l probably make the next experience of the same passage 
f u l l e r and more complete, and so increase the enjoyment. But 
at a f i r s t hearing, and p a r t i c u l a r l y i n the case of the 
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o r d i n a r y "middle-brow" l i s t e n e r , i t i s more l i k e l y t h a t the 
whole e f f e c t w i l l be heard as one complete f u s i o n of timbres. 
From t h i s sonorous backgroimd phrases f o r single instruments 
or groups of instruments may stand out, but these i s o l a t e d 
e f f e c t s are nevertheless heard also i n t h e i r r e l a t i o n to the 
cvimulative e f f e c t of a l l the parts. 

From an analysis of many works i n d i f f e r e n t s t y l e s i t 
may be concluded t h a t there i s no standard of timbre or 
t e x t u r e , except the standard of beauty or a r t i s t i c f i t n e s s 
as conceived by the composer. He conceives c e r t a i n musical 
ideas which he attempts to convey by embodying them i n 
p a r t i c u l a r timbres and t e x t u r e s . This does not mean tha t 
he has the idea - the system of musical r e l a t i o n s h i p s -
f i r s t , and then looks f o r a timbre which s u i t s i t . Often the 
theme, i t may be, i s conceived i n terms of a p a r t i c u l a r i n s t r u 
ment at i t s i n i t i a l conception. 

There i s always t h a t i n e v i t a b l e v a r i a t i o n i n timbre which 
i s due to the f a c t t h a t c e r t a i n instruments vary i n timbre 
according to the pitch-range used. Timbre may also vary 
according to the strength w i t h which notes are produced, A 
p a r t i c u l a r use of timbre occurs when d i f f e r e n t timbres help 
to emphasise c e r t a i n e f f e c t s , as i n contrapuntal playing. 
Very o f t e n a melody i s played "cantabile" against a s o f t e r 
background which may even be "staccato". This occurs frequent
l y i n p i a n o f o r t e music. 
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A l l v a r i a t i o n of timbre and t e x t u r e seems a r b i t r a r i l y 
determinable by the wish of the composer, except i n so f a r 
as he i s r e s t r i c t e d by the t e c h n i c a l l i m i t a t i o n s of the d i f 
f e r e n t musical instruments. For example, an extremely rapid 
and d i f f i c u l t passage would not normally be given to the 
double-bass, f o r i t would be almost unplayable. 

The l i s t e n e r , moreover, does not demand any p a r t i c u l a r 
p a t t e r n of timbre to s a t i s f y his aesthetic requirements be
yond a c e r t a i n balance and v a r i e t y which i s a basic r e q u i r e 
ment from a l l a r t . His tastes are d i c t a t e d to by the composer. 
He accepts what he i s given. He accepts b e a u t i f u l timbre as 
a r i g h t , and t h i n k s no more about i t . I n complete aesthetic 
absorption i n an e x q u i s i t e art-song, f o r example, the l i s t e n e r 
may not notice the beauty of the singing-voice so much as the 
beauty of the song i t s e l f . The voice becomes the vehicle f o r 
the music. Should a voice of i n f e r i o r q u a l i t y attempt t h i s 
song, the l i s t e n e r would at once f e e l t h a t the song i t s e l f was 
s p o i l t . Beauty of timbre i s perceived and enjoyed, but not 
f o r i t s own sake (except i n mere hearing at the sensory l e v e l ) . 
I n a e s t h e t i c l i s t e n i n g beauty of timbre and also v a r i a t i o n of 
timbre and i n t e n s i t y and a l l other dynamic e f f e c t s are enjoyed 
only i n so f a r as they i l l u m i n e the music which i s expressed 
through them. They become constituent elements of the a r t i s t i c 
whole. 

So long as c e r t a i n p r a c t i c a l and aesthetic needs are con

formed t o , the a r t i s t i c j u s t i f i c a t i o n of p a r t i c u l a r t e x t u r a l 
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combinations depends mainly on the standards of t a s t e already 
e x i s t e n t , or on the degree t o which new ones are f e l t to be 
a r t i s t i c a l l y i n t e l l i g i b l e and i n e v i t a b l e . 

Many works of music,, l i k e Ravel's "Bolero", which possess 
only s l i g h t formal musical i n t e r e s t , nevertheless give a f a i r 
degree of a e s t h e t i c s a t i s f a c t i o n because of the f i n i s h e d 
manner i n which they are t e x t u r a l l y developed. Modern music, 
no doubt because of the great extension of the range of c e r t a i n 
instruments once very l i m i t e d i n power of expression, and also 
because of the increased f a c i l i t y of p l a y i n g them, shows a 
d e f i n i t e development towards t e x t u r a l elaboration. But orches
t r a t i o n or the handling of t e x t u r e i s the easiest part of mus
i c a l composition, and i t cannot be denied that the obsession 
of many modern composers w i t h such an end points to a d e f i n i t e 
f l a g g i n g o f the v i t a l c r e a t i v e q u a l i t i e s t h a t go to make a 
great work of a r t . 

Such a work as Anton von Webern's "Symphony f o r Small 
Orchestra" (Opus 21), scored f o r c l a r i n e t , bass c l a r i n e t , two 
horns, harp and s t r i n g s w i t h double basses, provides a good 
example of a'musical study i n i n t e n s i t y , timbre and t e x t u r e , 
A programme-note by W i l l i Reich i n the programme f o r the 193I 
season of The I n t e r n a t i o n a l Society of Contemporary Music 
reads thus: "The score i s very clear, and a t t e n t i v e readers 
w i l l encounter no s p e c i a l d i f f i c u l t y i n mastering i t s contents. 
But a f a r more d i f f i c u l t prob JB m confronts l i s t e n e r s , who have 
to take i n "Webern's wonderful music at the pace i t i s played. 
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I t i s only by repeated hearings that one can comprehend the 
s u b t l y carried-out l i n e a r s t r u c t u r e of the work." 

The i t a l i c s i n t h i s passage are mine. Their i n s e r t i o n , 
emphasises the f a c t that the v a r i a t i o n of timbre, t e x t u r e and 
i n t e n s i t y throughout the whole work, and even throughout the 
d u r a t i o n of each separate note, i s so complex and necessitates 
each note possessing a d u r a t i o n so much longer than i s usual, 
t h a t the r e l a t i o n s h i p s of p i t c h and rhythm are obscured to any 
o r d i n a r y l i s t e n e r . Each note doubtless has i t s place i n the 
p i t c h - o u t l i n e ; but t h i s place and the meaning which the note 
derives from i t s p o s i t i o n among other notes are l o s t during 
the t o r t u r e d dynamic treatment of the note. I t i s f o r t h i s 
reason t h a t the work does not give complete s a t i s f a c t i o n to 
the l i s t e n e r . Moreover, when, a f t e r repeated hearings, or by 
having recourse t o the score, the l i s t e n e r can grasp the time 
and p i t c h - o u t l i n e s , he f i n d s t h a t a l l the novelty of the dynam
i c treatment has worn o f f . He has nothing but the bare bones. 
This p o i n t , t h a t v a r i a t i o n s i n dynamism, being most e a s i l y 
grasped, p a l l soonest, has already been stressed. 

But f a r be i t from me t o gainsay the beauty of exqui s i t e 
t i mbre, and the immense enjoyment derived from a musical work 
which i s enhanced by a r t i s t i c dynamic treatment. I t can i n 
deed by asserted t h a t great musicians have found t h e i r i n s p i r 
a t i o n i n the beauty of a voice or of the s k i l l e d playing of a 
v i o l i n i s t . Mozart and Beethoven were both composers who wrote 
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music s u i t a b l e f o r whatever resources they had at t h e i r com
mand; Mozart e s p e c i a l l y being adept at w r i t i n g g r a c e f u l and 
pleasing music f o r unusual instrumental combinations. We 
also l e a r n t h a t Beethoven wrote the famous Zreutzer sonata 
e s p e c i a l l y f o r the v i o l i n i s t Bridgetower. 

We must now examine more closely the manner i n which the 
separate o r c h e s t r a l colours of the t e x t u r e of any work of 
music are separated out and followed, i n the experience of the 
complete work. The perception of the q u a l i t y of a note - i t s 
timbre - i s , as we have seen, a m u l t i p l e perception, of a 
number of s i n g l e p i t c h - p o i n t s and the fundamental note to 
which they belong, (These constituent elements are not nec
e s s a r i l y made e x p l i c i t . ) The grasp of the note represents a 
fused perception; i t i s an experience of a s i n g l e , but com
plex note .of a p a r t i c u l a r q u a l i t y . This q u a l i t y depends on 
the p o s i t i o n and number of the p a r t i a l tones above the funda
mental note. According to Helmholtz's theory the perception 
of the p i t c h of a note or sound i s due t o v i b r a t i o n s , sympa
t h e t i c to the c o n s t i t u e n t v i b r a t i o n s of t h a t note or sound 
being set up i n the b a s i l a r membrane of the inner ear. Now 
i f the perception of a c e r t a i n sound as being a musical note 
of such and such timbre involves such a complex process of 
analysis and synthesis, how much more complex must be the 
process by which we perceive the i m p l i c a t i o n s of t e x t u r e . By 
t h i s I mean the perception of m u l t i p l e timbres, combined and 
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contrasted e i t h e r simultaneously or i n close j u x t a p o s i t i o n . 
How, out of the welter of sounds i n a mighty " t u t t i " do we 
d i s c r i m i n a t e and f o l l o w the many instrumental o u t l i n e s which 
form the t e x t u r e of a work w r i t t e n f o r f u l l orchestra? Such 
an experience involves a most complex process of analysis and 
synthesis. I t includes an immediate and unconscious s e l e c t i n g 
and combining each fundamental note w i t h i t s respective over-
tones. This must be done i n order t h a t d i f f e r e n t t e x t u r a l 
strands may be i d e n t i f i e d , followed, combined or contrasted 
w i t h other t e x t u r a l strands. Our a b i l i t y to d i s t i n g u i s h the 
d i f f e r e n t timbres depends p a r t l y on our f a m i l i a r i t y through 
past experience w i t h the q u a l i t y of d i f f e r e n t instruments, and 
also p a r t l y on the musical coherence of the d i f f e r e n t parts. 
The d i f f e r e n t p a r t i a l tones are thus.immediately assigned to 
t h e i r respective fundamentals from h a b i t , while the coherence 
and s i g n i f i c a n c e of a s i n g l e instrumental part help our f o l l o w -
ing a p a r t i c u l a r t i m b r e - o u t l i n e . 

A 

The d i r e c t i o n of the sound also plays a part i n the recog
n i s i n g and i d e n t i f y i n g of the timbre of a c e r t a i n instrument; 
j u s t as the eye helps us to f i x the d i r e c t i o n from which the 
sound comes by r e l a t i n g the movements of playing to the changes 
i n p i t c h of the sound produced. 

Take, f o r example, the case of the i n d i v i d u a l who has, we 
might say, a thorough but l i m i t e d knowledge of music derived 
almost s o l e l y from the p i a n o f o r t e . What would his experience 
be when confronted f o r the f i r s t time w i t h a f u l l orchestra? 
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Since he would be accustomed to f o l l o w i n g musical parts at 
the piano he would be able to d i s t i n g u i s h , up to a p o i n t , the 
p a r t s played by d i f f e r e n t instruments by reason of t h e i r 
musical c o n t i n u i t y . But i n much modern o r c h e s t r a l music co
herence of p a r t s , or t i m b r e - o u t l i n e fused w i t h pitch-and-time-
o u t l i n e , i s o f t e n of very imperfect musical coherence. I n 
struments e j a c u l a t e notes at i n t e r v a l s , less i n order to sus
t a i n a part of d e f i n i t e musical i n t e r e s t than t o heighten the 
t o t a l o r c h e s t r a l e f f e c t , or to a f f o r d f r e s h contrasts i n tone-
colour. Therefore the power of recognising coherent parts 
would not help him here. A f i r s t hearing might give him the 
complex but u n d i f f e r e n t i a t e d sensation of many sounds; the 
t o t a l e f f e c t being perhaps not even musical, and even approx
imating to noise.' I n t h i s respect such a l i s t e n e r would r e 
semble the xinmusical person who i s confronted by a f u l l orches
t r a p l a y i n g Stravinsky. To the l a t t e r the music would simply 
be u n i n t e l l i g i b l e , mere noise. 

But u n l i k e the xmtrained l i s t e n e r , whose experience would 
probably never r i s e above the sensory l e v e l , the l i s t e n e r i n 
question would, by a t t e n t i v e l y l i s t e n i n g , be helped out by 
n o t i n g the d i r e c t i o n s from which sounds proceed, and so on, 
ev e n t u a l l y be able t o associate c e r t a i n notes w i t h c e r t a i n 
instruments or groups of instruments and thus come to recognise 
and f o l l o w d e f i n i t e instrumental parts. Especially would t h i s 
be 80 i n the case of outstanding instruments l i k e v i o l i n s , and 
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the brass. The keen notes of the v i o l i n are e a s i l y i d e n t i 
f i a b l e , both because of the volume and penetration of the 
massed v i o l i n s i n an orchestra, and also because a coherent 
musical o u t l i n e i s nearly always given to the v i o l i n as the 
instrument most capable of sustaining a coherent p a r t . As 
t h i s i n d i v i d u a l continues to attend to the music, other i n 
struments w i l l be singled out and i d e n t i f i e d , u n t i l , by a 
process of e l i m i n a t i o n , a l l the instrumental timbres w i l l 
become d i s t i n g u i s h a b l e and known. 

This example i s , of course, suppositious. Such a case 
i s hardly l i k e l y to occur today when from every street-corner 
b l a r e s a loud-speaker. There may be exceptional cases of 
people l i v i n g beyond the reach of w i r e l e s s , and who have never 
heard a gramophone. But music i s the most s o c i a l of the a r t s , 
and wherever a community appears, music enters n a t u r a l l y i n t o 
work and play. Thus almost every i n d i v i d u a l has had, at some 
time or another, o p p o r t u n i t i e s of becoming f a m i l i a r w i t h the 
o r d i n a r y instruments which are the foundation of the modern 
orchestra. I t i s on t h i s past experience of instrumental 
timbres as they occur separately i n simple musical contexts, 
t h a t the r e c o g n i t i o n and appreciation of o r c h e s t r a l texture 
i n symphonic music are based. The enjoyment of t e x t u r e , l i k e 
tne enjoyment of the other dynamic f a c t o r s of music, must, 
however, be c o n t r o l l e d by r e c o g n i t i o n of the a r t i s t i c j u s t i 
f i c a t i o n of i t s use i n the t o t a l musical conception. 
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I n a e s t h e t i c l i s t e n i n g the s a t i s f a c t i o n and pleasure afforded 
by these f a c t o r s are secondary to the s a t i s f a c t i o n and plea
sure afforded by the whole formal o u t l i n e of a work of music. 



CHAPTER V I I , 
THE MEANING OF MUSIC; 

CONCEPTUAL AND IMAGINAL RESPONSES TO MUSIC. 



200. 

CHAPTER V I I 

THE MEANING OF MUSIC; 
CONCEPTUAL AND IMAGINAL RESPONSES TO MUSIC. 

Just as there can be no l i n e marking o f f the sensory 
response to music from the perceptual response, f o r the one 
a t t i t u d e i s the basis "of the other, and sensory experience , 
shades imperceptibly i n t o perceptual experience; so percep
t u a l l i s t e n i n g leads up t o conceptual l i s t e n i n g without any 
break between the two types of experience. The conceptual 
response grows out of the perceptual response. The d i f f i c u l t y 
of d e a l i n g w i t h perceptual l i s t e n i n g as s t a t i c experience at a 
si n g l e l e v e l was apparent i n the analysis of the musical exam
ples i n Chapter IV. Continual reference to higher l e v e l s of 
experience must necessarily be made i n the discussion of per
c e p t u a l problems. The perceptual response was the i n t e r p r e t a 
t i o n of the sensory m a t e r i a l by means of the formu l a t i n g and 
the grasping of r e l a t i o n s h i p s . The conceptual response to music 
i s the i n t e r p r e t a t i o n of the perceptual e f f e c t i n the lieih t of 
past musical experience, and the g i v i n g i t meaning and value 
according to the depth and richness of the subject's musical 
background. "̂'"̂  

( l ) "Perception i s developed i n the i n t e r e s t of sensory prob
lems, and conception or t h i n k i n g i n the i n t e r e s t of 
perceptual problems. But the higher forms take an 
i n t e r e s t of t h e i r own as w e l l . " (W. M i t c h e l l , The 
Structure and Growth of the Mind. P.391). 
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The iraaginal response, which i s clo s e l y connected w i t h the 
conceptual response, presumes; i n the case of the l i s t e n e r , 
the r e c r e a t i o n of perceptual m a t e r i a l by means of memory, 
and the p r e d i c t i o n of f u r t h e r musical development; i n the 
case of the composer, the c r e a t i o n of new combinations of 
sensory m a t e r i a l to form music. 

I t i s w i t h the case of the l i s t e n e r t h a t I am p r i m a r i l y 
concerned. The a t t i t u d e of the composer, here, as throughout 
the e n t i r e a n a l y s i s , receives only passing reference. 

L i s t e n i n g at the conceptual l e v e l i s c h a r a c t e r i s t i c of 
the highest k i n d of musical absorption. I n musical absorption 
there i s t h a t r e - c r e a t i o n of the music,in a special sense, 
which occurs when the subject l i v e s the music or makes i t his 
own, by i d e n t i f y i n g himself w i t h the formal r e l a t i o n s h i p s . He 
f o l l o w s them s u b j e c t i v e l y , but he must a c t i v e l y f o l l o w them, 
not l e t them flow over him passively as i n hearing at the 
sensory l e v e l . His a c t i v e a t t e n t i o n only becomes passive i n 
the sense t h a t as he grasps and enjoys them he i s caught up 
and c a r r i e d along w i t h them.^"^^ But he also f e e l s himself as 
agent, as r e c r e a t i n g the musical r e l a t i o n s h i p s as they form. 
The sense of e f f o r t which o f t e n characterises h i s i n i t i a l ob
scure grasp of the music, dwindles when aesthetic absorption 
becomes most complete, f o r then i n t e l l e c t u a l grasp i s clearest. 
Yet the f e e l i n g of being agent, of d i r e c t i n g the music's flow. 

See Chapter I , P.45 . 
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also involves a sense of e f f o r t or achievement. For though 
the keenest musical pleasure achieved i n aesthetic absorption 
i s f r e e , or almost f r e e , from the sense of e f f o r t which occurs 
when the r e l a t i o n s h i p s are d i f f i c u l t , there i s always present 
a c e r t a i n e x a l t a t i o n , a f e e l i n g of mastery or of s e l f as t r i 
umphing, due perhaps to the sense of agent-ship, which suggests 
t h a t d i f f i c u l t y has been overcome, or e f f o r t successfully made!"̂  
I t i s t h i s e x h i l a r a t i o n due to t h i s almost unconscious f e e l i n g 
of power and mastery, here described very imperfectly from my 
own musical experience, which seems to give a c e r t a i n conative 
value to aes t h e t i c l i s t e n i n g . 

The l i s t e n e r also f e e l s himself "agent" or even "creator", 
because he i s able to p r e d i c t the musical r e l a t i o n s h i p s ; or 
i f he cannot a c t u a l l y p r e d i c t them, he f e e l s , when they do 
occur, th a t they were i n e v i t a b l e . Thus I must emphasise again 
t h a t t h i s f e e l i n g o f ' b r e a t o r - s h i p " i s bound up w i t h the i n 
t e l l e c t u a l grasp of the r e l a t i o n s h i p s , and w i t h the recognition 
of t h e i r meaning. I n complex music, the thorough-paced l i s t e n e r 
must c a l l on the f u n c t i o n i n g of memory and imagination i n order 
t h a t such music may be fol l o w e d and enjoyed - and l i v e d - as a 
s i g n i f i c a n t and b e a u t i f u l whole of formal musical r e l a t i o n s h i p s . 
( l ) "Pleasure enters i n t o work and r e s t , i n t o excitement and 

peace. Hence there i s a joy of work d i f f e r e n t from 
the joy o f r e s t , and a joy of peace d i f f e r e n t from the 
joys of excitement. Thinking has i t s own pleasure of 
novelty, of \inimpeded advance, and of achievement, when 
the mind' i s fr e s h and adapted t o i t s work; and these 
determine the joys of the" i n t e l l e c t u a l l i f e . " (Alexander 
F. Shand, The Foundationsof Character, P.276.) The 
e x h i l a r a t i o n and pleasure i n these things also i n t e n s i f y 
the joys of the aesthetic l i f e , i n so f a r as aesthetic 
experience depends on i n t e l l e c t u a l work, which i t has 
been my object t o prove. 
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I t i s necessary to emphasise the play of memory proper i n 
the a p p r e c i a t i o n of complex music of extended form. Any musi
c a l work on a large scale, l i k e a sonata, or a a symphonic 
work, requires a c e r t a i n e f f o r t of concentration and memory 
i n order t h a t i t may be cognised as a whole. The extended 
grasp necessary t o r e a l i s e the organic u n i t y of the complete 
work means t h a t the parts must be analysed (not e x p l i c i t l y ) 
compared, contrasted and synthesised; and a l l these func-
t i o n i n g s require memory-activity. A b r i e f analysis of any 
s i n g l e movement from a Beethoven sonata w i l l show most c l e a r l y 
the f u n c t i o n i n g of memory. The appreciation of a complete 
work involves the same kind of experience, only on a larger 
scale, f o r here the whole i s made up of contrasted movements. 
Their connections, i n the l a t t e r case, are not nearly so clear 
as the connections of the pa r t s of the si n g l e movement. There 
i s , however, a d e f i n i t e u n i t y of "musical mood"; which move
ments i n c o n t r a s t i n g s t y l e s , and i n c o n t r a s t i n g or r e l a t e d 
keys, make up, and which i s c l e a r l y r e a l i s e d by the musically 
c u l t u r e d l i s t e n e r . 

Let us take f o r consideration the f i r s t movement of 
Beethoven's Sonata, Opus 14, No. 2. The l i s t e n e r must f i r s t 
grasp and i d e n t i f y the themes i n the exposition. (None of the 
f o l l o w i n g experience i s e x p l i c i t , although the l i s t e n e r may 
also analyse the movement e x p l i c i t l y f o r b e t t e r f u t u r e l i s t e n 
i n g.) He f o l l o w s the f i r s t subject, the r e p e t i t i o n w i t h 
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v a r i a t i o n s of a "questioning" semi-quaver phrase as i t extends 
i n t o the bridge passage leading to a new subject i n a new key. 
These things - the contrast of key, and the change i n the char
acter of the phrase - he must r e a l i s e , i f he i s to f o l l o w the 
musical s i g n i f i c a n c e i n f u l l . The second subject, of four 
sectio n s , i s i n marked contrast to the hesitant nature of the 
f i r s t . The smoothness of the f i n a l s e c tion has a l l the f i n a l 
i t y of an answer, while the insistence on the new key, D 
major, i n the prolonged cadence establishes a new key-unity 
f o r the ensuing development. 

I n the development there i s i m p l i c i t reference to memory 
inasmuch as the l i s t e n e r marks the extent t o which the themes 
of the e x p o s i t i o n diverge from or coincide w i t h t h e i r o r i g i n a l 

(1) 
appearance. I t i s not enough f o r him merely to f o l l o w and 
grasp the new musical r e l a t i o n s h i p s as they progressively 
appear. He must perceive t h e i r l o g i c a l musical connection 
w i t h the music which has gone before. The new developing 
u n i t s must be grasped always i n r e l a t i o n to the o r i g i n a l themes 
etc . out of which they have developed. Thus the memory of the 
o r i g i n a l musical ideas i n the exposition colours the s i g n i f i 
cance of the development, where they occur i n expanded or 
( l ) A theme might be described as a musical idea possessing 

a coherent musical meaning of i t s own, the s i g n i f i c a n c e 
of which i s p e c u l i a r to that p a r t i c u l a r musical arrange
ment of notes. I t permits of s l i g h t changes and ex
tensions, and can be incorporated i n t o the u n i t y of a 
complex movement. 
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m o d i f i e d form, as the case may be. The form they take here 
depends p a r t l y on the p r i n c i p l e s of sonata-form - they have 
t o conform t o c e r t a i n exigencies l i k e modulation, and so on -
and p a r t l y on the composer's fancy, since he can i n t e r p r e t , 
w i t h i n wide l i m i t s , the laws of sonata-form according t o h i s 
own t a s t e . I n so f a r as the l i s t e n e r f i n d s t h a t the music 
conforms t o the standards and conventions which are the basis 
of h i s musical t a s t e , so w i l l his musical experience be sat
i s f y i n g or u n s a t i s f y i n g . 

To continue w i t h our analysis: we f i n d that on memory 
again depends the e f f e c t of the r e c a p i t u l a t i o n or f i n a l sec
t i o n . Here the r e t u r n to the o r i g i n a l themes i n the o r i g i n a l 
key has the added s i g n i f i c a n c e of a r e t u r n to f a m i l i a r ground; 
although the re-statement of the subjects of the exposition 
may s t i l l present some new aspects. The i n t e r e s t and e x c i t e 
ment aroused by the I n i t i a l appearance of these subjects and 
which continues t o increase during t h e i r development - where 
they appear changed i n s t r u c t u r e perhaps, and i n d i f f e r e n t 
r e l a t e d keys - a l l t h i s excitement i s f i n a l l y allayed and the 
l i s t e n e r ' s i n t e r e s t r e t u r n s to the i n i t i a l state of repose. 
This f i n a l r e t u r n to s t a b i l i t y i s made more c e r t a i n by the 
prolonging of the f i n a l cadence i n t o the coda. Where the 
f l i g h t from the point of departure has been greatest, there 
the coda i s extended s u f f i c i e n t l y to r e - e s t a b l i s h f i r m l y the 
s t a b i l i t y and repose necessary to the ending. When the parts 
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have been most markedly i n contrast, there the coda i s needed 
t o supply t h e i r f i n a l r e c o n c i l i a t i o n . 

The experience of the whole movement has been one where 
i n t e r e s t and expectation have been aroused by the rec o g n i t i o n 
of sameness i n d i f f e r e n c e . This important f a c t o r of musical 
experience i s a fundamental source of pleasure i n any aesthetic 
experience. I n music t h i s e f f e c t of d i f f e r e n c e may occur i n 
several ways - by modulation, or change of key, by s l i g h t 
v a r i a t i o n i n the p i t c h or rhythmic o u t l i n e , and by change i n 
the dynamic treatment. I n the Beethoven Sonata described above 
a l l three f a c t o r s occur. But i n the example above there i s 
a d d i t i o n a l i n t e r e s t derived from the use of c o n t r a s t i n g themes 
which are sub t l y interwoven so as to form a u n i f i e d whole. 

The pleasure afforded by the recurrence, i n a s l i g h t l y 
changed or embroidered form, of a si n g l e musical idea i s the 
basic p r i n c i p l e o f the "theme and v a r i a t i o n " movement. Here 
the emotional e f f e c t i s more p r i m i t i v e than i n the case of a 
more complex musical form l i k e sonata-form. I n t e r e s t i s 
confined to f o l l o w i n g the changes i n a single theme, and thus 
the whole experience i s much more simple. The l e s s - t a l e n t e d 
layman always p r e f e r s the v a r i a t i o n - f o r m t o a more complex 
form, f o r he can grasp i t more e a s i l y , and enjoy i t s obvious 
r e p e t i t i v e e f f e c t s w i t h l i t t l e e f f o r t . ̂ "̂ ^ 

( l ) ' Might not the recurrence of the " l e i t - m o t i f s " i n Wagner's 
operas, emphasised as these are by t h e i r stage and 
character associations, help to explain the p o p u l a r i t y 
of Wagner's operas among the musically u n i n i t i a t e d ? 

/J 
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His pleasure i s fundamentally akin t o the p r i m i t i v e aesthetic 
pleasure of the savage, the young c h i l d , or the mentally 
undeveloped - of a l l p r i m i t i v e unsophisticated types, i n short -
i n the bare r e p e t i t i o n of a single note, or single p a i r of 
notes. I n the p a i r of notes, there i s , however, a p i t c h -
c o n t r a s t , which raises the aesthetic value of the experience 
above the l e v e l where the pleasure i s derived from the e f f e c t 
of bare r e p e t i t i o n only. I n the case of outstanding v a r i a t i o n -
movements, l i k e the famous works of Beethoven or Brahms, f o r 
example, i t i s the breadth of the i n i t i a l idea, and the a r t i s t 
r y and o r i g i n a l i t y w i t h which t h i s i s va r i e d , rather than the 
mere e f f e c t of r e p e t i t i o n , which gives such works aesthetic 
value. 

The thorough-paced l i s t e n e r also gets f a r more from his 
experience of such works than the simple pleasure of r e p e t i t i o n , 
though t h i s i s nevertheless f e l t as underlying the whole ex
perience. As i n the case of l i s t e n i n g t o sonata-form, there i s 
i m p l i c i t reference to memory, f o r the beauty of any one v a r i a 
t i o n does not l i e only i n i t s i n t r i n s i c value, as a single 
musical u n i t , but also i n i t s r e l a t i o n to the theme which i t 
embellishes or develops; and i n i t s p o s i t i o n among other 
v a r i a t i o n s . For example, the musical point of a slow move
ment i s p a r t l y determined by i t s occurring a f t e r a quick one; 
whil e there i s also the subtle e f f e c t afforded by the use of 
c o n t r a s t i n g and r e l a t e d keys f o r successive v a r i a t i o n s , , 
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The extended grasp of such complex musical works as I 
have discussed above, i s r a r e l y achieved by a f i r s t hearing, 
as p e r f e c t and complete. "̂'"̂  I n most cases the completeness 
of the grasp necessary to aesthetic absorption requires 
p r e p a r a t i o n . That i s , the music must have been thought about; 
i t s p a r t s are e x p l i c i t l y analysed i n order that they may be 
f o l l o w e d and understood i n t h e i r musical u n i t y at a f u r t h e r 
hearing. Or the l i s t e n e r may have a knowledge of s i m i l a r works 
of music on which he can draw i n his appreciation of a new and 
u n f a m i l i a r work. This e x p l i c i t analysis of the wider systems 
of musical r e l a t i o n s h i p s which make up music i s usual i n the 
student of music, as we have seen. I t also occurs when ex
perienced musicians are l i s t e n i n g t o a new work which presents 
c e r t a i n s u b t l e t i e s of form not r e a d i l y apprehensible. I t may 
also form part of the experience of the layman who has had 
frequent o p p o r t u n i t i e s of becoming f a m i l i a r w i t h musical r e 
l a t i o n s h i p s by ear. He may never achieve more than a very 
imperfect e x p l i c i t thought of them, since he cannot go f a r 
beyond the resources of his ears. Nevertheless, by d i n t of 
p r a c t i c e he f r e q u e n t l y becomes s k i l l e d at marking and f o l l o w i n g 
outstanding themes, and even at f o l l o w i n g f a i r l y successfully 
the l o g i c of t h e i r musical development. Listeners l i k e 

( l ) Against t h i s we have the claim, ( r e f e r r e d to l i i the 
I n t r o d u c t i o n , P. 21) of Professor E. J. Dent, who f i n d s 

^ his I n t e r e s t i n any musical work i s exhausted a f t e r a 
s i n g l e hearing, f o r i t no longer possesses any novelty 

. f o r him. 
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the student and t r a i n e d musician soon become f a m i l i a r w i t h 
the connections of part w i t h part as making up the complete 
musical work. Because they have thus l a i d i n the groundwork, 

• or formed a background of musical experience, they need no 
longer e x p l i c i t l y t h i n k the r e l a t i o n s h i p s or the connections 
of the parts i n order to grasp the s i g n i f i c a n c e of the whole. 
They can take these f o r granted i n the l i g h t of past knowledge; 
and only need to make passages e x p l i c i t when they cannot im
mediately f i t these i n w i t h t h a t musical background. ̂'''̂  

This above process may be connected up w i t h what Professor 
M i t c h e l l c a l l s "conceptual perceiving", w i t h reference to the 
f a c t t h a t i n order to f o l l o w complex r e l a t i o n s h i p s more easil y 
i n the f u t u r e , the subject makes them e x p l i c i t so t h a t he may 
know them again and use them - by t a k i n g them f o r granted - as 
a basis on which to b u i l d a r i c h e r and more extended musical 
experience. I n c i d e n t a l l y he b u i l d s up a r i c h e r and more s i g -

(2) 
n i f i c a n t musical background at the same time. 

(1) Professor M i t c h e l l ' s i l l u s t r a t i o n of the d i f f i c u l t y of 
f o l l o w i r g another's systematic idea which i s conveyed 
by words serves admirably to i l l u s t r a t e the d i f f i c u l t y 
of f o l l o w i n g music. "The d i f f i c u l t y i s always that the 
series i s not to be summed up a f t e r being set out, but 
from the f i r s t word. For at" every l a t e r stage the ear
l i e r parts have t o be taken f o r granted; they have to 
give a d e f i n i t e value to what f o l l o w s , t i l l , nearer the 
end, the nearer the whole i s organised i n t o the single 
systematic thought from which the series has been 
evolved," (W. M i t c h e l l , The Structure and Growth of the 

^ Mind, P.377). For "s i n g l e systematic thought" read 
" u n i f i e d systematic whole'; "the m u s i c a l i t y of the a r t -
workj' 

(2) See Chapter I I I . 
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The quickness to grasp "musical meaning" thus depends i n 
part on the extent to which the subject has conceived them ( i n 
t h i s s p e c i a l sense of "thought them e x p l i c i t l y " ) I n the past. 
That i s why t e c h n i c a l t r a i n i n g i s desirable as a preliminary 
t o a esthetic l i s t e n i n g . As I pointed out before, he must use 
such conceptual perceiving only as a means to aesthetic l i s t e n 
i n g , and not confuse the means wi t h the end, and f i n d his chief 
i n t e r e s t i n l i s t e n i n g o b j e c t i v e l y instead of s u b j e c t i v e l y or 
contemplatively. I n the former case he makes the r e l a t i o n s h i p s 
e x p l i c i t as he goes along, and analyses t h e i r connections, 
judging them according as they s u i t h i s t a s t e , or f i t i n w i t h 
h i s background of musical i n t e l l e c t u a l i s m or technique. He may 
be l i e v e t h a t the i n t e r e s t and s a t i s f a c t i o n he thus obtains are 
ae s t h e t i c . But i t i s not so, since i t i s merely i n t e r e s t i n 
the means by which aesthetic beauty i s achieved, and not i n t e r 
est i n the developing beauty and s i g n i f i c a n c e of the music. 
This i n t e r e s t i n the "musical s i g n i f i c a n c e " of music - i n i t s 
m u s i c a l l t y - we s h a l l see l a t e r i s c h a r a c t e r i s t i c of what I 
c a l l "conceptual l i s t e n i n g " i n aesthetic absorption. Objective 
experience is^ experience at the conceptual l e v e l i n the way I 
have described, but i t i s less valuable as aesthetic experience 
since the assumption of the o b j e c t i v e or the c r i t i c a l a t t i t u d e 
i n h i b i t s the subj e c t i v e experience of l i v i n g the music, which 
I consider the highest a e s t h e t i c experience of music possible 
to the l i s t e n e r . But o b j e c t i v e l i s t e n i n g i s always valuable 
as a means of c l e a r i n g up musical o b s c u r i t y . 
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Thus the p r e d i c t i o n of the cad e n t i a l r e s o l u t i o n s i n 
Chapter I I I becomes conceptual experience ( i n the ob j e c t i v e 
sense) when these are e x p l i c i t l y thought, or d e f i n i t e l y ima
gined. The musician o r d i n a r i l y does not have to t h i n k these, 
f o r being f a m i l i a r musical A. B. C. to him, they are taken 
f o r granted. The progress of any musical progression i s 
taken f o r granted as long as i t can be understood i n the 
l i g h t of past experience. The meaning and value which these 
d e r i v e from his e x p l i c i t l y t h i n k i n g the same or s i m i l a r r e 
l a t i o n s h i p s i n the past, i s thus due to conceptual perceiving. 

The extent to which imagination enters i n t o conceptual 
l i s t e n i n g i s not so clear. The musician i s able to imagine 
musical developments w i t h t o l e r a b l e accuracy, though he does 
not always t r o u b l e to do t h i s . So also can the experienced 
layman. Imaginal l i s t e n i n g , however, occurs most o f t e n i n 
cases which may r e a l l y be d i s t i n c t from aesthetic l i s t e n i n g 
proper, or at any rate where i t i s subsidiary to aesthetic 
absorption. The experience of hearing a melody i n harmony, 
when only the melody i s a c t u a l l y heard,- i s one example. A 
t r a i n e d musician notes the harmonic i m p l i c a t i o n s of any melody 
almost unconsciously. He also hears melodies, or music i n 
general, i n t o n a l i t y , or as departing from t o n a l i t y . I n both 
these cases there i s always i m p l i c i t reference to past exper
ience. Concepts l i k e t o n a l i t y and harmony have value through 
the subject's musical background. The musical associative 
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background formed by the i n d i v i d u a l determines his response t o 
music i n general. Thus, f o r example, the Chinese and the 
European l i s t e n e r , each of whom has been brought up i n the 
c l a s s i c a l t r a d i t i o n s of his own music, respond d i f f e r e n t l y to 
the same music because each brings a d i f f e r e n t musical back
ground to his understsuiding of the same work. 

A l l experienced l i s t e n e r s possess an associative musical 
background which colours t h e i r musical l i s t e n i n g , and accord
ing t o which they endow c e r t a i n musical i m p l i c a t i o n s w i t h a 
derived value. Very o f t e n , perhaps, they may f i n d i t d i f f i 
c u l t or even impossible, to dispense w i t h t h i s background, 
when they set themselves to l i s t e n to music i n a f o r e i g n idiom. 
This also explains why many musicians of the o l d school d i s 
l i k e c e r t a i n advanced modernist compositions. They cannot 
i n t e r p r e t these according t o t h e i r musical background; nor 
has such music any derived value f o r them from i t s musical 
associations. 

Any thorough-paced l i s t e n e r ' s i n t e r e s t i n music depends, 
among other t h i n g s , f i r s t on how f a r novelty i s present. ̂"̂ ^ 

( l ) "Our i n t e r e s t declines i n the knowledge th a t we have a l 
ready l e a r n t , and i n any exercise that has the. ease of 
habit and requires no e x e r t i o n . " ( f . M i t c h e l l , The 
Structure and Growth of the Mind, P.381. For exa^nple, 
the simple Verdi a i r s which appeal to the c h i l d are 
t r i t e and s t a l e to him when he reaches musical maturity. 

'"Our mental appetites are a l t e r e d w i t h t h e i r s a t i s f a c t i o n 
and demand a d i f f e r e n t meal." (W, M i t c h e l l , The Struc
t u r e and Growth of the Mind. P.405.) Nevertheless, fam-
i l i a r i t y does not always destroy our pleasure i n a 
b e a u t i f u l work of music, otherwise we should a l l be 
modified e d i t i o n s of Professor Dent. Music on a larger 
scale u s u a l l y has f o r the ordinary l i s t e n e r some fresh 
aspect of beauty which rewards each new hearing. 
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O v e r - f a m i l i a r s t y l e s tend i n the end to become boring and 
cease t o s u s t a i n aesthetic i n t e r e s t . But i n a l l music from 
which we o b t a i n aesthetic pleasure there must be a c e r t a i n 
basis of f a m i l i a r i t y . The l i n k between the present experience 
and the musical background must not be too obscure. Thus 
i n t e r e s t i s hindered when the novelty i s so great t h a t i t 
prevents coherent grasp. I f there i s no l i n k between present 
hearing and past experience i n t e r e s t may f a i l a l t ogether; the 
music simply remaining meaningless. This occurs i n the case 
of the European l i s t e n i n g f o r the f i r s t time t o A s i a t i c music. 
I n order t o grasp i t , he must s t a r t again at the sensory l e v e l 
and b u i l d up a background i n the new musical idiom. Here the 
musician i s at an advantage compared w i t h the untrained l i s t e n 
er, as he has at h i s command a practised s k i l l i n making mus
i c a l perceptions. His i n t e r e s t and pleasure i n the u n f a m i l i a r 
music grow according t o the success w i t h which t h i s s k i l l 
enables him to form a new background. But he cannot help 
c a l l i n g on hi s past experience t o some degree, as t h i s cannot 
be e n t i r e l y discounted. That i s , he t r i e s to f i t as much as 
w i l l go o f the new idiom i n t o the o l d background; his success 
v a r y i n g according to how f a r the new can be made to f i t i n 
w i t h the o l d . Where there are features i n common these form 
the beginning of the b u i l d i n g up of the new background. 

I have r e f e r r e d several times t o the grasp of connections 
as being a d i s t i n g u i s h i n g f a c t o r of conceptual l i s t e n i n g . The 



214. 

s i g n i f i c a n c e of t h i s c h a r a c t e r i s t i c as applied to music i s not 
obviously apparent. I n the realm of thought i t i s e a s i l y 
enough understood, f o r there i t i s possible to make a d i s 
t i n c t i o n between the means of thought - the words and the 
end achieved by these - the meaning. I n music i t cannot be too 
much emphasised t h a t the grasp of the means and the grasp of 
the meaning are one. The musical meaning l i e s i n the u n i t y 
of the- musical r e l a t i o n s h i p s , and cannot be separated from 
these. The r e l a t i o n s h i p s are the music, and the beauty and 
s i g n i f i c a n c e of the music l i e i n the r e l a t i o n s h i p s f o r those 
who can see them. The grasp of the one involves the grasp of 
the other, always supposing t h a t the r e l a t i o n s h i p s can be 
recognised as r e l a t e d , as coherent, and as valuable i n them
selves. 

I n conceptual l i s t e n i n g , through the grasp of the r e 
l a t i o n s h i p s as musical r e l a t i o n s h i p s , there i s achieved the 
r e a l i s a t i o n t h a t these are i l l u s t r a t i v e or presentative of 
a developing s i g n i f i c a n c e , which I have elsewhere r e f e r r e d to 
as "the m u s i c a l i t y " of music. This occurs i n the sense that 
the subject surrenders his ordinary conception of "meaning" 
as being only expressed i n connected and l o g i c a l ideas con
veyed u s u a l l y by words; and fol l o w s and grasps the meaning 
of musical concepts or ideas, which are conveyed by note and 
t i m e - r e l a t i o n s h i p s . No d e f i n i t i o n of a musical concept can be 
s a t i s f a c t o r i l y o f f e r e d , except that such musical ideas seem 
coherent, s i g n i f i c a n t , impressive and i n e v i t a b l e i n the l i g h t 
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o f past musical experience. These musical ideas, through 
the l o g i c and coherence of t h e i r combination - a legacy of 
a l l music - are f e l t to be s a t i s f y i n g and s i g n i f i c a n t 
according to the subject's musical standards. The meaning-
of the system of musical ideas seems to l i e i n the system 
of the musical r e l a t i o n s h i p s themselves. 

When the subject becomes a e s t h e t i c a l l y absorbed i n music, 
he grasps and i d e n t i f i e s himself w i t h t h i s meaning and beauty 
of music. He does not only f o l l o w i t as he would f o l l o w the 
working out of a mathematical problem, though should he iden
t i f y himself w i t h the s o l v i n g of the problem and d e l i g h t i n 
the c l a r i t y and econom.y of the solving his experience becomes 
somewhat analagous to the musical experience. He i d e n t i f i e s 
himself w i t h the music as a developing meaning and beauty 
which can only be understood i n musical terms. He can only 
reach musical understanding by i n t e l l e c t u a l means; t h a t i s , 
he has to c a l l on his musical knowledge and experience to 
understand and enjoy i t s beauty as music. We have seen how 
the subject responds to f a m i l i a r and to i i n f a m i l i a r music by 
means of h i s power of " t a k i n g r e l a t i o n s h i p s f o r granted." 
These r e l a t i o n s h i p s are grasped w i t h reference both to t h e i r 
i n t r i n s i c musical value - as new groupings or musical ideas -
and to t h e i r derived musical value - as new combinations of 
f a m i l i a r r e l a t i o n s h i p s . ^ T h e i r derived musical value depends 

( 1 ) . See Chapter X. 
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on the musical associative value they possess from t h e i r 
occurrence i n d i f f e r e n t musical contexts throughout music's 
a r t i s t i c development. Thus according to the changing stand
ards o f musical t a s t e , yet always w i t h reference t o some ab
sol u t e but undeterminable standard of formal musical beauty, 
the musical ideas seem to make up an i n e v i t a b l y r i g h t , impres
s i v e , and a e s t h e t i c a l l y s a t i s f y i n g musical whole which i s 
f e l t t o be s i g n i f i c a n t and b e a u t i f u l f o r and by i t s e l f . When 
the subject r e l i v e s the music - becomes a e s t h e t i c a l l y ab
sorbed i n i t - he has an experience of beauty and meaning 
which possesses value f o r him only i n the l i g h t of his past 
experience. 



PART I I , 

THE ASSOCIATIVE ASPECTS OF MUSIC. 



CHAPTER V I I I . 

MUSIC AND MM. 
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CHAPTER V I I I . 

MUSIC AND MAN. 

The deep associative s i g n i f i c a n c e of music i s p a r t l y a 
her i t a g e which traces back to the beginnings of human l i f e , 
and p a r t l y the more recent r e s u l t of t h a t musical environment 
and t r a i n i n g which goes, and has gone i n the n o t - d i s t a n t past, 
t o produce the musician and the c u l t u r e d l i s t e n e r . There i s , 
f i n a l l y , the important part which the perception of n a t u r a l 
sounds and movements i n the external world of nature plays i n 
the r e p resentative side of the a r t . I t i s d i f f i c u l t t o d i s 
sociate from the absolute meaning of sound and rhythm as con
ceived i n musical terms t h a t associative value which these 
musical sounds derive from t h e i r occurrence i n the world of 
n a t u r a l phenomena. This "nature" associative value imparts a 
substratum of i m p l i c i t meaning to a l l musical experience. 
When made e x p l i c i t by the uncultured l i s t e n e r - the type which 
enjoys storm-effects i n music, or any such obvious i m i t a t i o n -
i t a f f o r d s him extra-musical pleasure; but i n aesthetic l i s 
t e n i n g i t s i n t r i n s i c value i s at a minimum, and the thorough
paced l i s t e n e r i s r a r e l y a c t i v e l y aware of i t . 

The part a ssociation plays i n the experience of musical 
l i s t e n i n g may th e r e f o r e be discussed from these three aspects. 
The f i r s t and second aspects I s h a l l t r e a t f i r s t , i n Chapters 
V I I I and IX, leaving the t h i r d to the l a s t , i n Chapter X. 
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The f i r s t aspect of the associative meaning which i s 
attached t o the a r t by music's early connection w i t h l i f e 
i t s e l f , has a deep-rooted s i g n i f i c a n c e . Music, t h a t i s , 
music i n i t s rude beginnings, i s bound up w i t h man's e a r l i e s t 
s t ruggles to s u s t a i n and propagate l i f e . I t i s i n d i s s o l u b l y 
connected w i t h the s u r v i v a l and growth of the race. Thus 
music possesses a c e r t a i n deep emotional s i g n i f i c a n c e , un
analysable, and only dimly f e l t , since the sources whence i t 
sprang are no longer d e f i n i t e l y r e c a l l e d . Darwin's theory 
has i t th a t music p r i m a r i l y had i t s root i n the i n s t i n c t of 
sex. ̂•'•̂  I t was one of the c h i e f elements i n courtship or 
mating. Whether ca: not we can accept t h i s as an adequate 
explanation f o r the beginnings of music (an explanation not 
of extreme importance to the present enquiry) i t c e r t a i n l y 
cannot be doubted th a t music was c l o s e l y connected w i t h t h i s 
fundamental aspect of l i f e - the continuance of l i f e i t s e l f . 
Though t h i s connection has become obscured, since music as 
an a r t has now passed beyond the point where i t played a part 
i n sexual s e l e c t i o n , nevertheless the association, i n d e f i n i t e 
and l o s t to view though i t may now be, s t i l l c l i n g s to music. 
This i s what Edmund Gurney means when he w r i t e s of the funda
mental assoc i a t i v e meaning of music. This w r i t e r regards 
music as being bound up w i t h a l l the emotions most v i t a l to 

(1) E. Gurney, The Power of Sound. P.II6. 
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l i f e . Yet though he recognises music to be thus v i t a l l y 
s i g n i f i c a n t , i t i s , he explains', a s i g n i f i c a n c e of a vague 
and mysterious nature, of which the irapressiveness receives 
an added value by reason of the very mystery i n which i t i s 
shrouded. 

Though t h i s explanation as to the o r i g i n of the emotional 
s i g n i f i c a n c e of music i s to be accepted w i t h reservations, i t 
cannot be gainsaid that music, w i t h i t s s i s t e r dancing, i s of 
a l l the a r t s most l i k e l y t o occur i n the above connection. 
The very p h y s i c a l f a c t o r s whichdetermine i t s being - sound 
and movement - are obviously capable of s t i m u l a t i n g the nervous 
system to a s t a t e of intense excitement more immediately than 
the p h y s i c a l q u a l i t i e s of any other a r t . 

As w i l l be seen l a t e r , music does possess, or seem to 
possess, an intense emotional s i g n i f i c a n c e on account of the 

(2) 
prominence of i t s dynamic elements. The explanation which I 
put forward l a t e r , I need only give i n b r i e f here: I t i s tha t 
the emotional tendency or d i r e c t i o n of any mood arouse^ by 
music represents a subjective i n t e r p r e t a t i o n which the dynam
i c s of music serve to body f o r t h and to which they give strength 
Music i s the dynamic of emotion, since i t can express the i n 
t e n s i t y or the r a p i d i t y of change and movement of emotion. 
The dynamic q u a l i t i e s of force and pace are t r a n s f e r r e d to the 

(1) E. Gurney, The Power of Sound. Chapter XI, Pp.117 et seq. 
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emotional states of t t e l i s t e n e r . From t h i s viewpoint music 
i s not so much capable of expressing or arousing d e f i n i t e 
emotions as of prolonging and deepening those already present 
i n the subject. 

I t i s s u f f i c i e n t to suggest here t h a t i t i s most l i k e l y 
the very strength and all-embracing q u a l i t y of the fundamental 
and mysterious connection of music w i t h the primary emotion of 
a l l which permits music thus t o u n i v e r s a l i s e a l l emotion. 
This u n i v e r s a l i t y and i i i d e f i n i t e n e s s enables music "to poi n t , " 
as i t were, e x i s t e n t states of emotion. The o r i g i n a l emotion
a l excitement of which music i n i t s bare p r i m i t i v e beginnings 
was both the occasion and the accompaniment, has been s u b l i 
mated, i n the development of music as an a r t , by developing a 
new i n t e r e s t . The music, the occasion f o r the emotional ex
citement, has i t s e l f become the object of i n t e r e s t . By assum
in g t h i s secondary and d i s i n t e r e s t e d importance music has 
taken on an aesthetic meaning and value. Yet while music has 
become invested w i t h the power of evoking and sustaining an 
i n t e r e s t i n i t s e l f f o r i t s own sake, i t has not l o s t the f a r -
reaching e f f e c t s of t h a t e a r l y intimate connection. 

But t h i s i s not the only connection which music has made 
i n i t s infancy. I n almost every d i r e c t i o n we f i n d t h a t music 
(or i t s p r i m i t i v e p rogenitor) has a l l i e d i t s e l f i n some form 
or other w i t h work or play. Music i s enduringly connected not 
only w i t h the elemental and p r i m i t i v e actions and emotions of 
the human race, but also w i t h equally v i t a l but less intense 
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a c t i v i t i e s of l i f e . There i s , f o r example, the functions of 
motherhood. Many of our l o v e l i e s t melodies have t h e i r source 
i n the crooning of a mother as she rocks her baby asleep. 

P r i m a r i l y i t must be remembered, however, that music, 
i n i t s beginnings as w e l l as i n i t s l a t e r developments, has 
a s t r o n g l y s o c i a l aspect. Where music accompanied such ac
t i v i t i e s as the search f o r food and s h e l t e r , or the struggle 
of the weak against the strong (where the s o c i a l aim i s neg
a t i v e r a t h e r than p o s i t i v e ) ; we always f i n d that music occurs 
i n connection w i t h the group rather than w i t h the i n d i v i d u a l . 
There i s , indeed the case of the s o l i t a r y c r e a t i v e a r t i s t , 
who goes apart from his companions and produces his a r t i s t i c 
c r e a t i o n i n s o l i t u d e . So long as he takes pleasure i n the 
absolute existence of t h i s p r i m i t i v e work of a r t because of 
hi s i n t e r e s t i n i t f o r i t s own sake, the question of the s o c i a l 
aspect does not come i n . I n the f i r s t place such an act of 
c r e a t i o n i s performed f o r the sake of self-expression or s e l f -
f u l f i l m e n t . But a l l a r t i s t s desire an audience, and l a t e r the 
desire comes to show o f f h i s s u p e r i o r i t y t o his f e l l o w s , or 
to seek t h e i r adm.iration, by communicating to them his work of 
a r t , 

From^earliest times music has been'an accompaniment and 
a i d t o concerted a c t i o n or movement. Whenever a group of 
people gather together f o r work or play, music, or the embryo 
of music, n a t u r a l l y comes i n t o being. F i r s t , on the side of 
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work, we f i n d a rough kind of music, generally i n the form of 
a r h y t h m i c a l chant, helping to ease the strenuous e f f o r t i n 
volved i n manual labour. Here the recurrence of c e r t a i n 
"accents" marks the moment when a l l must s t r a i n together. The 
t o i l of f e l l i n g t r e e s , l i f t i n g heavy logs, launching boats, 
p u l l i n g on a rope, rowing, and so on, could a l l be lessened 
by organising the actions of a band of helpers. Such organi
s a t i o n would be imposed on t h e i r movements by means of the 
a f o r e s a i d rhythmic d i s c i p l i n e . Rhythm, one aspect of music, 
thus steps i n to organise concerted movement, ̂•'"̂  But bare 
rhythm only e x i s t s t h e o r e t i c a l l y . P r a c t i c a l l y i t must be 
embodied i n sound or touch. (The l a t t e r i s obviously not ef
f e c t i v e i n cases l i k e those I have been discussing.) Sound 
i s t h e r e f o r e combined w i t h rhythm; the sound (or p i t c h - o u t l i n e ) 
being u s u a l l y of a monotonous character since i t i s subordinate 
t o rhythmic impulse. Moreover, the sound tends to assume the 
same character as the work to which i t becomes an accompani
ment. The long-drawn "heave-ho" of the s a i l o r i s expressive 
of the slow-continued e f f o r t of p u l l i n g an oar through water, 
or o f hauling on a rope, etc. The dreaiy and p l a i n t i v e song 

(1) K a r l Bucher, i n his t r e a t i s e on "Arbeit und Rhythmus" de
velops the hypothesis t h a t rhythmical a r t i s derived 
from p h y s i c a l labour. I t i s a: f a c t , as Groos points 
out (The Play of Man, P. 46), t h a t ̂ 'spontaneous rhythmical 
movement i n physical labour conserves p.sychic as w e l l as 
physical force.'* -''Thus the o r i g i n of music i s connected 
w i t h t o i l . The l a t t e r w r i t e r also holds t h a t music a t 
t a i n e d independent existence through the emergence of 
dance-motions which were s u b s t i t u t e d f o r the motions of 
labotir. An element of miming might tend to remain. 
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which accompanies the i n d i f f e r e n t t o i l of slaves i s expressive 
of the hopelessness of the s p i r i t resigned to the monotony of 
s l a v e r y , ° 

Then there i s the search f o r food, i n which music i s 
inv o l v e d i n two d i f f e r e n t ways. The f i r s t , and more important, 
i s p a s t o r a l . The shepherd pipes his f l o c k s and passes his 
l e i s u r e , perhaps, i n improvising tunes or i n i m i t a t i n g the 
c a l l s of animals. Many of our modern instruments, because of 
t h e i r o r i g i n i n t h i s connection, are f e l t to possess a d i s 
t i n c t l y p a s t o r a l f l a v o u r . T h e second way occurs i n hunting; 
but the associations music has gathered from hunting are of a 
more s o p h i s t i c a t e d nature. S p e c i f i c hunting c a l l s belong to 
a l a t e r date, when hunting was the organised pastime of the 
n o b i l i t y . The form of these c a l l s remained simple, however; 
since they were of necessity confined to v a r i a t i o n s of the 
f i r s t few notes of the harmonic series (horns and bugles 
possessing only a l i m i t e d range). Thus many arpeggioed v a r i a 
t i o n s of the common chord i n music r e c a l l the f l o u r i s h e s of 
the chase. 

I t i s unnecessary to give here a painstaking account of 
a l l those occasions where music i n some p r i m i t i v e form accom
panied the many a c t i v i t i e s of human l i f e . But several f u r t h e r 

(1) George Dyson, The Problems of Music. P,46-47. 
(2) c f . Appendix A. 
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examples, such as the part music played i n f i g h t i n g and i n 
dancing may help to show how such a c t i v i t i e s have surrounded 
music w i t h a mass of associations which s t i l l c l i n g to i t . 
I t i s easy to imagine how loud shouts, e i t h e r expressing 
defiance, or used to s i g n a l to f e l l o w - w a r r i o r s , came to be 
augmented and even supplanted by the sounds of instruments. 
The notes of the trumpet or the f i f e , and the r o l l of the 
drum, would carry f a r t h e r than the human voice i n the double 
work of i n t i m i d a t i n g the enemy and urging f e l l o w - s o l d i e r s on 
to b a t t l e . The utterance of loud, harsh or s h r i l l c r i e s as 
danger-signals, or as a general expression of defiance and 
means of i n t i m i d a t i o n dates back to the time of our arboreal 
ancestors. Next t o an a c t u a l b o d i l y encounter a menacing cry 
was obviously the most immediate means of scaring o f f an 
i n t r u d e r . But besides t h i s threatening q u a l i t y of loud sound 
t h e r e i s o f t e n the a d d i t i o n a l e f f e c t of rhythm. Of a l l i n 
struments the drum may be described as the most w a r - l i k e , 
since i t combines the dread sound of i t s muffled roar w i t h 
the ominous threatening of the rhythm i n which i t i s played. "̂^ 
The s t i r r i n g e f f e c t of rhythmical drum-beats i s an i n t e g r a l 
p a rt of warfare among savage races. But i t i s not always 
the loudness which i s so awe-inspiring as the i n s i s t e n t e f f e c t 

( l ) The drum i s most l i k e l y t o be played r h y t h m i c a l l y , because 
of the regular p h y s i c a l e f f o r t involved i n s t r i k i n g i t 
most e a s i l y . 
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of the v a r i a t i o n s of the rhythm. Moreover, the sound may be • 
q u i t e subdued, even muffled, yet be heard many miles away, 
Dr, Vernon Lee describes the drum (not q u i t e accurately, 
however, since i n the modern orchestra drums are tuned to 
several d i f f e r e n t pitches) as "the least musical (since i t 
ignores a l l d i f f e r e n c e , a l l i n t e r v a l , a l l movement i n p i t c h ) 

(1) 
and the most compelling"'of a l l instruments. Dr. Lee quotes 
i n i l l u s t r a t i o n of her point a passage from D, H. Laurence's 
"The Plumed Serpent" (P.356) where i s described the "peculiar 
uneven savage rhythm which at f i r s t seems no rhythm, and then 
seems t o contain a summons, almost s i n i s t e r i n i t s power, 
a c t i n g on the helpless blood d i r e c t . " 

An exce l l e n t modern musical example of how the drum i s 
used t o help convey an elemental impression of the savage 
ruthlessness of war, occurs i n Gustav Hoist's "Mars", i n "The 
Planets Suite." There i s a barbaric ruthlessness about the 
r e i t e r a t e d rhythmic f i g u r e used by the composer, which owes 
q u i t e as much of i t s e f f e c t to the savage impetus of the rhythm 
as i t does to the rough and s t r i d e n t chords which clothe i t . 

We f i n d music not only i n the a c t u a l f i e l d of b a t t l e , but 
also when the s o l d i e r s are on the march. Music also sounds at 
the camp-fire, where at night the men j o i n i n a clamorous 
chorus, or l i s t e n t o the song of a s i n g l e e n t e r t a i n e r . Such 
a m i n s t r e l may.delight a l l hearts w i t h f a m i l i a r t a l e s of love 
and war, or s t i r h is audience on to fr e s h conquests by repre
s e n t i n g i n song or dance the v i c t o r i e s i n which they have 
(1) Vernon Lee, Music and I t s Lovers. P.129. 
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taken p a r t . 
I n the above examples i t may be noticed t h a t rhythm 

occurs always as i n t i m a t e l y connected w i t h b o d i l y movement, 
and e s p e c i a l l y w i t h group-movement. This i s so when rhythm 
i s invoked as an a i d to strenuous manual labour. But rhythm 
i s j u s t as e f f e c t i v e i n a i d i n g the ordinary movements of the 
body, i n the spontaneous actions of walking (and marching) 
and dancing. Whenever spontaneous movement must be organised, 
e i t h e r i n order t o get the maximum r e s u l t out of the minimum 
e f f o r t (as i n marching, or rowing), or i n order to allow 
others to take p a r t (as i n dancing) rhythm comes i n t o being. 
I t has been suggested t h a t the rhythm which accompanies walk
in g ( o r marching) i s a rhythm i n groups of two - spondees; 
w h i l e t h a t rhythm which seems most n a t u r a l to accompany danc
in g occurs most o f t e n i n groups of three-dactyls. ̂ '̂ ^ That a 
two-rhythm should accompany the measured and even placing of 
f o o t before f o o t i n walking and marching i s e a s i l y under
standable. The body i s b i - l a t e r a l . We have two arras, two 
legs, two eyes, and so on. I t i s t h e r e f o r e n a t u r a l t h a t the 
balance and progression of ordinary movements should be i n an 
equal rhythm of twos. 

But the explanation as to the frequent use of a t r i p l e 
rhythm i n dancing i s not so apparent; e s p e c i a l l y as t r i p l e 
rhythm i s not i n v a r i a b l y the rhythm used f o r a l l dances. I n 
general quick dances are i n three rhythm (or d a c t y l i c ) while 

(1) Edward A. MacDowell, Essayg.Critical and H i s t o r i c a l . 
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slower and more s t a t e l y dances are i n a two-rhythm. I n the 
ramsic of the l a s t few centuries we f i n d t h a t j i g s , courantes 
and minuets are i n t r i p l e time, while gavottes and allemandes 
are i n common (quadruple) time. On the other hand we f i n d 
t h a t the sarabande i s i n slow t r i p l e time, and rondos are i n 
quick duple time. 

Macdowell's theory i s t h a t imperceptibly the f i r s t beat 
i n dancing i s lengthened at the expense of the second, so 
t h a t the measure becomes o' J ^ J (} (a trochaic 
measure) . The f a c t o r of p h y s i c a l f a t i g u e i s the explanation of 
t h i s m o d i f i c a t i o n , and also of a f u r t h e r change of the measure 
to J _ J (a d a c t y l ) . For i t i s necessary to 

a l t e r n a t e the strong beat from one f o o t t o another, and t h i s 
can only be achieved by i n t r o d u c i n g an intermediary step - the 
quaver i n the example above. Thus successive measures f o r 
l e f t and r i g h t f e e t give a phrase u n i t of two complementary 
f i g u r e s , e.g„ J . / J J . J . Slow dances involve a 
nice d i s t r i b u t i o n of poise and balance i n the movements of the 
body as i t changes from one p o s i t i o n to another. Such equally 
balanced movements, l i k e walking and marching, require a 
duple rhythm. I n the sarabande the e f f e c t of the rhythm being 
i n threes i s r a t h e r discounted by the extreme slowness of the 
pace (the bar may be f e l t as s i x h a l f beats) and also by the 
f a c t t h a t the lengthening of the second beat throws the accent 
out of i t s normal p o s i t i o n . I n the more r a p i d dances, l i k e j i g s , 
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mazurkas, and so on, the s a t i s f a c t i o n of the dancer i s not so 
much derived from pleasure i n a sense of his own equally b a l 
anced movements, as from a perception of the complementary 
movements of a partner, or vis-.a-vis, or of a whole group of 
dancers of which he i s only one. His b o d i l y movements are not 
attended to f o r the sake of t h e i r inner harmony so much as 
f e l t as i n c i d e n t a l to the weaving of a p a t t e r n of com.bined 
movements w i t h other dancers. A p a t t e r n , moreover, presuppos
es a c e n t r a l p o i n t , or node, w i t h two opposing or c o n t r a s t i n g 
p o i n t s , f o r " p a t t e r n " i s not b i - l a t e r a l , but t r i - l a t e r a l . 
From t h i s aspect i t would seem that quick dances permit the 
achievement of a l a r g e r u n i t y than slow dances. For though 
there must also e x i s t i n the former something of the same 
sense of inner harmony which characterises slow dancing, t h i s 
i s turned to l a r g e r ends. The enjoyment a r i s i n g from the sub
j e c t i v e movements i s secondary t o the enjoyment of making up a 
form. Slow dances seem to a f f o r d opportunity f o r s a t i s f a c t i o n 
i n a more su b j e c t i v e or a c t u a l b o d i l y r e a l i s a t i o n of rhythm, -
i . e . a d e l i g h t i n personal rhythm - while quick dances r e l a t e 
these su b j e c t i v e movements t o the more o b j e c t i v e experience, 
the j o i n i n g w i t h other dancers i n a p a t t e r n , and thus a f f o r d 
enjoyment i n a more d i s t a n t object. 

The modern preference f o r slow dances, and the supplanting 
o f the o l d "pattern-dances" l i k e the lancers, q u a d r i l l e s , etc. 
and a l l folk-dancing, seem to point t o the conclusion that the 
modern dancer gets more enjoyment out of his own movements than 
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out of the weaving of group-patterns, ( i t i s understood that 
i n modern dancing the dancer and his partner are as one. I am, 
moreover, discounting the e f f e c t of sexual a t t r a c t i o n e t c . ) . 

The increasing p o p u l a r i t y of Eurythmics also seems to 
show t h a t i n dancing i n t e r e s t i s becoming more and more con
f i n e d t o i n t e r e s t i n the subjective i n t e r p r e t a t i o n of rhythm. 
The d i s c i p l i n e o f the more formal dances, where the i n d i v i d u a l 
had t o subordinate or merge hi s p e r s o n a l i t y i n the general 
form o f the dance, c o n s i s t i n g of combined and contrasted group 
movements, has been replaced by the freedom of the expression-
i s t i c school. To the performer t h i s i s eminently s a t i s f y i n g , 
but i t i s not always so pleasing to the spectator. He can 
have an i n t e r e s t i n the subjective states of b o d i l y harmony 
only at second-hand, so i t i s desirable that t h i s uncertain 
sympathetic i n t e r e s t should be augmented by the added i n t e r e s t 
d erived from f o l l o w i n g a series of patterns or group-movements, 
or even the organised movements of a s i n g l e i n d i v i d u a l . 

W i t h i n i t s own sphere, dancing may be said to have f o l 
lowed the same general t r e n d as music. Modern composers show 
increasing eagerness to get r i d of the r e s t r a i n t s imposed on 
music by the o l d c l a s s i c a l forms, as the need f o r self-expres
sion unhampered by formal r e s t r i c t i o n s becomes more i n s i s t e n t . 
I t i s i n t e r e s t i n g to note how the s i s t e r - a r t s of music and 
dancing, once so i n t i m a t e l y connected, should today proceed to 
develop, each by discarding t h a t very element which i t had i n 
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common w i t h the other. When music was the handmaid of dancing 
the a r t of music became l i n k e d w i t h the formal pattern-arrange
ment of dancing. With the emancipation of that more i s o l a t e d 
growth of music - modal music - from the r e s t r i c t i o n s imposed 
on i t by the church, and w i t h i t s consequent l i n k i n g up w i t h 
the popular dance-music then e x i s t i n g , the o l d dance-forms 
were r e t a i n e d , and eventually were t r a n s f e r r e d to music i n i t s 
e v o l u t i o n as a separate a r t . From the dance-suites were de
veloped a l l our c l a s s i c a l musical art-forms. These forms, 
which coalesced i n the sonata, were expanded by Beethoven to 
t h e i r utmost degree i n order to express adequately the sub
j e c t i v e value of hi s musical ideas. But beyond t h i s point the 
r e c o n c i l i a t i o n of subjective expression w i t h o b j e c t i v e forms 
would not go. Beethoven i n h i s l a s t works transcended the 
l i m i t s to which form could be pushed while s t i l l r e t a i n i n g 
f o rmal \ i n i t y , by the power and greatness of his genius. There 
could be no f u r t h e r development i n t h i s d i r e c t i o n . Composers 
who fol l o w e d had t o r e t a i n the old methods of g i v i n g formal 
( s t r u c t u r a l ) u n i t y ; or seek a new kind of u n i t y to give co
herence t o the growing tendency to subjective expressionism 
which i s c h a r a c t e r i s t i c of music's l a t e r development. 

Among a l l the s o c i a l a c t i v i t i e s mentioned i n t h i s chapter 
the a r t of dancing i s the most important i n regard to i t s 
associations w i t h music. To trace the o r i g i n or purpose of 
dancing i s unnecessary. But there i s no question as t o the 
v i t a l s i g n i f i c a n c e of the r e l a t i o n s h i p between music and 
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dancing i n the past. I t i s hardly possible to imagine that 
dancing ever e x i s t e d without some p r i m i t i v e musical accompani
ment, e i t h e r i n the form of a rhythmic o u t l i n e , l i k e the clap
ping of the hands or the stamping of the f o o t , or the noise 
made by s t r i k i n g two objects together, or actual v o c a l i s i n g , 
such as shouts at the c r i t i c a l points i n the dance, or a sus
t a i n e d monotonous chanting. 

But there i s no need to trace back the h i s t o r y of music's 
a s s o c i a t i o n w i t h dancing, or even to describe how music freed 
i t s e l f from t h i s co-partnership and developed as a separate 
a r t , though r e t a i n i n g some marks of i t s ea r l y bondage. 

I have enlarged upon the connection of music w i t h a l l 
these early s o c i a l a c t i v i t i e s only to i n d i c a t e how these asso
c i a t i o n s impart an aura of romance and an unconscious human 
s i g n i f i c a n c e t o music today. Of a l l these mentioned, the 
close connection of music w i t h dancing and the part music 
played i n sexual s e l e c t i o n are most important. How r e a d i l y 
the experience of l i s t e n i n g t o music c a l l s up dancing-associa
t i o n s shows most conspicuously i n the experience of the l i s 
tener who i s compelled t o respond to music of a decided rhythm 
by sympathetic movements ( u s u a l l y i n v o l u n t a r y ) of his body. ^ 
This i s not only a d i r e c t and n a t u r a l response to the rhythmic 
q u a l i t i e s of music regarded from the rhythmic aspect only 
( t h a t i s , s i g n i f i c a n t i n themselves, and discounting the danc-
i n g - a s s o c i a t i o n a l s i g n i f i c a n c e ) , but i t i s also a response to 
rhythm from the secondary aspect of i t s dancing associations. 

(1) See Chapter V on "Rhythm. 



232. 

I t i s perhaps a l i t t l e f a r - f e t c h e d to dissociate the percep
t i o n of rhythm qua rhythm from the r e c o g n i t i o n of rhythm's 
connection w i t h dance-measures. C e r t a i n l y t h i s connection 
appears almost aggressively i n any quick strongly rhythmic 
music, l i k e the l a s t movement of some Beethoven sonatas and 
symphonies (e.g. the Seventh.) I n the l a t t e r example the 
whole musical experience i s dominated by the regular beat of 
the rhythm. 

The "dancing" associative element i n music brings out 

most prominently music's s o c i a l side. There i s also the case 
of hunting, where the search f o r food i s combined w i t h many 
of the a t t r i b u t e s of play. I n modern times hunting became 
almost e n t i r e l y a pastime. But music enters so s l i g h t l y i n t o 
hunting that the l i t t l e s o c i a l meaning music derived from 
hunting can be passed over. I n dancing the p l a y - i n s t i n c t 
enters most prominently. Dancing and music are the two most 
s o c i a l of the a r t s . But though music doubtless owes much i n 
t h i s regard to i t s a l l i a n c e w i t h dancing, music i n i t s e l f i s 
a s o c i a l a r t . The very performance of works of any complexity, 
demands the e f f o r t s of several instrument-players. The desire 
to make music i s bound up w i t h the desire to j o i n w i t h others 

(1) 
i n making music. Excellent a u t h o r i t y has i t th a t nearly every 

l i t t l e community i n Scotland has i t s band of wind-instruments, 

or i t s choir of eager, i f untrained, voices. And t h i s was so 
(1) S i r John McEwen. 
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before wireless c a r r i e d every kind of music i n t o the f a r t h e s t 
and most out-of-the-way corners. According to the same author
i t y , the primary desire of these enthusiasts was to meet i n 
s o c i a l i n t e r c o u r s e ; and the practice and performance of music 
was held to a f f o r d one of the most s u i t a b l e o p p o r t u n i t i e s f o r 
t h i s . 

But though i t i s not unusual f o r such a group of perfo r 
mers t o play t o please themselves, they also l i k e to share the 
music they make w i t h an audience. Here again the s o c i a l as
pect crops up. What draws a great crowd together more than 
the desire to l i s t e n to good music? Those who claim that 
w i r e l e s s or gramophone music i s j u s t as s a t i s f y i n g as, or even 
more s a t i s f y i n g than, concert-performances miss the importance 
of the bond of f e l l o w s h i p between the performers and the aud-. 
ience, on the one hand, and between each i n d i v i d u a l l i s t e n e r 
and a l l the r e s t of the body of l i s t e n e r s . "At any ki n d of 
concert unless the audience i s a c t i v e l y co-operating w i t h the 
performers the f u l l s i g n i f i c a n c e of the music cannot possibly 
be brought out - the music, whatever i t i s , w i l l remain only a 
t e c h n i c a l performance. "̂"'"̂  The same w r i t e r continues - "aes
t h e t i c boredom always hovers close over e i t h e r the dessicated 

or the condensed forms of music, because the human contacts 
(2) 

are remote and precarious." This heritage of f e l l o w s h i p o:̂  

communal i n t e r e s t colours a l l true experience of l i s t e n i n g , 
(1) Frank Howes, The Borderland of Music and Psychology. P.34. 
(2) Idem. P.37. 
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though i t may never be e x p l i c i t l y formulated.* Music i n the 
past has been bound up w i t h the group, p a r t i c u l a r l y i n those 
cases where the subject assumes the double r o l e of performer 
and l i s t e n e r , and t h i s s o c i a l element warms and enriches the 
musical experience. 

Yet t h i s "Social atmosphere" which Mr. Howes holds so 
v i t a l t o the t r u e a p p r e c i a t i o n of music must not be allowed 
to encroach on the i n t e l l e c t u a l basis of the aesthetic 
experience of musical l i s t e n i n g , and rob the l a t t e r of i t s 
i n t r i n s i c s i g n i f i c a n c e . 

We must :beware of mistaking the sympathy which we share 
w i t h our f e l l o w - l i s t e n e r s f o r more than i t i s , an emotional 
c o l o u r i n g of the mood i n which we l i s t e n . The danger i s th a t 
t h i s element, depending on the gregariousness of human nature, 
should become too strong, ŝ ) t h a t i n t e r e s t or pleasure i n i t 
f o r i t s own sake should usurp the place of i n t e r e s t i n the 
music. 

There are indeed times when i t i s preferable to l i s t e n 
to a gramophone, or to go alone to a concert. Then the l i s t e n 
er does not so much refuse to share his experience w i t h a 
f e l l o w - l i s t e n e r as show reluctance to submit to the f r i c t i o n 
of sharing h i s experience w i t h the wrong k i n d of l i s t e n e r . 

Human contacts had b e t t e r be "remote and precarious" than 
inharmonious. Moreover while unsympathetic f e l l o w - l i s t e n e r s 
may s p o i l an otherwise s a t i s f y i n g musical experience by p u t t i n g 
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the l i s t e n e r out of tune, an over-sympathetic emotional r e 
l a t i o n s h i p between l i s t e n e r s may also prevent complete aesthetic 
absorption. I f f e l l o w - l i s t e n e r s are connected by some warmer 
t i e than the common wish f o r musical enjoyment, there i s the 
danger t h a t they w i l l become too preoccupied w i t h the human 
r e l a t i o n s h i p to f o l l o w the musical r e l a t i o n s h i p s . Music i s 
more l i k e l y to heighten an emotional a t t i t u d e already e x i s t e n t , 
than to replace such an a t t i t u d e by a purely musical s t a t e . 
One h i g h l y musical l i s t e n e r of my acquaintance confessed t h a t 
she was unable to l i s t e n to music i n company w i t h her fiance", 
though he also was a musician. The c o n f l i c t between the two 
a t t i t u d e s was too great. 

The subject who p r e f e r s a f i r s t - c l a s s gramophone produc
t i o n to an i n f e r i o r concert-rendering does not so much i s o l a t e 
himself from f e l l o w - l i s t e n e r s as desire to hear music adequate
l y performed without the i n t r u s i o n of objectionable discrepancies.] 
This p a r t i c u l a r l y holds i n the case of students who wish to 
extend t h e i r musical knowledge as t o the "why" and "how" of 
music instead of being merely content to enjoy music super
f i c i a l l y . This i s my own case. I p r e f e r a f i r s t - c l a s s repro
ducti o n of music on the gramophone to an u n s a t i s f a c t o r y a c t u a l 
performance. More h i g h l y t r a i n e d musicians, however, do not 
always set such store on the means by which the music i s played. 
To them the music i s the t h i n g , and any discrepancies they are 
able to correct w i t h the imagination. (Note how often composers 
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content themselves w i t h bad pianos. The actual sounds are 
merely a means t o embody t h e i r mental conception.) 

But though I should by no means deny the importance of 
the s o c i a l element i n musical l i s t e n i n g I do not t h i n k that 
the r e l a t i o n s h i p between performer and audience i s a manifes
t a t i o n of the " s e l f - d i s p l a y " i n s t i n c t , as my o r i g i n a l a u t h o r i t y 
suggested; rather i s i t a manifestation of f e l l o w - f e e l i n g or 
sympathy. The experience of music as i t e x i s t s i n i t s highest 
form, composing, and t o a lesser degree, i n i n t e r p r e t i n g and 
l i s t e n i n g , i s the f r u i t of the i n s t i n c t of "self-expression" 
which i s d i r e c t l y associated w i t h the i n s t i n c t to create. Take 
as a simple example the c h i l d who wanders alone i n the f i e l d s 
and sings h i s song of j o y from p u r e l i g h t n e s s of heart at the 
beauty o f h i s surroundings. He has no thought of audience. His 
i s a spontaneous musical c r e a t i o n ; perhaps not yet enjoyed by 
him from i t s a e s t h e t i c aspect. But there i s no explanation of 
t h i s spontaneous c r e a t i v e act i n the f u l f i l m e n t of the i n s t i n c t 
f o r s e l f - d i s p l a y . Thus when we l i s t e n to a good s t r i n g q uartet, 
or to a famous orchestra, unless we are c r i t i c s or musical 
novices, we do not judge t h e i r music, or gape wonderingly at 
t h e i r execution; we tend to submerge a l l thought of ourselves 
as w e l l as a l l thought of these others as making the music, i n 
the music i t s e l f . Yet the being absorbed i n the music i s per
haps i n t e n s i f i e d by the unconscious f e e l i n g of being i n sympathy 
w i t h the performers, w i t h f e l l o w - l i s t e n e r s , and l a s t l y , w i t h 
the composer. 
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We thus see how important are the associations derived 
from the s o c i a l aspects of music, e s p e c i a l l y w i t h regard to 
love-making, dancing, and the performance of music i t s e l f . 
There i s now a more intimg.te connection of music w i t h l i f e 
which cannot be passed over. The r e l i g i o u s associative 
element i n music i s p a r t i c u l a r l y s i g n i f i c a n t , though the e f f e c t 
of r e l i g i o n on European music was u l t i m a t e l y a musical e f f e c t , 
f o r modern music bears l i t t l e d i r e c t sign of i t s past r e l i g i o u s 
a s s o ciations. Yet i t i s hardly too much t o a f f i r m t h a t w i t h 
out i t s long period of servitude to the church, European music 
would not have developed so r i c h l y i n the d i r e c t i o n i t eventually 
took. I t i s here necessary t o give a b r i e f account of the 
h i s t o r y of music, which I have extended up to the present day. 

I n the l a t e r h i s t o r y of European countries the musical 
element i n r e l i g i o n ran p a r a l l e l f o r some centuries w i t h the 
popular music of everyday l i f e , without ever converging. 

But such a clear l i n e of demarcation between popular and 
r e l i g i o u s music d i d not always e x i s t . I n the e a r l i e s t acts of 
r i t u a l , f o r example i n the performance of c e r t a i n s a c r i f i c i a l 
r i t e s where l i v i n g s a c r i f i c e s were o f f e r e d up to c o n c i l i a t e 
mysterious and awful gods, music of a k i n d accompanied the 
dramatic repr e s e n t a t i o n of actual events which formed part of 
the r i t u a l . I t was i n e v i t a b l e f o r those musical elements 
which were connected w i t h the simple a c t i v i t i e s of d a i l y l i f e 
to be pressed i n t o the service of r e l i g i o n where they took on 
a new and deeper s i g n i f i c a n c e . 
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But i t was more p a r t i c u l a r l y during the l a t e r development 
of music when the a r t was f o r m a l l y accepted as the handmaiden 
of the church, and when i t s connection w i t h the everyday world 
was severed, t h a t music received i t s most valuable r e l i g i o u s 
a s s o c i a t i o n . This was also the time of i t s f i r s t establishment 
on an equal f o o t i n g w i t h the other a r t s , although i t was s t i l l 
f a r from approaching what we today recognise as music. 

I n the seventh century "Gregory established music on 
l i n e s borrowed from the Greeks" and "drew up a formula by which 
a f u t u r e generation could work and advance the art."^"*"^ Up to 
t h i s time music had remained very nearly at the same stage i t 
had reached f i v e centuries before Christ. The Greeks had never 
recognised the p o s s i b i l i t i e s of music as an independent a r t ; 
and w h i l e they had i n v e s t i g a t e d w i t h considerable success . 
the philosophic basis of the a r t , they had not attempted to t u r n 
t h e i r t h e o r e t i c a l knowledge to p r a c t i c a l purposes. They had 
noted the correspondence of c e r t a i n q u a l i t i e s possessed by the 
d i f f e r e n t modes i n use t o c e r t a i n aspects of l i f e . But i t i s 
d i f f i c u l t t o decide whether they recognised such correspondences 
to be due to i n t r i n s i c q u a l i t i e s i n the order of each scale, or 
to be merely the r e s u l t of a r b i t r a r i l y imposing a c e r t a i n 
a e s t h e t i c meaning on each of the various modes. I n the l a t t e r 
case, i t i s easy t o understand how, by constant use, d i f f e r e n t 

(1) W i l l i a m Wallace, THE THRESHOLD OF HUSIC, p. 57. 
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modes -came to be f a m i l i a r l y associated w i t h c e r t a i n d e f i n i t e 
aspects of emotional l i f e . 

C e r t a i n l y the very f a c t t h a t music remained melodic, and 
i t s harmonic p o s s i b i l i t i e s were never f u l l y recognised, or at 
lea s t never developed, shows tha t the Greeks were c u r i o u s l y 
b l i n d to the aes t h e t i c value of t h e i r s c i e n t i f i c i n q u i r i e s 
i n t o the nature o f sound combinations. An expi a t i o n of the 
non-development o f the harmonic i m p l i c a t i o n s of music during 
t h i s p e r i o d may l i e i n the f a c t t h a t the Greeks were too pre
occupied w i t h sculpture and a r c h i t e c t u r e to ca.re about develop
i n g another a r t . Moreover the capacity to apprehend and f o l l o w 
music as we have come t o know i t was l a t e i n developing, seeming 
to depend on the gradual e v o l u t i o n of a new f a c u l t y of perceiv
i n g beauty i n combinations of sound and rhythm then unguessed-
at because the means of r e c e i v i n g them was non-existent. 

I f we t u r n from the music of the Greeks, to a consideration 
of music as i t developed beneath the al l - e n v e l o p i n g mantle of 
the Church of Rome up t o the s i x t e e n t h century, we are equally 
amazed t h a t such a high degree of beauty should be a t t a i n e d i n 
an a r t hampered by so many formed r e s t r i c t i o n s . Once music was 
approved of by the Church and established on a f i x e d basis of 
ae s t h e t i c laws, the development of e c c l e s i a s t i c a l music proceed
ed sloviTly but surely u n t i l i t culminated i n the great period of 
P a l e s t r i n a . The end of the s i x t e e n t h century saw the crov/ning 
achievement of p l a i n song, and the f i r s t epoch of music drew to 
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a g l o r i o u s close. During t h i s p e r i o d the expression of music 
was confined mainly to the voice, and modern music bears the 
mark of i t s vocal o r i g i n i n Church music to t h i s day. Rhythmic 
development was at a minimufia; the emphasis on v o c a l i s a t i o n . 
tended t o expand pitch-development a t the expense of rhythmic 
v a r i a t i o n . 

We know tha t music i n the e a r l y C h r i s t i a n Church a c t u a l l y 
developed from the spoken words. Corresponding at f i r s t to the 
i n f l e c t i o n s of the voice, music soon began to assume a more 
complex s t r u c t u r e . But though music made great progress 
a e s t h e t i c a l l y while i n su b j e c t i o n t o the Church, i t s character 
always remained a f f e c t e d by the exigencies of r e l i g i o u s worship. 
Up to a comparatively l a t e date, f o r instance, music retained a 
vagueness and an i n d e f i n i t e t o n a l i t y which was no doubt an 
attempt to express i n f i n i t y . •̂'"̂  The lack of any d e f i n i t e 
rhythmic p r i n c i p l e was w e l l i n accordance w i t h the insistence 
on the v o c a l aspect of r e l i g i o u s music. The entrance of a 
decided rhythmic i n t e r e s t would have been f e l t as contrary to the 
m y s t i c a l idea of God, both because of the inherent restlessness 
of rhythm, and because rhythm was then c h a r a c t e r i s t i c of the 
music of secular l i f e . 

I t i s s i g n i f i c a n t t h a t only w i t h the establishment of music 
on a basis of a r b i t r a r i l y f i x e d laws, d i d the a r t r i s e 

(1) The r e t u r n of the Roman Church to plain-song i n place of 
the elaborate c h o r a l and concertised works of modern music 
i s f u r t h e r evidence t h a t the vagoie t o n a l i t y of Church modes, 
and the continuous flow o f contrapuntal rather than harmonic 
and rhythmic e f f e c t s seem most f i t t i n g f o r r e l i g i o u s worship. 
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to any great height of expressiveness. When Gregory borrowed 
and renamed i n c o r r e c t l y the o l d Greek modes f o r use i n the 
C h r i s t i a n Church, he was paving the way f o r an expansion of 
music (always w i t h i n the l i m i t s l a i d down) such as out-paced 
by f a r , i n the short p e r i o d of 750 years, a l l t hat had been 
musically achieved before t h a t time. By i t s association w i t h 
the r e l i g i o n of the C h r i s t i a n Church the l u x u r i a n t blossoming 
of modern European music has been made possible. ̂ "̂ ^ Wag-ner 
has even asserted t h a t "the only music which, now at l e a s t , we 
can place on the same f o o t i n g as the other a r t s i s an exclusive 
product of C h r i s t i a n i t y . " There i s a p a r a l l e l to t h i s develop
ment of music w i t h i n i t s r e s t r i c t e d bonds i n the f a c t that when 
the o l d modal systems of the s i x t e e n t h century were impercepti
b l y displaced by a new harmonic system, again the product of 
laws more or less a r b i t r a r i l y f i x e d by a few experimentalists, 
we f i n d music once more advancing r a p i d l y and e c l i p s i n g a l l i t 
had achieved before. This was the second stage i n the develop
ment of the a r t as we now know i t . 

The laws of the harmonic system, less c o n s t r a i n i n g than 
the r i g i d laws of plain-song, permitted an increasing freedom 
i n the use of pitch-combinations. Rhythm, as we have seen, 
lagged behind; u n t i l the i n c o r p o r a t i o n of papular dance music 
i n t o church music helped to put music on.a new rhythmical basis. 

JT) The e v o l u t i o n of a convenient system of musical n o t a t i o n 
was also the work of Church musicians. This helped on 
music's a r t i s t i c development enormously. 
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The harmonic p e r i o d culminated i n the work of Beethoven. About 
him press the crowd of composers who lead up to and away from 
him. What the t h i r d epoch of music w i l l be i t i s not easy t o 
guess. Modern composers t r y t h e i r hands at a l l kinds of musical 
systems i n an e f f o r t t o formulate one which w i l l have permanent 
a e s t h e t i c value. A t o n a l i t y , p o l y t o n a l i t y , e t c . j new rhythmical 
combinations i n com.plex and barbaric rhythms have been essayed 
i n t u r n . The tragedy i s t h a t , despite these t e n t a t i v e innova
t i o n s , or r a t h e r , because of them, music now seems to be l o s i n g 
touch w i t h popular t a s t e . This may, however, be a "reculer 
pourmieux sauter". When at l a s t a musical system i s evolved 
which i s capable o f supporting renewed raiasical growth, by g i v i n g 
the a r t room t o expand on new l^-ines without c a r r y i n g i t too f a r 
ahead'Of the general musical understanding - then at l a s t we may 
look f o r a t h i r d great period of musical f r u i t i o n . 

From t h i s very b r i e f survey of the progress of music 

throughout the l a s t thousand or so years, i t i s apparent t h a t 

i n each case music rose to i t s z e n i t h from a basis of a r t i f i 

c i a l l y chosen and r e t a i n e d conditions. To achieve greatness as 

an a r t , music must be based upon some kind of formal system of 

ae s t h e t i c laws. I n the past the successive systems used might 

almost be described as consciously and a r b i t r a r i l y chosen ones, 

modified t o a c e r t a i n degree as the a r t developed. Though there 

i s a basis of p h y s i o l o g i c a l f a c t i t i s not too much t o claim 

t h a t the a e s t h e t i c p r i n c i p l e s upon which the a r t rests are not 
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only the r e s u l t of a gradual e v o l u t i o n , but also were i n the 
f i r s t place based on p r i n c i p l e s adopted as a convenient s t a r t 
i n g p o i n t . There i s , f i r s t of a l l , the modal system derived 
from the o r i g i n a l Grreek system, a mistaken adaptation of which 
was taken over b o d i l y . Music conform.ed c l o s e l y to the s t r i c t 
est r u l e s throughout i t s development i n the ea r l y Middle Ages. 
I n the second p e r i o d , the modern harmonic pe r i o d , during which 
the greatest European music was composed, we f i n d music based 
on an Imperfect understanding of the na t u r a l (or p h y s i c a l ) r e -
l a t i o n s h i p s of sounds. But the phys i c a l laws of sound-relation
ship are not even accurately conformed t o , as the l a t e r adoption 
of equal temperament disregards the exact n a t u r a l r e l a t i o n s h i p s 
of sounds. On the foundation of the acceptance of the i n t e r n a l 
r e l a t i o n s h i p of the octave, the f i f t h , and less accurately, of 
the major common chord and a l l i t s harmonic i m p l i c a t i o n s , the 
p r i n c i p l e s of "key", and "ke y - r e l a t i o n s h i p " were esta.blished. 
Further developments were made possible when the r e l a t i o n s h i p s 
between remote keys were made closer by the loosening of the 
s t r i c t natura.1 r e l a t i o n s h i p between a l l the notes w i t h i n the 
key, f o l l o w i n g on the adoption of equal temperament. 

What i s c h i e f l y remarkable i s that the ear, while accept
i n g the natura,l i n t e r n a l u n i t y of the major common chord of 
j u s t i n t o n a t i o n as fundamentally complete and p e r f e c t , (the 
3rd and 5th of t h i s combination being n a t u r a l harmonics of 
the r o o t - n o t e ) , should nevertheless be almost as completely 

;ion the 
s a t i s f i e d b y / s l i g h t perversion of t h i s n a t u r a l combinat: 
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which occurs i n equal temperament. Moreover, when the j u s t r e 
l a t i o n s h i p r e a l l y does occur i n music (as i n the music of s t r i n g 
ed instruments) the ear s t i l l continues t o recognise the p u r i t y 
o f the p i t c h - r e l a t i o n s h i p , i t s accuracy being unimpaired by the 
more usual i n e x a c t - r e l a t i o n s h i p . The ear does not seem blunted 
by h a b i t , bu;t r a t h e r becomes more e l a s t i c . There seems to be 
a l i m i t o f a d a p t a b i l i t y w i t h i n which the ear perceives approxi-
mate r e l a t i o n s h i p s between notes which vary very s l i g h t l y from 
the p e r f e c t p i t c h . I f t h i s were not so, i n t e r v a l s on the piano 
would be i n t o l e r a b l e to the ear t r a i n e d to j u s t i n t o n a t i o n . 
Indeed, they are f r e q u e n t l y u n s a t i s f a c t o r y to the s e n s i t i v e 
v i o l i n i - a t though i t i s hard to b e l i e v e t h a t any ear i s i n f a l l i b l e . 
Since no instrument ever remains absolutely true such a r e f i n e d 
perception would be i n a perpetual state of d i s s a t i s f a c t i o n . . 

The ear, however, does not generally demand a per f e c t degree 
of accuracy i n p i t c h - r e l a t i o n s h i p . I t contents i t s e l f w i t h an 
approximation. I t i s probably Just that s l i g h t v a r i a t i o n from 
the normal which makes notes played i n equal temperament more 
s t i m u l a t i n g than notes played dead i n tune. The l i t t l e e x t r a 
roughness - the clang a r i s i n g from the combining and i n t e r f e r i n g 
beats of the v i b r a t i o n s of the overtones - gives a degree of 
d i f f e r e n c e t o the absolute i n t e r n a l . u n i t y of a concord, f o r 
example, which may cause i t to become more i n t e r e s t i n g and 
a e s t h e t i c a l l y p l e a s i n g then the per f e c t i n t e r v a l . A g i f t e d 
amateur o f my acquaintance confessed t h a t she p r e f e r r e d i n t e r v a l s 
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played i n equal temperament to i n t e r v a l s played i n j u s t intona
t i o n . The l a t t e r , she said, sounded d u l l and l i f e l e s s . Obvious
l y such a preference would be p a r t l y determined by the system 
w i t h which the subject was most f a m i l i a r . A p i a n i s t would 
probably p r e f e r equal temperament, a v i o l i n i s t j u s t i n t o n a t i o n . 

But what, i t may be queried, i s the connection of equal 
temperament and j u s t i n t o n a t i o n w i t h the associative element 
i n music? Only t h i s : we cannot hear music today without hear
in g i t i n terms of the i n h e r i t e d and accustomed background of 
t o n a l i t y which has been gradually b u i l t up during the l a s t three 
hundred years. Even where there has been d e f i n i t e and conscious 
attempts t o evade the i m p l i c a t i o n s of t o n a l i t y , and to w r i t e 
music i n a new system, Debussy's whole tone scale, on Schftnbergs 
dodecaphony, f o r example, these e f f o r t s have not been l a s t i n g l y 
successful. The o l d t o n a l i t i v e system had i t s root i n the per
ce p t i o n of the i n t e r n a l u n i t y of the major common chord as i t 
occurs according t o n a t u r a l law. To disregard e n t i r e l y t h i s 
fxindamental n a t u r a l r e l a t i o n s h i p , and to set aside the t r a d i t i o n 
a l importance of the system i n which a l l (or almost a l l ) the 
great music of the l a s t three hundred years has been w r i t t e n , 
i s impossible. These considerations must always m i l i t a t e a,gainst 
the hasty adoption of any new musical system of p i t c h - r e l a t i o n 
ship. 

Tet a consideration of the gradual disuse of the o l d modal 
system, and of the completeness w i t h which Church Music at 
l e n g t h l o s t touch w i t h popular t a s t e , forces us to recognise 
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t h a t the same t h i n g may happen again. ̂ "̂ ^ I t must, however, be 
the r e s u l t of a slow e v o l u t i o n , and not be due to the a r b i t r a r y 
gesture o f any one composer. 

For the r e l a t i o n of music to every-day l i f e i s no longer 
the same as i t was i n the ea r l y days of music's development. 
Before the seventeenth century modal music was confined, w i t h i n 
the sacred p r e c i n c t s of the Church. Even had i t s p r a c t i c e not 
been thus r i g i d l y excluded from common use there was l i t t l e or 
no means of spreading i t , or making i t popularly known. With 
the r i s e of p r i n t i n g , and f o l l o w i n g on the establishment of 
the composer on a new f o o t i n g of s o c i a l independence (indepen
dence of the Church - independence of patronage d i d not come 
u n t i l much l a t e r ) music became more popularly known. The 
ae s t h e t i c p r i n c i p l e s of the a r t were studied, and new ventures 
b o l d l y attempted. Music had very l i t t l e chance of developing 
spontaneously when e x i s t i n g music could only be studied and 
known through a c t u a l performance. 

Today, w i t h every means of f a m i l i a r i s i n g new idioms and 
new s t y l e s - such as p r i n t i n g , w i r e l e s s , gramophone and p i a n o l a -
and also owing to the prominent place music i s now taki n g i n 
education, the backwardness w i t h which such innovations as new 
p i t c h systems are accepted i s l a r g e l y due to inherent defects 
of the new music i t s e l f , as w e l l as of the system i n which i t 
i s w r i t t e n . 
J/T) The music of t h i s p e r i o d has r e c e n t l y been revived owing 

to the e f f o r t s of c e r t a i n musical scholars. But the per
formance of such music can only appeal to the cul t u r e d few 
who have had some t r a i n i n g i n the appreciation of music 
of t h i s genre. 



247. 

Yet i f the adoption - or r a t h e r , the e v o l u t i o n - of a new 
system i s necessary f o r the f u t u r e development of the a r t of 
music; i f , as some members of the modern schools claim, music 
can go no f u r t h e r i n the d i r e c t i o n i t has been f o l l o w i n g ; then 
music must indeed seek fre s h f i e l d s . Then a musical system may 
emerge, simultaneously becoming a basis f o r the w r i t i n g of 
great music of a u n i v e r s a l s i g n i f i c a n c e . But t h i s new system 
must have i t s roots i n the o l d . the t o n a l i t i v e system i n which 
the works of such geniuses as Bach, Mozart, Beethoven, Schubert 
and Brahms, to mention only a few, were w r i t t e n , cannot be en
t i r e l y discarded. The new system must reconcile i t s e l f w i t h 
the o l d , or much t h a t i s p r i c e l e s s w i l l be l o s t . 

Up t o the present century the development of music has 
been mainly i n the d i r e c t i o n of p i t c h . Music has progressed 
on harmonic l i n e s . There i s another way which the a r t of music 
can f o l l o w . The p o s s i b i l i t i e s of rhythmic development have been 
only t e n t a t i v e l y essayed. The pre-occupation of past musicians 
w i t h the harmonic side of music has indeed tended to wea.ken the 
rhytlimic element i n music. To t h i s cause has been a t t r i b u t e d 
the gradual d i s i n t e g r a t i o n of the o l d musical forms which once 
gave music i n t e r n a l or s t r u c t u r a l coherence. As yet nothing 
has adequately replaced t h i s i n t e r n a l u n i t y of s t r u c t u r e . The 
growing prominence of Programme Music seemed at f i r s t to have 
solved the problem. But as I have pointed out elsewhere, a 
programme i s only a u n i t y of e x t e r n a l events superimposed upon 
the music. I t cannot take the place of the v i t a l formative 
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p r i n c i p l e which must s u s t a i n music throughout i t s quickly 
vanishing l i f e . The rhythmic element i n music i s a most v i t a l 
q u a l i t y . The perception of rhythm i n music i s not merely con
f i n e d to a perception of a regular recurrent accent, and of va r i 
a t i o n s w i t h i n the grouping of the u n i t which makes up th a t 
accent. I t i s a perception extended to embrace the whole formal 
s t r u c t u r e i n time of a complete musical work. To attempt to 
replace t h i s organic u n i t y by the s u p e r f i c i a l - . e x t e r n a l u n i t y of 
a programme w i l l not e s t a b l i s h music on a new and stable aesthet
i c basis. 

There are, nevertheless, p o s s i b i l i t i e s i n the d i r e c t i o n of 
rhythm which could be t r i e d . According t o Mr. Adolf Weissmann, 
the rhythmic element i s the more important of the two elements 
of p i t c h and rhythm i n music. ̂ "̂ ^ Though i t i s perhaps a r b i t 
r a r y to assign a d e f i n i t e value to each of these elements 
separately, when they e x i s t i n music as an inseparable combina
t i o n , nevertheless h i s meaning i s clear. I n rhythm he sees an 
expression of the w i l l , of the power to achieve, and of the 
innate s t r e n g t h of man. Rhythm i s purposive; i t expresses the 

s t r i v i n g towards s e l f - f u l f i l m e n t which i s the essence of l i f e . 
the 

P i t c h , on the other hand, represents f e e l i n g —/emotional develop
ment of man. Music i n the past has been a development i n r e f i n e 
ment of f e e l i n g , a development towards a more and more s p e c i a l 
i s e d expression of s e n s i b i l i t y . This i s the n a t u r a l explanation 
(1) Adolf Weissmann, THE~PROBLEMS OF MODERN MUSIC. ChaoTTi 

I n t h i s chapter on "Sense and S e n s i b i l i t y " Mr. Weissma.nn 
explains the defeat of classicism i n music as being due to 
the over-emphasis l a i d on i n d i v i d u a l i s m and subjective ex
pressionism - q u a l i f i e s which he th i n k s are c h a r a c t e r i s t i c 
of the music of the nineteenth century and onwards. 
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f o r the pre-occupation of musicians i n the past w i t h the harmonic 
side of music. I t i s the reason of the comparative neglect of 
the rhythmic p o s s i b i l i t i e s of the a r t . I n more recent years 
experiments i n t e x t u r e , i n t e n s i t y and q u a l i t y , ( t h a t i s , i n a l l 
the dynamic aspects of p i t c h ) have c a r r i e d music towards the 
highest p o i n t as an expression of t h i s intense d i s c r i m i n a t i o n 
of f e e l i n g . 
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CHAPTER IX. 

THE MUSICAL BACKGROUND. 

The most important associative element i n any experience 
of musical l i s t e n i n g i s , paradoxical though i t be, a musical 
a s s o c i a t i v e value. 

Chapter V I I I d e a lt w i t h the human associative elements, 
and the e f f e c t they have had on music's development. These 
elements are, i n a sense, extra-musical, i n so f a r as any a r t 
can be separated from i t s crea t o r , man, i n whom and for whom i t 
o r i g i n a t e d ; and from the a c t i v i t i e s i n which he has employed 
i t . The f i n a l s e c t i o n of Chapter V I I I , however, touched on an 
h i s t o r i c a l a e sthetic aspect which to some extent a n t i c i p a t e d 
t h i s cha.pter, where i t i s t r e a t e d more f u l l y and from a s l i g h t l y 
d i f f e r e n t angle.' 

Music, unique among the a r t s , possesses a q u a l i t y p e c u l i a r 
to i t s e l f - an inherent m u e i c a l i t y or absolute musical meanihg -
which seems to e x i s t e n t i r e l y separa.te from and unconnected 
w i t h any of the a s s o c i a t i v e features I have j u s t discussed. 
This absolute q u a l i t y has value i n i t s e l f , a n d ^ f l have attempted 
to show, i t i s a s u f f i c i e n t basis in. i t s e l f f o r aesthetic enjoy
ment. I n t h i s respect, there i s no p a r a l l e l i n the experience 
of p a i n t i n g , s c u l p t u r e , a r c h i t e c t u r e , l i t e r a t u r e , or even i n i t s 
s i s t e r a r t , dancing. We do not speak of the fundamental 
" p a i n t i n g " value of p a i n t i n g ; t h a t i s , p a i n t i n g regarded as 
possessing only an absolute value depending on the absolute 
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d i s p o s i t i o n of l i g h t and shade, colour and l i n e , balance and 
co n t r a s t of masses. Though modern p a i n t i n g may claim that i t 
i s progressing towards t h i s absolute goal of formal beauty, 
p a i n t i n g remains fundamentally a representative a r t . The same 
holds of sculpture. A r c h i t e c t u r e , though dealing w i t h harmon
ious balancing of l i n e s and masses, cannot be considered i n the 
same class as music, as i t s end i s u t i l i t a r i a n . Nevertheless 
the s i m i l a r i t y between the formal aspect of t h i s a r t and music 
has received much a t t e n t i o n from aestheticians. Dancing i s 
both e x p r e s s i o n i s t i c (presentative i n a special sense), and 
r e p r e s e n t a t i v e ; f o r i t i s u s u a l l y a l l i e d w i t h miming. . But 
there i s also something of t h i s absolute value present i n class
i c a l dancing. The formal element i n dancing owes i t s presence, 
m.ost probably, to the close n a t u r a l alliance, between dancing and 
music; when the formal .element of music i s taken over i n t o the 
other a r t . ' " ^ ^ Thus dancing possesses, i n a s l i g h t degree an 
absolute p l a s t i c s i g n i f i c a n c e akin to the absolute musical 
s i g h i f i c a n c e of music. But the modern emphasis on the purely 
formal q u a l i t i e s of p a i n t i n g and sculpture i s a departure from 
the nature of these two a r t s as they have been understood during 
centuries of a r t i s t i c production. -Representative q u a l i t i e s 

must enter i n t o the great works of sculpture and- p a i n t i n g as 
v i t a l elements of organic form and technique. 

A great work of sculpture or p a i n t i n g i s a p e r f e c t (or as 
XD Dance and song e a r l y mingled. In t h e i r constant association 

the u l t i m a t e s t r u c t u r e of a l l music may be found. 
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n e a r l y p e r f e c t as i s compatible w i t h the l i m i t a t i o n s of two 
such opposing elements) union of these formal (or non-represen
t a t i v e ) q u a l i t i e s and the representative q u a l i t i e s . But i n mus
i c the question of representation does not a r i s e , or only as a 
subsi d i a r y problem. Extra-musical q u a l i t i e s need not enter i n t o 
the greatest works of music; or i f they do, i t i s not by them 
t h a t the work i s judged or enjoyed from the musical aesthetic 
standpoint. The s i g n i f i c a n c e of a great work of music depends 
p r i m a r i l y on i t s beauty as a formal whole, on the value of i t s 
absolute q u a l i t y of m u s i c a l i t y . Thus i t i s the formal elements 
which make up the fundamental nature of music. Music i s pre-
s e n t a t i v e ; and i t s meaning and beauty are purely formal values. 
The a r t of music possesses an absolute meaning and value which 
can only be understood i n musical ( i . e . formal or absolute) 
terms. I t i s , however, never a s t a t i c or a non-progressive 
meaning. Music possesses progressive value because the absolute 
value of musical terms varie s from generation to generation w i t h 
each span of music's development. 

Music thus possesses a t r a d i t i o n a l or associative meaning 
of i t s own, which i s c o n t i n u a l l y being enriched. This e n r i c h 
ment of the musical a s s o c i a t i v e value of music i s due to the 
expansion or pushing forward of the formal l i m i t a t i o n s of music; 
and goes hand i n hand w i t h an increasing r e c e p t i v i t y i n the 
musician and l i s t e n e r which develops as they keep pace w i t h i t 
or go beyond i t . 
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A l l experience of music, as has been observed i n the single 
cas^bf l i s t e n i n g , depends on the presence i n the i n d i v i d u a l of 
c e r t a i n f a c u l t i e s by means of which he i n t e r p r e t s t h i s t r a d i t i o n 
a l musical meaning i n musical terms. These f a c u l t i e s are both 
i n h e r i t e d and acquired. They are "acquired" i n so f a r as those 
p a r t i c u l a r perceptive powers employed i n f o l l o w i n g music are 
developed and extended by t r a i n i n g and p r a c t i c e - that i s , by 
f u r t h e r organised experience. But a c e r t a i n musical pre d i s p o s i 
t i o n must be l a t e n t i n the i n d i v i d u a l , f o r t r a i n i n g alone does 
not make a musician or the musical l i s t e n e r ; although, on the 
other hand, the presence of such merely p h y s i o l o g i c a l aptitudes 
as an accurate musical ear and a good sense of rhythm, etc. , 
does not mean t h a t the i n d i v i d u a l i s i n e v i t a b l y "musical". 
He may possess the means to understand music but lack the desire 
to do so. For him the "m u s i c a l i t y " of music may possess no 
value or significa,nce at a l l , though he i s capable of grasping 
formal d e t a i l s l i k e p i t c h - o u t l i n e or rhythmic v a r i a t i o n . But 
though p h y s i o l o g i c a l aptitudes do not always imply "musicianshiji' 
they are u s u a l l y present i n the musically talented. I n the 

(1) How many people are there able to play the piano by ear, 
or to catch a popular tune and harmonise i t r e a d i l y i n 
any key on the piano without ever having had a lesson, 
who are yet not i n the s l i g h t e s t degree "musical" i n the 
ae s t h e t i c sense. Such s u p e r f i c i a l l y musical types are 
u s u a l l y u n u t t e r a b l y bored by any serious musicai work. 
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composer, above a l l , they o f t e n occur i n remarkable strength. 
Both t r a i n i n g and experience, however, are needed to develop 
the i n h e r i t e d f a c u l t i e s or the innate p r e d i s p o s i t i o n s which are 
t y p i c a l of the musician i n the broadest sense. He often r e q u i r e 
only the minimum of p r a c t i c e and d i r e c t i o n to obtain working 
p e r f e c t i o n . I n Mozart we have the f a m i l i a r outstanding example 
of the r a p i d t r a i n i n g and orga n i s a t i o n of i n h e r i t e d f a c u l t i e s 
whereby he reached a high degree of musical s k i l l and e f f i c i e n c y 
i n an i n c r e d i b l y short time.^"^^ 

Foremost among the so-called musical f a c u l t i e s are the 
power of p i t c h - p e r c e p t i o n , the perception of rhythmic v a r i a t i o n , 
and the d i s c r i m i n a t i o n , r e c o g n i t i o n and ( p a r t i c u l a r l y as regards 
composing) the s y n t h i s i s i n g of these r e l a t i o n s h i p s i n t h e i r 
extended forms i n t o the formal whole which i s the complete work 
of art» There i s also the power of c o r r e c t l y recognising the 

q u a l i t y of musical sounds - but t h i s depends on the power of 
XT) At the age of four Mozart wrote a Concerto f o r the piano, 

80 d i f f i c u l t t h a t h i s f a t h e r objected no oneccould play 
i t . The i n f a n t Mozart immediately sat down and performed 
i t w i t h amazing s k i l l considering the physical l i m i t a t i o n s 
of h i s hands. There i s also another s t o r y which r e l a t e s 
how Mo&art, aged s i x , played the second v i o l i n i n a t r i o 
by Wentzl at s i g h t , although he had never received a single] 
v i o l i n - l e s s o n . (Ebenezer Prout. Mozart. B e l l ' s Miniature 
Series P.p. 2 & 4.) 
These two anecdotes p o i n t to a musical aptitude extraordin-] 
ary i n so young a c h i l d . I t can only be t e n t a t i v e l y ex
p l a i n e d by the theory of an i n h e r i t e d bias. Mozart was 
born w i t h the channels through which musical s k i l l i s 
d i r e c t e d and musical perceptions are given value, ready-
made. Only the s l i g h t e s t amount of exercise and t r a i n i n g 
was necessary f o r these f a c u l t i e s to f u n c t i o n accurately 
and maturely. 
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p i t c h - p e r c e p t i o n c a r r i e d to a more sp e c i a l i s e d degree. A l l 
these powers whose f u n c t i o n i n g i s discussed i n d e t a i l elsewhere, 
have a p h y s i o l o g i c a l basis. They depend on a n a t u r a l aptitude 
or b o d i l y d i s p o s i t i o n . The f a c u l t y of p i t c h - p e r c e p t i o n , f o r 
example, depends on the p h y s i o l o g i c a l s t r u c t u r e of the ear. 
Though t h i s f a c u l t y may be t r a i n e d so that more and more obscure 
p i t c h - r e l a t i o n s h i p s may be recognised, there are d e f i n i t e 
p h y s i o l o g i c a l l i m i t s to the ear beyond which t r a i n i n g cannot go. 
T r a i n i n g , however, i s most e f f e c t i v e i n the years before the âge 
of f i f t e e n or s i x t e e n , when there seems to be a c e r t a i n 
p l a s t i c i t y , both as regards a u r a l capacity - w i t h respect to 
in c r e a s i n g habits of p i t c h - p e r c e p t i o n - and as regards the 
developing of manipulative s k i l l . I n most t a l e n t e d types the 
e f f i c i e n c y of each of these two capacities increases p a r i passu 
w i t h t h a t of the other. 

But though the s t r u c t u r e of the ear.my present an i n s u r 
mountable b a r r i e r , the b r a i n can eke out the l i m i t e d resources 
of the ear by d i r e c t i n g these i n order to use them most e f f e c t 
u a l l y . A musician, f o r example, need not possess a sense of 
absolute p i t c h i n order to compose. By h a b i t u a l l i s t e n i n g he 
may become so f a m i l i a r w i t h c e r t a i n i n t e r v a l s as to approximate 
to having a sense of absolute p i t c h . There are, however, cases 
of competent musicians who cannot even sing i n tune, though they 
are able t o recognise and employ p i t c h - r e l a t i o n s h i p s c o r r e c t l y . 
(Such cases are more l i k e l y to be due a lack of c o r r e l a t i o n be
tween the vocal chords and the b r a i n , than to a defective 



256. 

f a c u l t y of p i t c h - p e r c e p t i o n ) . On the other hand, to emphasize 
the p o i n t I have already made, the possession of such purely 
p h y s i o l o g i c a l a ptitudes - as a sense of absolute p i t c h , a 
f l e x i b i l i t y and accuracy of muscular movement g i v i n g s k i l l 
i n p l a y i n g an instrument, or the power of producing b e a u t i f u l 
s i n g i n g notes, or even the more developed f a c u l t y of p l a y i n g 
and transposing c o r r e c t l y by ear - the possession of these 
alone w i l l not s u f f i c e to make the musician. Without the power 
of c o - o r d i n a t i n g these t h i n g s , and of d i r e c t i n g them towards a 
musical end, i n themselves they are nothing. There have been 
many musicians who were poor executants; though most composers, 
even the leas't t e c h n i c a l l y s k i l l e d , have been able to i n t e r p r e t 
t h e i r own music, sometimes w i t h greater f a c i l i t y i n t e c h n i c a l l y 
d i f f i c u l t passages than the v i r t u o s o performer. There i s the 
exception of Wagner who was master of no s i n g l e instrument. 

Though the musical f a c u l t i e s - those perceptive powers on 
whose accurate f u n c t i o n i n g depends a l l t r u e experience of music -
s t a r t from t h i s general basis of p h y s i o l o g i c a l aptitudes or d i s 
p o s i t i o n s , they have become both modified and extended through
out the generations of musical experience of the race. They are, 
today, the complex products of the t r a i n i n g of the memory and 
of the a s s o c i a t i o n and the habit centres.^"' The development of 
XT) The concession t h a t Wagner used the orchestra as an i n s t r u -

ment does not a l t e r the f a c t t h a t he possessed l i t t l e of 
t h a t muscular s k i l l and d e x t e r i t y which usually marks the 
musician. 

(2) We see such change and development i n the advance of harmony. 
Among the Greeks the consonance of c e r t a i n i n t e r v a l s was 
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Footnote Continued 
recognised but not used i n t h e i r music. The f i r s t i n t e r 
v a l s to be emoloyed i n music were the most perfect con
sonant i n t e r v a l s - f i f t h s and f o u r t h s . Centuries elapsed 
before s i x t h s and t h i r d s were f e l t as t o l e r a b l e . Such an 
expansion of the a u r a l capacity was due both to physio
l o g i c a l and t o psychological causes. F i n a l l y i n t e l l e c t u a l 
processes played an enormous part i n the development of 
the musical f a c u l t y , as an i n e v i t a b l e r e s u l t of*the de
mands of a r t i s t i c composition and production. 
" I t i s as i f harmony - the higher i n t e l l e c t u a l f a c u l t y i n 
music - began w i t h the f i r s t glimmerings of modern mental 
development and grew more and more elaborate and compre
hensive, and more adapted to high degrees of expression 
and design, simultaneously w i t h the growth of men's i n 
t e l l e c t u a l powers.'-' (Parry, E v o l u t i o n of the Art of 
Music. P.84.) 
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the f a c u l t y of pi t c h - p e r c e p t i o n which r e s u l t e d i n the modern 
l i s t e n e r being able to understand ordinary discords, and, 
helped by f a m i l i a r i t y , to t o l e r a t e them, and even to enjoy 
them because of t h e i r r e l a t i v e harmonic-value, has been a 
long process, and was not achieved i n the l i f e - t i m e of a 
s i n g l e i n d i v i d u a l . Mr. W i l l i a m Wallace contends indeed 
t h a t the aud i t o r y apparatus i s probably only i n process of 
an u n f i n i s h e d e v o l u t i o n . ̂ "̂ ^ Our acceptance of discords 
today i s the cumulative r e s u l t of a series of changes and 
adaptations of the ear under the d i r e c t i o n of the b r a i n , 
r e s u l t i n g i n what was once p h y s i o l o g i c a l l y unbearable or 
disagreeable becoming at f i r s t non-exciting, and then i n 
t e r e s t i n g and agreeable. Although, i n a single i n d i v i d u a l , 
the f a m i l i a r i t y of r e p e t i t i o n may blunt the a n g u l a r i t y of 
extreme dissonances, i t must be remembered that the under
standing and enjoyment of the same dissonant progression at 
a higher l e v e l than the purely sensory i s due to more than 
j u s t f a m i l i a r i t y . True appreciation of the a r t i s t i c purpose 
of such a progression i s due to an i m p l i c i t understanding of 
the e s s e n t i a l harmonic r e l a t i o n s h i p e x i s t i n g behind the 
dissonant r e l a t i o n s h i p s . Though a p a r t i c u l a r progression may 
never have been d i r e c t l y a n t i c i p a t e d i n musical h i s t o r y , and 
so have no basis of f a m i l i a r i t y ready to hand, yet the grad
u a l widening i n the past of the r e c e p t i v i t y of the musical 
ear, and thence of the musical understanding, permits i t to 

(1) W i l l i a m Wallace, The Threshold of Music, P.203 f f . 
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be e a s i l y a s s i m i l a t e d . We see the same p r i n c i p l e working i n 
the music-lover brought up i n the c l a s s i c a l t r a d i t i o n who 
l i s t e n s f o r the f i r s t time t o an extreme modern work. A 
l i t t l e f a m i l i a r i t y w i t h the idioms of modern music o f t e n 
t u r n s him i n t o an ardent p a r t i s a n . But such a r e s u l t i s not 
only due t o the e f f e c t of f a m i l i a r i t y . His understanding of 
the complex r e l a t i o n s h i p s of modern music i s mainly the 
f r u i t of the years of race-experience of music, which i s 
hi s n a t u r a l h e r i t a g e . 

A discordant progression l i k e the passage f o r brass at 
the end of the f u n e r a l march i n Strauss' "Helen of Troy" 
might sound e x c r u c i a t i n g t o him at a f i r s t hearing, but i t 
would not remain so f o r long. He would soon be able t o f o l 
low and enjoy the s i g n i f i c a n c e of the component parts, and 
even perceive exact r e l a t i o n s h i p s beneath the inexact. But 
imagine how t h i s passage would have sounded to Pa l e s t r i n a , 
or even to Mozart. To both i t would be hideous and u n i n t e l 
l i g i b l e . I t i s u n l i k e l y t h a t t h e i r opinion would change 
a f t e r frequent r e p e t i t i o n s of the same passage, f o r the mus
i c a l background necessary t o the understanding of such a 
passage had not begun to be evolved. 

Thus, i n order to f o l l o w w i t h understanding such modern 
works as Elgar's "Second Symphony", Delius ' a " S t r i n g Quartet," 
P r o k o v i e f f ' s " V i o l i n Concerto", Sibelius'«"Seventh Symphony," 
or Scriabine's piano works, what centuries of musical e f f o r t 
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and s t r i v i n g have gone i n the past to achieve r e c e p t i v i t y 
i n the modern listener.' And how many years of the listener;'s 
own l i f e - t i m e have been spent i n t r a i n i n g and i n l i s t e n i n g 
t o music, i n order to make use of t h i s i n h e r i t e d background] 

But though the capacity of the ear to receive and f i n d 
t o l e r a b l e musical combinations of increasing complexity, has 
developed amazingly, t h i s development reveals at once an 
advance and a r e t r o g r e s s i o n . The r e c e p t i v i t y of the ear has 
indeed been extended t o embrace more and more dissonant com
b i n a t i o n s . For example, many i n t e r v a l s once regarded as d i s 
sonant are now f e l t as consonant, even i f they are not ex
p l i c i t l y termed such. ̂-̂ ^ But t h i s augmentation of the scope 
of a u r a l perception has been the cause of the loss of the 
more d e l i c a t e powers of p i t c h - d i s c r i m i n a t i o n . The subtle 
v a r i a t i o n s i n p i t c h , and pitch-combination which s a t i s f i e d 
the demands f o r a r t i s t i c balance and contrast i n the music 
of P a l e s t r i n a ' s day, have no s i g n i f i c a n c e i n modern music. 
Their e f f e c t would not be f e l t , even i f they were used f o r 
t h i s end. 

Our i n h e r i t a n c e o f rhythms and rhythmic combinations and 
v a r i a t i o n s i s not, as we have seen, so important as our 
developing heritage of p i t c h - r e l a t i o n s h i p s . This i s due to 
the f a c t t h a t rhythmic development has given p r i o r place to 
pitch-development i n the past. L i t t l e advance i n the r h y t h 
mic side of music has been made since the time when the a-
rhythmic music of plain-song was leavened by the rhythmic 
( l ) e.g. l i k e the chord M M i O B H i H H i which ends the 

titst Act Of Debussy's "Pelleas et Me'lisande." 
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dance-music of popular t a s t e . Certain new rhythmic groupings 
having a r i s e n , such as an occasional use of quintuple time, 
and a seven-pulse bar. But u n t i l r e c e n t l y rhythmic complexity 
d i d not go much f a r t h e r than t h i s . Th© modern i r r e g u l a r bar-
grouping, where bars of j, ^, |-, |- and ̂  may f o l l o w one another 
i n the same work, i s a r e v o l t from the regular recurrent accentual 
system o f c l a s s i c a l music. Greater prominence has also been 
given to the i n t e r p l a y of c o n t r a s t i n g rhythms. This feature we 
f i n d most conspicuously i n the music of Brahms, who f r e q u e n t l y 
used a combination of duple against t r i p l e rhythm. 

With regard t o the formal element i n music - the extension 
of the rhythmic u n i t i n conjunction w i t h progressive p i t c h -
r e l a t i o n s h i p i n t o musical form - there has been even less progress 
than i n rhythmic development. The o l d forms have been so extended 
t h a t they have become fimdamentally weakened and have l o s t a l l 
organic u n i t y of form. Non-musical elements, such as a t i t l e , or 
a l i t e r a r y or poe t i c u n i t y , or a mood-unity which embraces con
t r a s t i n g emotions, have been u t i l i s e d i n order to confer u n i t y 
and coherence on music which i s no longer held together by the 
bonds of organic form. Without such exte r n a l u n i t y of form 
much modern music would consist of a series of musical ideas 
l o o s e l y strung together, and r e c e i v i n g a pretence of coherence 
by means of modulatory or t e x t u r a l or r e p e t i t i v e treatment. 
Notwithstanding the f a c t t h a t there has been l i t t l e progress 
i n rhythmic or formal development i n music, the understanding 
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o f the s i g n i f i c a n c e of these elements i s j u s t as much due 
t o an i n h e r i t e d power of perception as i s th a t of p i t c h -
r e l a t i o n s h i p . 

Music, t o be coherently followed, must be i n t e r p r e t e d 
i n musical terms alone; the meaning of which i s understood 
both by means of i m p l i c i t reference t o the i n h e r i t e d back
ground of past musical experience, and w i t h reference to 
the subject's own background of musical experience. That 
i s , a l l musical experience can only be i n t e r p r e t e d i n musical 
terms which possess both a t r a d i t i o n a l musical meaning and 
value, and also a personal meaning and value a t t r i b u t a b l e 
t o the subject's own i n t e r p r e t a t i o n of t h e i r t r a d i t i o n a l 
value. Thus the f u l l value of music i s only r e a l i s e d by 
the subject w i t h a basis of i n h e r i t e d d i s p o s i t i o n s , and a 
p l a s t i c i t y of response to music, who i s t r a i n e d to grasp 
musical r e l a t i o n s h i p s and whose f a m i l i a r i t y w i t h music i s 
very great. Each successive musical part i s s i g n i f i c a n t to 
such a l i s t e n e r only i n so f a r as he i s capable of i n t e r p r e t 
i n g i t i n terms of his own musical background, and thus 
i n d i r e c t l y i n terms of a l l music which has led up to th a t 
background. This i s the musical associative s i g n i f i c a n c e 
of music, ̂''"̂  Musical associative value depends as much on 

( l ) I t i s i n t e r e s t i n g t o compare the musical associative 
value of c e r t a i n chords and progressions w i t h the 
l i t e r a r y a ssociative value of words and phrases used i n 
great l i t e r a t u r e , A s i n g l e word l i k e "gleam", "mellow", 
" l i g h t " , e t c., may convey a f a r r i c h e r poetic meaning 
t o one reader than t o another. Words gather to them
selves associations which c l i n g and grow through 
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centuries of poetic or everyday usage. Their l i t e r a r y 
" a l l u s i v e n e s s " , however, cannot be adequately appreciated 
by the uncultured or i l l - r e a d person, j u s t as the musical 
as s o c i a t i v e value of c e r t a i n musical progressions conveys 
l i t t l e t o the musically inexperienced l i s t e n e r . 
(The Japanese poets were supreme exponents of the a r t of 
l i t e r a r y "allusiveness." See also the modern poet 
T. S. E l i o t . ) 
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the r e c e p t i v i t y of the l i s t e n e r as i t does on the music i t s e l f . 
The subject's musical background, as we saw i n the case of 
Mozart, may not always be wholly acquired i n his own l i f e - t i m e . 
But t h i s background depends as much on the influence of t r a i n 
i n g and environment as i t does on n a t u r a l capacity. Training 
may be consciously d i r e c t e d , as i n the case of the student of 
music, or i t may be unconsciously acquired, as i n the case of 
the layman who i s a n a t u r a l music-lover. A musical environ
ment i s o f t e n a l l that i s needed to develop a f a i r degree of 
musical t a s t e and c u l t u r e provided t h a t there i s a basic music
a l a p t i t u d e . 

The i l l u s t r a t i o n s used i n Chapter I I I may be used again 
i n an examination as to how r e a d i l y the n a t u r a l l y musical c h i l d 
and the unmusical c h i l d r e s p e c t i v e l y respond t o the musical 
a s s o c i a t i v e value or the t r a d i t i o n a l s i g n i f i c a n c e of c e r t a i n 
well-known progressions. The perfect cadence i s generally 
accepted as being musically s i g n i f i c a n t of repose, f i n a l i t y , 
e q u i l i b r i u m , and so on. From i t s e f f e c t on the above two types 
i t may be possible to draw conclusions as to how f a r t h i s im
pression of f i n a l i t y i s t r a d i t i o n a l l y derived, and how f a r i t 
i s i n t r i n s i c t o the progression of dominant to t o n i c . 

I n the case of the musical c h i l d the s i g n i f i c a n c e of t h i s 
progression seemed to be immediately recognised. She showed 
s a t i s f a c t i o n when the f i n a l chord wa^'played. When the dominant 
chord was l e f t unresolved and she was asked whether she would 
be content t o run away and play w i t h the sound of t h i s i n her 
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ears she said, "No. I should l i k e i t to go l i k e t h i s , " and 
hummed the t o n i c . I n the other case there was no evidence of 
i n t e r e s t i n the progression. There was no immediate response 
at a l l . The types te s t e d showed no preference f o r t h i s r e 
l a t i o n s h i p or f o r a more dissonant one of two unrelated d i s 
cords. I n some cases the musical meaning of the perfect ca
dence, the desire to sing "doh" a f t e r " t i " was only reached 
a f t e r some months' t r a i n i n g . 

I t was, however, impossible t o draw more than a te n t a t i v e 
conclusion from the t e s t . Even i n the l i f e - t i m e of a c h i l d of 
four (the youngest c h i l d ' s musical development was watched 
from eight months) there have been many opp o r t u n i t i e s of hear
ing t h i s progression and thus b u i l d i n g up an unconscious music
a l a s s o c i a t i v e background about i t . Children hear the same 
cadence many times at the end of musical phrases of varying 
character. They therefore come unconsciously to associate t h i s 
p a r t i c u l a r progression w i t h the end of a tune. This impression 
of f i n a l i t y the unmusical c h i l d understands simply as a n a t u r a l 
happening, and not as a s p e c i f i c a l l y musical happening. The 
f e e l i n g of f i n a l i t y and r e l a x a t i o n which follows the cadential 
r e s o l u t i o n i s a f a c t of p h y s i o l o g i c a l experience. The musical 
c h i l d i s l i k e l y t o give such a r e l a t i o n s h i p musical value long 
before the unmusical c h i l d . The accounts of the precocity of 
musical prodigies as w e l l as the quickness of those c h i l d r e n 
who became musicians i n t h e i r maturity almost always reveal 
such a f a c u l t y f o r grasping the fundamental s i g n i f i c a n c e of 
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music. I n f a c t t h e i r own understanding of the musical i m p l i 
c ations of music i s o f t e n so unquestioningly taken f o r granted 
by themselves t h a t they do not understand the s t u p i d i t y of 
the untalented. 

The r e c o g n i t i o n of rhythmic r e l a t i o n s h i p by the same 
types was on a l i n e w i t h the case of p i t c h - r e l a t i o n s h i p . The 
unmusical c h i l d revealed backwardness i n recognising and form
u l a t i n g a t r i p l e rhythm. One- c h i l d i n s i s t e d on playing a 
simple exercise i n ̂  as , g i v i n g double value to the l a s t 
beat i n every bar. Her f i r s t attempts to beat time to a three-
rhythm were unsuccessful. Only by a great deal of practice i n 
tapping w i t h the foot and then beating time e n e r g e t i c a l l y w i t h 
the arms d i d she grasp the three-rhythmic grouping. The mus
i c a l c h i l d , on the other hand, was quick t o grasp rhythmic 
p a t t e r n s almost as soon as they were heard. There were occa
s i o n a l moments of s t u p i d i t y which were s u r p r i s i n g considering 
the general quickness to grasp rhythmic patterns. 

The conclusion reached i n a succession of such experi
ments suggested t h a t the grasp of musical r e l a t i o n s h i p s occurs 
most r e a d i l y and spontaneously i n d e f i n i t e l y "musical" c h i l d r e n ; 
w h i l e i t had to be "taught" to the non-musical c h i l d . But 
quickness i n t h i s d i r e c t i o n d i d not always mean good musical 
t a s t e ; t h i s was mainly determined by the "musical m i l i e u " i n 
which the c h i l d was brought up. Thus the grasp of musical r e 
l a t i o n s h i p s seemed to depend on the presence of a n a t u r a l or 



265. 

i n h e r i t e d a p t i t u d e plus the f a c i l i t y due t o h a b i t u a l experience 
of music or to d i r e c t e d t r a i n i n g . The musical f a c u l t y would 
seem t o be one which can be passed on through successive gener
a t i o n s , i n each of which i t may be brought to a higher stage of 
or g a n i s a t i o n or perfect f u n c t i o n i n g . The Bach fam i l y i s the 
example par excellence of t h i s . I n these cases, l i k e that of 
Mozart, musical s k i l l had only to be s l i g h t l y acquired or 
p r a c t i s e d . I n the ordinary i n d i v i d u a l s s k i l l (not merely man
i p u l a t i v e s k i l l ) must be developed. The h i s t o r y of the devel
opment through p r a c t i c e and experience of the musical f a c u l t y 
i n t h i s second type of i n d i v i d u a l epitomises the development of 
the musical f a c u l t y i n the race. As w i t h the backward c h i l d , 
musical a p t i t u d e i s slow t o develop at f i r s t , but each succes
sive generation i n h e r i t s a r i c h e r musical t r a d i t i o n , and a more 
h i g h l y s p e c i a l i s e d f a c u l t y t o i n t e r p r e t i t . The development of 
the p h y s i o l o g i c a l f a c t o r s which are the basis of the musical 
apt i t u d e s or d i s p o s i t i o n s , l i k e the power of pitch-perception, 
and the i n t u i t i v e grasp of rhythmic r e l a t i o n s h i p , etc., becomes 
more h i g h l y developed and s p e c i a l i s e d i n t h e i r work as music 
advances. Thus when a Mozart i s born w i t h a musical f a c u l t y 
developed f o r perfec t f u n c t i o n i n g , he i s also endowed w i t h a 
s k i l l which needs the minimiim of exercise i n order to reach 
the maximum musical attainment, 

I may sura up the conclusions reached i n t h i s chapter i n 
the f o l l o w i n g way: A l l musical experience depends on a f a c u l t y 
or group of f a c u l t i e s which i s p a r t l y the r e s u l t of an 
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i n h e r i t e d d i s p o s i t i o n and p a r t l y the r e s u l t of the t r a i n i n g 
and exercise of t h a t n a t u r a l d i s p o s i t i o n . Exercise and t r a i n 
i n g need not be consciously d i r e c t e d , but may operate un
consciously through frequent hearing of music. Any musical 
experience i s the experience of the t r a d i t i o n a l musical i m p l i 
c a t i o n of the a r t of music. I t i s thus an experience of a 
const a n t l y changing and developing a r t , which nevertheless i s 
rooted on a c e r t a i n basis of p h y s i o l o g i c a l f a c t , A sc r u t i n y of 
the two main periods of European music during the l a s t f i v e 
hundred years reveals t h a t i n each case music rose from i t s 
beginning on an a r t i f i c i a l l y chosen system of physical r e l a 
t i o n s h i p s t o supreme heights of a r t i s t i c development without 
ever completely l o s i n g touch w i t h the conventions which con
t r o l l e d i t at the beginning. ̂"̂ ^ I n the f i r s t of these two 
periods musical conventions were based on a misconception of 
the o l d Greek modes. On t h i s foundation of a r t i f i c i a l l y formu
l a t e d aesthetic laws rose, the a r t of Church or modal music which 
a t t a i n e d a high degree of beauty. I n the second period a har
monic system was evolved based on the physical laws of p i t c h -
r e l a t i o n s h i p . The aesthetic p r i n c i p l e s underlying the music of 
t h i s period were evolved from the r e c o g n i t i o n of the n a t u r a l l y 

( l ) The basis of a l l musical scales i s fundamentally the same -
a note and i t s octave, and l a t e r i t s f i f t h : , . From t h i s 
combination the pentatonic scale ea r l y evolved - t h i s i s 
the scale-basis of a l l folk-song. The power of associating 
c e r t a i n notes together i n a permanent r e l a t i o n s h i p reveals 
a progressive musical ev o l u t i o n which expanded d i f f e r e n t l y 
from the same basis i n d i f f e r e n t races. But though these 
scales are thus to some degree a r b i t r a r y , scale associa
t i o n s are thus stamped on a l l music, owing to the i d e n t i 
c a l nature of t h e i r fundamental basis. 
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o c c u r r i n g r e l a t i o n s h i p s of the harmonic series. That the 
development of music from t h i s beginning tended towards ex
panding and modifying the n a t u r a l r e l a t i o n s h i p s of j u s t i n 
t o n a t i o n i n t o the compromise of equal temperament i s only 
another i n d i c a t i o n of the a r t i f i c i a l i t y of the conventions on 
which modern music i s based. 

I t i s d i f f i c u l t t o r e c o n c i l e the f a c t that the basic aes
t h e t i c p r i n c i p l e s of modern music are derived from the funda
mental r e l a t i o n s h i p s of the harmonic s e r i e s , w i t h the r e a l i s a 
t i o n o f how i m p e r f e c t l y t h i s i d e a l of n a t u r a l r e l a t i o n s h i p has 
a c t u a l l y been c a r r i e d out owing to the expansion of j u s t i n t o n 
a t i o n i n t o equal temperam.ent, the f a u l t y and i n e f f e c t u a l musical 
perceptions of the m a j o r i t y of i n d i v i d u a l s , the l i m i t a t i o n s of 
i n t e r p r e t i v e s k i l l , and the imperfect pitch-reproduction of 
instruments. 

Nevertheless the fundamental p r i n c i p l e of modern music 
remains the major common chord as i t occurs i n the n a t u r a l har
monic series. This i s the basic p r i n c i p l e of a l l music a f t e r 
the s i x t e e n t h century. A l l other harmonic r e l a t i o n s h i p s de
veloped from t h i s fundamental r e l a t i o n s h i p . I t i s no matter 
t h a t the o r i g i n a l r e l a t i o n s h i p r a r e l y i s found i n i t s absolute 
form. Tr a i n i n g and f a m i l i a r i t y have accustomed the r e a d i l y 
adaptable human ear to accept the imperfect r e l a t i o n s h i p as an 
approximation to the perfect r e l a t i o n s h i p . From thence i t i s 
h y p o t h e t i c a l l y possible t h a t by a gradual progression a l l 
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possible p i t c h - r e l a t i o n s h i p s may be accepted as a e s t h e t i c a l l y 
s u i t a b l e f o r i n c l u s i o n i n music. 

From a consideration of the above f a c t s i t may be con
cluded th a t a musical f a c u l t y i s being slowly evolved which at 
once grasps a l l the musical associative values of music through
out, i t s past development, and at the same time enriches the 
common musical background; whence i t pushes on t o create new 
musical values and new musical meanings. 



CHAPTER X, 

MUSIC AND NATURE. 
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CHAPTER X. 
MUSIC AND NATURE. 

Though musical sounds and rhythmical noises and motions as 
they occur i n the world of nature have undoubtedly l e f t t h e i r 
mark on music, the associative meaning which music derives from 
t h i s source i s not nearly so valuable as t h a t emotional s i g n i 
f i c ance w i t h which music i s enriched as the r e s u l t of i t s close 
connection w i t h human l i f e . The l a t t e r aspect was the subject 
of Chapter V I I I . I now propose to discuss b r i e f l y those aspects 
of the n a t u r a l world, here excluding man, of which r e f l e c t i o n s 
may be found i n music; and to describe how f a r they a f f e c t the 
or d i n a r y l i s t e n e r . We s h a l l see how easy i t i s f o r an a r t whose 
ipedlum depends on a system of ph y s i c a l phenomena to be connected 
w i t h the non-musical occurrence of these p h y s i c a l phenomena i n 
the w o r l d of nature. 

I t i s f i r s t necessary t p d i s t i n g u i s h between the terras 
" a s s o ciative" and " i m i t a t i v e " . While the "human element" i n 
music occurs mainly as an I n c i d e n t a l a s s o c i a t i v e value, ̂"'"̂  the 
elements i n music reminiscent of the n a t u r a l world have most 
o f t e n d i r e c t i m i t a t i v e - value. Nevertheless music derives some 
as s o c i a t i v e s i g n i f i c a n c e from nature, though t h i s cannot always 
be d i s s o c i a t e d from the e f f e c t of mere i m i t a t i o n . Beethoven 
TT) There are of"course innumerable examples of "human repre-

sentation" i n music, such as Strauss's "Domestic Symphony",^ 
and many of h i s other symphonic Poems. A great deal of 
music may also be i n t e r p r e t e d as absolute or as representa
t i v e , - e.g. Beethoven's F i f t h Symphony, the Overture to 
Coriolanus, e t c . 
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himself described the P a s t o r a l Symphony as "more an expression 
of the emotions than p a i n t i n g " ; and apart from the obvious 
i m i t a t i o n of b i r d - o a l l s i n the Second Movement, the recurrent 
murmuring f i g u r e of the brook i n the same movement, and the 
r e a l i s t i c thunderstorm i n the l a s t movement, the work i s s t i l l 
i n d e s c r i b a b l y p a s t o r a l i n f l a v o u r . But the f r a n k l y i m i t a t i v e 
f e a t u r e s can only be approximations to the r e a l t h i n g . No brook, 
however melodious i t may be, moves i n sound by regular musical 
i n t e r v a l s . Nor does i t conform, or only s l i g h t l y or a c c i d e n t a l l y , 
to a p a t t e r n of rhythm. 

The occurrence of musical sounds and rhythms i n nature i s 
a haphazard occurrence. There i s no d i r e c t i v e p r i n c i p l e . When 
man possesses himself of the n a t u r a l phenomena of sounds and 
rhythmic movements he proceeds to form them according to some 
r e g u l a t i v e p r i n c i p l e or law. I n a r t he uses them a e s t h e t i c a l l y 
Sounds and rhythms are d i r e c t e d to an end, but not an e x t r i n s i c 
end, l i k e the song of b i r d s or the c a l l of animals i n mating. 
The end i n view i s i n t r i n s i c to the music produced. Man d e l i g h t s 
i n an ordered p a t t e r n of sounds i n time f o r i t s own sake, and 
works to achieve something which i s b e a u t i f u l and s i g n i f i c a n t i n 
i t s e l f . Thefce i s no r e a l music i n nature. I t i s claimed th a t 
the b l a c k b i r d , to take one example, creates r e a l music, and 
d e l i g h t s i n h i s song f o r the sake of i t s a r t i s t r y , but we cannot 
accept t h i s as evidence. Miss Katharine Wilson believes t h a t 
there does e x i s t a music i n Nature.^-^^ I n r e f u t a t i o n of 
Wallaschek's statement i n h i s work " P r i m i t i v e Music" th a t "even 

(1) Katharine M. Wilson, SOUND AND MEANING IN EN&LISH POETRY, 
p. 283. 
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animals recognise and u t t e r i n t e r v a l s but cannot make any i n 
t e l l i g e n t use of them because they do not understand rhythmic 
arrangement", Miss Wilson claims t h a t t h i s i s not borne out by 
the f a c t s of nature. B i r d songs do possess decided rhythms, she 
avers; and she quotes several b l a c k - b i r d catches i n i l l u s t r a t i o n . 
But the- f a c t t h a t we can recognise decided rhythms i n these 
c a l l s does not mean t h a t the b i r d i t s e l f understands them r h y t h 
m i c a l l y , or t h a t i t i s making i n t e l l i g e n t use of such rhythms. 

'I?For the same reason, because b i r d s (and a l l animals i n general) 
• sing i n Just i n t o n a t i o n , t h i s does not mean th a t they understand 
the nature of i n t e r v a l s and are able consciously to use them f o r 
a desired a r t i s t i c e f f e c t . Miss Wilson r e l a t e s how a black-bird 
may be shamed by mocking h i s attempts to p r a c t i s e h i s song before 
he has got the i n t e r v a l s p e r f e c t . She also claims t h a t animals 
recognise and respond to our music. There i s no need to query 
these statements; but i t i s d i f f i c u l t to see how they prove 
t h a t animals make i n t e l l i g e n t use of p i t c h - r e l a t i o n s h i p s and 
rhythms. Because animals, p r a c t i s e i n c o r r e c t i n t e r v a l s they need 
not d i s c r i m i n a t e between c o r r e c t and i n c o r r e c t r e l a t i o n s h i p s . The 
p r a c t i s i n g u n t i l the r i g h t i n t e r v a l I s achieved may simply be the 
i n s t i n c t i v e method of ex e r c i s i n g the vocal organs, - a strengthen
ing and t r a i n i n g of the p h y s i c a l means whereby the b i r d eventually 
comes a u t o m a t i c a l l y to produce the true i n t e r v a l . Miss Wilson 
does not mention whether the b l a c k b i r d p r a c t i s e s the rhythmical 
arrangements of h i s notes. Indeed there i s l i t t l e a c t u a l rhythmic 
v a r i a t i o n i n h i s song, which i s mostly l i m i t e d to a few stereotypec| 
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phrases. Even where he does extend h i s phrase, i t i s only w i t h i n 
exceedingly narrow l i m i t s . Several phrases are not contrasted 
and developed to form an a r t i s t i c u n i t y as we f i n d phrases devel
oped i n r e a l music. The b i r d i t s e l f i s probably not conscious of 
the rhythmic i m p l i c a t i o n s of h i s song, and i t i s we ourselves 
who f i n d i t r h y t h m i c 

I t i s a well-known f a c t t h a t animals respond r e a d i l y to 
human music. •̂'•̂  But Miss Wilson does not i n d i c a t e what are the 
s p e c i a l q u a l i t i e s of our music to which animals respond, beyond 
s t a t i n g t h a t t h e i r ears are o f t e n p e c u l i a r l y s e n s i t i v e to notes 
of h i g h p i t c h . 

When animals respond t o , or seem t o enjoy music we must not 
suppose t h a t t h e i r experience i s anything l i k e our experience of 
the same music The q u a l i t i e s i n the music which appeal to them 
are very probably those which possess the l e a s t aesthetic 
i n t e r e s t f o r us. 

Animals do not f o l l o w the formal beauty of music, or per
ceive the i n t r i c a t e p i t c h and rhythmic arrangements which make up 

(1) My own cocker-spaniel a c t u a l l y howls i n tune w i t h the piano 
or the gramophone or my voice, showing p a r t i c u l a r d i s l i k e 
f o r high, s h r i l l notes. His hov/ls seem, however, more an 
expression of sympathy w i t h what he believes i s my pain and 
s u f f e r i n g than a sign of musical enjoyment l I f I go on 
p l a y i n g or si n g i n g , he Jumps onto my lap and puts h i s paws 
f i r m l y on the keyboard i n order to stop me e f f e c t i v e l y . 

(2) Of. My Dog and Helmholtz, Sensations of Tone, p. 169 
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the simplest tune. I f a normal human subject needs a complex 

musical education i n order coherently to f o l l o w any major musical 
work i s i t l i k e l y t h a t a dog or a cat or any other animal can 
have any conception of what the music i s about ? Animals may 
recognise a few obvious dynamic or p h y s i o l o g i c a l l y a f f e c t i n g 
q u a l i t i e s such as timbre, degree of i n t e n s i t y , pace, and height 
or depth of p i t c h . They are impressed by music as a ph y s i c a l 
phenomenon, and not by music as an a r t i s t i c production. 

Thus animals cannot be c r e d i t e d w i t h the power of producing 
anything which i s fundamentally akin to music. The musical c a l l s 
of b i r d s , and the l i k e , bear a s \ l p e r f i c i a l resemblance to music, 
but they cannot be classed w i t h music as they are not the ordered 
conception of an i n d i v i d u a l mind (or of a group of minds). Music 
i n nature occurs as a p h y s i c a l manifestation, and not as an 
a r t i s t i c p roduction. I t i s therefore as physical phenomena tha t 
such sounds are incorporated i n t o music i n the cases already 

quoted. That the n i g h t i n g a l e t r i l l s i n t r i p l e t s i s no a r t i s t i c 
J u s t i f i c a t i o n of i t s song. Nor w i l l t h i s f a c t give any musical 
value to i t s i n c l u s i o n i n Beethoven's P a s t o r a l Symphony. ̂ -̂ ^ The 
t r a d i t i o n a l rendering of t r i l l s i n Bach's period i s i n threes, 
but i t would be absurd to suggest t h a t t h i s was due to the 
occurrence of the same device i n nature. 

Though such obviously i m i t a t i v e e f f e c t s do occur i n music, 
the more i n d i r e c t method of suggesting sounds and moods of nature 
has a f f e c t e d the development of music as an a r t to a f a r greater 

(1) RespigM a c t u a l l y uses the gramophone-reproduction of a 
n i g h t i n g a l e ' s song i n h i s "Pines of Rome" i 
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extent. The modern i m p r e s s i o n i s t i c school of music seems to 
have developed from the preoccupation of musicians w i t h the 
suggestions of nature, and the emotions aroused by the contempla
t i o n of nature. I m p r e s s i o n i s t i c music, which w i t h programme 
music may be classed under the general head of representative 
music, i s more suggestive than i m i t a t i v e . Nevertheless i t 
r e l i e s f o r i t s beauty on achieving p i c t o r i a l e f f e c t s i n sound. 
I n many cases, however, the e f f e c t of suggestion i s so vague and 
i n d e f i n i t e , as f o r example, i n c e r t a i n works of Delius, t h a t i t 
i s hard to make any d i s t i n c t i o n between t h i s type of music and 
so - c a l l e d absolute music I r e c a l l i n p a r t i c u l a r the slow move
ment of.'Delius' S t r i n g Quartet which seems to me p e c u l i a r l y rerainisn 
cent of the English countryside. Yet though t h i s atmosphere i s 
i n d e f i n a b l y present, i t would be hard to l a y the f i n g e r on any 
one spot and say "This musical device suggests such and such an 
aspect of nature." The whole movement, as w e l l as Delius' "On 
Hearing the F i r s t Cuckoo i n Spring" (discounting of course the 
obvious cuckoo-call) seems to me to be imbued w i t h t h i s p a s t o r a l 
f l a v o u r . I t i s not due to . mere i m i t a t i o n , though c e r t a i n 
i m i t a t i v e e f f e c t s may be discovered i n the music I t i s a pre
s e n t a t i o n i n musical terms of the same k i n d of emotional mood 
which i s aroused by the contemplative enjoyment of nature. 

Both Dr. Vernon Lee and Mr. Frank Howes explain t h i s recap
t u r e d emotional mood by M.Ribot's theory of emotional memory. ̂•̂ ^ 
TTJ Dr. Vernon""Lee, Muslc~and i t s Lovers, pp. 77 et seq. 

Frank Eowes, The Borderland of Music and Psychology, p.46, 
p.72. 
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I have d e a l t f u l l y w i t h t h i s emotional aspect i n Chapter X I . 
By the use of merely general musical e f f e c t s , such as pace 

( n o t i c e the ebb and flow of sound i n "The F i r s t Cuckoo"), tone= 
c o l o u r , and h i s own i n d i v i d u a l musical idiom (which conforms to 
no p a r t i c u l a r key-system) Delius infuses h i s music w i t h an inde
f i n a b l e sense of the beauty and calm of nature. I n the slow move
ment there i s not even siich a d e f i n i t e e f f e c t as t h a t of the wind 
r u s t l i n g through the t r e e s , which occurs i n "The F i r s t Cuckoo". 
This l a t t e r e f f e c t i s more e a s i l y recognised because of the 
suggestiveness of the t i t l e . 

R e c a l l i n g my f i r s t experience of l i s t e n i n g to t h i s q uartet, 
I remember how much the beauty of the slow movement impressed me. 
Without having seen a programme, and th e r e f o r e ignorant of the 
f a c t t h a t t h i s movement was e n t i t l e d "Late Swallows" by the 
composer, I spontaneously evoked a p i c t u r e of a c e r t a i n open f i e l d 
i n the n o r t h of England, where I had o f t e n wandered alone i n the 
l a t e afternoon. I p a r t i c u l a r l y r e c a l l e d the wheeling and c i r c l i n g 
of the swallows (my f i r s t s i g h t of English swallows was i n t h i s 
f i e l d ) , and heard again i n fancy t h e i r strange mournful cry. Was 
t h i s coincidence o n l y ? On a second hearing, t h i s time w i t h a pro
gramme,! again f e l t the same p a r a l l e l between the music and the 
E n g l i s h scen'e f i r s t evoked. But because the musical i n t e r e s t of 
the work was now much great e r , owing to the greater ease w i t h 
which I followed Delius'; i n d i v i d u a l s t y l e , I paid less a t t e n t i o n 
to t h i s imaginative trend. -. Never having seen the score, I am 
unable to say whether there are any p a r t i c u l a r i m i t a t i v e e f f e c t s 
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capable of suggesting such a d e f i n i t e p i c t u r e . ̂"̂ ^ 

A second case where the powerful "nature" associative 
element i n Delius' music was recognised, might be mentioned here. 
The subject was a woman-traveller on a long sea-voyage, of no 
musical t r a i n i n g , and l i t t l e musical t a s t e . She possessed a 
gramophone record of Delius' "On Hearing the F i r s t Cuckoo'in 
Spring" which she played f r e q u e n t l y . She admitted t h a t she l i k e d 
i t because she was able to imagine, while l i s t e n i n g to i t , t h a t 
she was sauntering on her pony through.the Sussex woods near her 
home. The t i t l e of t h i s work i s c e r t a i n l y suggestive of English 
woods, and the music has e x q u i s i t e l y caught up the breathing 
melody of wind p l a y i n g through the t r e e s . But tha t she should 
choose a work musically so obscure i n s t y l e , and only i n d i r e c t l y 
i m i t a t i v e suggests t h a t there must be a d e f i n i t e connection be
tween the mood evoked by the music and t h a t which accompanied her 
ramble on horse-back. 

This subtle sense of the beauty of nature which i s present 
i n much of Delius' music i s atmospheric r a t h e r than p i c t o r i a l . 
There i s also a s i m i l a r i d y l l i c atmosphere i n the music of other 
composers of the modern school. The f i r s t of Respighi's "Three 
B o t t i c e l l i a n P i c t u r e s " i s a case i n p o i n t . The p a s t o r a l f l a v o u r 
of t h i s movement i s possibly achieved by the predominance of 

wood-wind e f f e c t s . F i r s t a well-known Tuscan a i r , dating from 
TT) A young A u s t r a l i a n composer c r i t i c i s e d t h i s movement l a t e r , 

and found i t s t r o n g l y imbued w i t h a negro element l 
(2) See Appendix A - Note I . 
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the f o u r t e e n t h century, i s given to the bassoon. Later the wood= 
wind play a charming melody, "Ecco i l Messia", a f i f t e e n t h century 
madrigal composed by Lucrezia de Medici. I n the movement, "The 
B i r t h of Venus" there i s d e f i n i t e i m i t a t i o n . I n the opening 
section a f i g u r e on the s t r i n g s suggests the lapping of waves. 
But the broad and f l o w i n g melody, heard f i r s t on the .'cello against 
t h i s background and which r i s e s to a glowing climax, has no i m i t a 
t i v e s i g n i f i c a n c e . 

There i s even less of i m i t a t i o n i n the music of Debussy. I n 
"L'Apres midi d'un Paun.e" there i s p r a c t i c a l l y nothing of d i r e c t 
r e p r e s entation; y e t the warm luscious s p i r i t of paganism i s 
sub t l y present. I n h i s opera "Pe'll^as et Me'lisande" there are 
many passages suggestive of nature associations, though there i s 
ha r d l y any d i r e c t r e p r e s e n t a t i o n . Among others I p a r t i c u l a r l y 
r e c a l l the f l u t t e r of the doves i n one scene from t h i s opera. 
These examples I have quoted merely serve to show how d i f f i c u l t 
i t o f t e n i s to draw the l i n e between programme music and absolute 
music, p a r t i c u l a r l y i n the case of modern music. Moreover, the 
associations evoked by such i m p r e s s i o n i s t i c music are the r e s u l t 
of a number of imperceptible e f f e c t s , none of which can be claimed 
as d i r e c t l y i m i t a t i v e . 

Some explanation of t h i s i m p l i c i t a s sociation w i t h nature 
might be found i n the f a c t t h a t nature and music have a common 
l i n k because c e r t a i n aspects of sound and rhythm occur i n both. 
This p o i n t I have already stressed. Among the sounds and movementsl 
i n nature which most nearly approach to music, are f i r s t the b i r d 
c a l l s , which we have considered; then the sounds and c a l l s of 
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animals. There are also the sounds of inanimate nature - the 
movement of water, f o r example, which i s the most f a m i l i a r 
occasion of musical noise i n nature, surpassing i n importance 
the sound of the wind. Both wind and water-effects occur i n 
music, both by means of obvious i m i t a t i o n , and also more elusive-
l y , as I have attempted t o explain. Take the children's piece 
"On the Lake", from Walter C a r r o l l ' s "Scenes at a Farm". This 
fragment I s not d i r e c t l y p i c t o r i a l , but because of i t s calm 
smooth-flowing melody, the p l a c i d i t y of which i s enhanced by the 
absence of any s t r i k i n g rhythmic e f f e c t s , (each bar containing 
three f l o w i n g c r o t c h e t s ) i t i s a p t l y enough named. 

Should we s u b s t i t u t e another t i t l e of a s i m i l a r general 
meaning such as "Ripples on the Shore", "Swinging", or "The 

Wind i n the Trees", we may see t h a t none of these f i t s q u i t e so 
w e l l . Yet there i s not a s i n g l e a c t u a l p o i n t of resemblance 
between these sixteen bars and the skimming of a boat over a 
smooth lake surface. Nevertheless we f e e l i t i s not a r i v e r , 
f o r example, f o r there i s l i t t l e sense of progression i n the 
theme which turns on I t s e l f again and again. 

/ » ; ; 

^— - f - ^ — _p 
\ 

o • 

M 



279. 

—\ 
1 > 1 ; . ̂  

-td -0-^ 

c\ : P -^—z o 
ej ^ -i—-—*— -\ 1 

-1 

_ l 

r ^ , 1 1 , V 1 1 — ^ — r 
/ y ' ^ o-
/, 
J 

o 
^ • < <5 \ 

The f o l l o w i n g theme might do to express the peaceful onward 

flow of a r i v e r , though there i s only a c e r t a i n dynamic assoc

i a t i o n because the melody i s smooth and moves mainly i n con

j u n c t motion. 

7~T — 1 — , _ _ —z:^ 1 ' ' ; n * ; ̂ 1 1 -
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Here there i s a c o n t i n u a l progression; though bar (2) i s 
reminiscent of bar ( l ) the melody pushes forward, moving, w i t h 
one exception, by steps of a single degree of the scale. The 
feminine cadence at the end has also a p a r t i c u l a r l y smooth 
and f l o w i n g e f f e c t . The fragment, which i s reminiscent of 
Mozart, need not, however, be f e l t as expressive of anything 
but i t s own musicalness to be enjoyed. 
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Thus we see t h a t the "nature" associative value we recog
nise i n music can be reduced t o terms of musical devices which 
suggest a c e r t a i n dynamic p a r a l l e l i n nature. No r i v e r , f o r 
example, moves i n sound by true i n t e r v a l s , or w i t h a regular 
musical rhythm. Yet i f we d i d wish t o suggest the flow of a 
r i v e r i n music we should probably employ such devices as con
j u n c t motion and smooth rhythm. I t i s not l i k e l y that such a 

. cascade-like theme as the f o l l o w i n g ; -

7t . r V 
4 ^ —y- Beethoven Co.53 

(Waldstein) 

would be used to suggest a r i v e r . 

The a s s o c i a t i v e meaning and value which music derives 
from nature may p o s s i b l y be due to the desire to grasp music 
i n extra-musical terms. The ordinary l i s t e n e r seeks to f i n d 
i n nature p a r a l l e l s of the sound-groupings he hears i n music. 
Later the process i s reversed, and instead of i n t e r p r e t i n g 
music i n terms of nature, the musician seeks to represent 
n a t u r a l sounds i n music by means of the technique of p a r a l l e l i s m 
which he has thus developed. That i s , he t r i e s to express i n 
music extra-musical events and meanings i n accordance w i t h the 
conventions he has pr e v i o u s l y b u i l t up from the analogy between 
music and nature - an analogy due to the f a c t t h a t the ma t e r i a l 
i n music occurs i n nature as n a t u r a l phenomena. 

This theory might be pursued s t i l l f u r t h e r by considering 
the h i s t o r y of music from e a r l i e s t times. Whatever may have 
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been the prime beginnings of the a r t , one can w e l l imagine how 
musical sounds may have entered the l i f e of p r i m i t i v e man. By 
beating two s t i c k s together p r i m i t i v e man may i m i t a t e the sound 
of branches rubbing against one another i n the wind. Or, again, 
he might s t r i k e a hollow gourd w i t h a s t i c k and produce the 
muffled thundering of waves on a rocky-sea coast, or the roar 
of thunder i n the mountains. The hum of his ta.ut bow-string 
as the arrow leaves i t might suggest to him the cracking of 
the wind, or the noise o f a tr e e as i t s p l i t s i n two. He may 
make a l l these sounds merely f o r the sake of the sound alone, 
and thus enjoys the r e s u l t as absolute sound. The knowledge 
that he could command loud noises would give p r i m i t i v e man 
(as i t does the c h i l d ) a sense of power and a f e e l i n g of creator-
ship, (The c h i l d who d e l i g h t s i n making a loud noise r a r e l y 
s u f f e r s from an i n f e r i o r i t y complex). But p r i m i t i v e man, while 
d e l i g h t i n g i n his power to express himself i n noise, also r e 
cognises t h a t he i s reproducing the sounds of nature. This may 
increase s t i l l f u r t h e r his sense of mastery, f o r he might w e l l 
f e e l t h a t he r i v a l s the gods themselves who command the thunder
claps. 

( l ) I t i s most l i k e l y t h a t the drum was the f i r s t p r i m i t i v e 
instrument. I t i s p e c u l i a r l y impressive, and could have 
a very s p e c i a l s i g n i f i c a n c e i n the various ways I have 
i l l u s t r a t e d above. I t was also used i n r e l i g i o u s worship. 
At f i r s t i t i s most probable t h a t noise mainly character
ised i t s use. The i n c o r p o r a t i o n of rhythm i n t o p l a y i n g 
i t was probably i n s t i n c t i v e , owing to the rhythmical 
muscular a c t i o n involved i n beating; t h i s would lead 
n a t u r a l l y to a r e c o g n i t i o n of i t s rhythmic p o s s i b i l i t i e s . 
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But the development of music as an a r t d i d not l i e along 
those l i n e s . Music began when the noise became, not noise f o r 
a purpose - such as summoning the members of the t r i b e - but 
a e s t h e t i c noise, to be d e l i g h t e d i n f o r i t s own sake. There 
may also have been present t h a t a d d i t i o n a l pleasure which was 
derived from i t s resemblance to n a t u r a l phenomena. But the 
absolute value of noise as i n t e r e s t i n g and pleasing i n i t s e l f 
i s most important. I t i s from t h i s aspect that the absolute 
branch of the a r t developed, culminating i n the c l a s s i c a l 
p e r i o d of Mozart's time. I n the music of t h i s period there i s 
a minimum of extra-musical value present. Examples of programme 
music do occur, ̂ •'"̂  but t h e i r importance can be discounted when 
put alongside the enormous amount of absolute music produced 
then. 

I n Beethoven's music features e x t r i n s i c to music as an a r t 

of absolute sound begin to creep i n . With Beethoven, the f o r e -

r\inner of the Romantics, music begins to f a l l away from the 
absolute standard. The c l a s s i c a l p e r i o d was concerned w i t h the 
supremacy of form. Music here reached i t s highest point as an 
absolute (or p r e s e n t a t i v e ) a r t . Then extra-musical elements 
grad u a l l y widened the scope of music. Beethoven brought the 
mighty leavening of the human p e r s o n a l i t y . . Without e n t i r e l y 
JTj Of. Bach's "Capriccio on the Departure of his Beloved 

Brother", a piece of d e s c r i p t i v e music modelled on the 
B i b l i c a l Sonatas of Johann Kuhnau; and the oock-orowing 
i n Haydn's ©ratorio "The Seasons", etc. The l a t t e r has no 
musical s i g n i f i c a n c e . 
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r e l i n q u i s h i n g the c l a s s i c a l forms he expanded them, often trans
gressed them, i n order to express the dynamics of the struggles 
of the human soul. Thence music passed through successive 
stages d u r i n g which the formal bonds which were the very nature 
of c l a s s i c a l music slackened i n c r e a s i n g l y to admit of even more 
remote extra-musical values and associative meanings. Programme 
music gra d u a l l y rose to the ascendant. 

Roma.ntic composers l i k e Schumann and Chopin and f r a n k l y 
"programme" musicians l i k e L i s z t , B e r l i o z , and then Wagner swept 
music on u n t i l the modern representative school of Ravel, Strauss, 
Respighi, Honegger, and so on, taxed to the utmost the powers of 
suggestion and i m i t a t i o n i n music. To the human emotional 
element f i r s t incorporated i n music by Beethoven was added the 
p i c t o r i a l r e p r e s e n t a t i o n of a l l aspects of man and nature. 
Music was now at i t s t h i r d stage, where the musician, working 
backwards, endeavours to i n t e r p r e t nature by using a musical 
technique of repre s e n t a t i o n based on the e a r l i e s t associations 
which music derived from nature. 

Modern music, however, goes even f a r t h e r than t h i s . Com
posers busy themselves not only w i t h the representation, by 
i m i t a t i o n or suggestion, of the soundstof nature, but also w i t h 
the sounds and noises created by man. There i s Strauss's 
"Domestic Symphony", Alban Berg's "Wozzek", Honegger's " P a c i f i c 
2 3 I " , and the"Music of Machines" of Mossolov. I f express-trains, 
the noises of machinery and the l i k e , are to be incorporated i n 
music, we can only wonder where t h i s w i l l end. Such represen
t a t i o n s may be r e a l i s t i c , or i d e a l i s t i c , according to the 
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composer's programme-note t o " P a c i f i c 28l." Here Honegger 
e x p l i c i t l y states "Ce que j ' a i cherche'dans P a c i f i c , ce riest 
pas I ' i r a i t a t i o n des b r u i t s de l a locomotive, mais l a t r a d u c t i o n 
d'une impression v i s u e l l e et d'une jouissQ,nce physique par une 
c o n s t r u c t i o n rausicale. E l l e p a r t de l a contemplation o b j e c t i v e : 
l a t r a n q u i l l e r e s p i r a t i o n de l a machine au repos, 1 ' e f f o r t du 
d^anage-,, puis 1'accroissement p r o g r e s s i f de l a vitesse pour 
a b o u t l r a' . I ' e t a t l y r i q u e , au pathetique du t r a i n de 3OO tonnes 
l a n c ^ en p l e i n e n u i t a! 120 a! I'heure." 

I n s p i t e of the composer's i n t e n t i o n as set f o r t h here, the 
work impressed me as being more i m i t a t i v e than anything else, 
and both ugly and noisy a t t h a t . No doubt, being at the time 
of hearing t h i s work, completely unversed i n modern music, I 
was \anable to perceive any organic u n i t y welding together the 
loud discordant masses of sound. Miss Katharine Wilson i s of 
the o p i n i o n t h a t even factory-noises and other e a r - s p l i t t i n g 
sounds of the modern mechanistic world are "musical, or at 
le a s t possess a u n i f y i n g harmony, tremendous as i t i s s a t i s f y 
i n g , f o r the accustomed ear." Going f u r t h e r , she avers t h a t 
noise - even man-made noise - always f i t s i n t o the landscape, 
and quotes i n i l l u s t r a t i o n of her p o i n t , the case of a d e r e l i c t 
t r a i n whose p a r t s , scarcely hanging together, gave out the most 
clamorous d i n on i t s journeyings i n Northumberland, and yet 
were f e l t by her to make up a tremendous symphony of noise. ̂ "̂ ^ 

(1) Miss Katharine Wilson, Sound and Meaning i n Ehglish Poetry, 
p. 17. 
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But such n a t u r a l l y o ccurring symphonies, as w e l l as those 
composed by musicians on s i m i l a r themes, are dangerous to our 
ear-drums. We are f a s t becoming immune to noise, but cour 
immunity may b r i n g w i t h i t a l a c k of responsiveness t o the s u b t l e r 
and more euphonious musical combinations. Moreover, the growth 
of yet another school of modern music, which though not repre
s e n t a t i v e i n aim, t r o u b l e s less about the beauty of sound-combi
nations than t h e i r p u r e l y i n t e l l e c t u a l i n t e r e s t , may also a i d 
t h i s "music of machines" to b r i n g about the same disastrous end. 
I am here r e f e r r i n g t o t h a t group of composers who have turned 
from the re p r e s e n t a t i v e school of music to concentrate on an 
i n t e l l e c t u a l and mathematical conception of music. ̂ "̂ ^ Such 
music, to be appreciated, must be seen, not heard. I n one sense 
i t i s a r e t u r n to the c l a s s i c a l i d e a l of "form", but i t i s a 
r e t u r n to form as an i n t e l l e c t u a l l y conceived and mathematically 
planned u n i t y , and not as a v i t a l element of a r t i s t i c develop
ment. What looks i n t e r e s t i n g and well-planned on paper may 
so\ind hideous and formless i n a c t u a l sound. Not even w i t h the 
gradual adaptation of our ears t o admit new and strange discords 
i n t o the l e g i t i m a t e realm of music s h a l l we be able to hear much 
of t h i s music w i t h genuine pleasure. Music a f t e r a l l rests on 
a basis of sensory enjoyment. Should such music become perma
n e n t l y established i n our concert-rooms i t i s hard to see how 
the l i s t e n e r can keep pace w i t h i t . No longer w i l l music con
form to the t r a d i t i o n a l standards of sensuous beauty demanded 

JT) This school includes such names as Schttnberg, Anton von 
Lebern,, etc. 
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from the a r t s by the ordinary man. I t w i l l not even be remotely 
r e l a t e d to or suggestive of things of n a t i i r a l or human i n t e r e s t , 
so t h a t the ass o c i a t i v e value which much of our music of today 
possesses w i l l n c o n t r i b u t e no longer to the t o t a l aesthetic 
value of musical experience. 
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CHAPTER XI. 
GENERAL EMOTIONAL EXPERIENCE IN MUSICAL LISTENING. 

I t i s taken f o r granted by most w r i t e r s t h a t musical 
l i s t e n i n g i s charged w i t h some emotional element. But i t 
must be observed t h a t the ordinary emotional response i s not 
an e s s e n t i a l part of musical appreciation and tha t music can
not be.solely, i f at a l l , regarded as the expression of the 
emotions. ̂  "̂^ This view, t h a t music i s the expression of the 
emotions, i s held by most unmusical people, by many so-called 
music-lovers, and by some t e c h n i c a l l y t r a i n e d people (usually 
of the p r a c t i c a l executant type) who, though s u p e r f i c i a l l y 
s k i l l e d , are not genuine musicians. 

Such a misconception has a double falseness. I t comprises 
roughly the confused views t h a t music i s at once expressive 
of the emotions or emotional state of mind of the composer, and 
at the same time t h a t i t i s capable of arousing these same 
emotions i n the hearer; or, a l t e r n a t i v e l y , of provid i n g an 
o u t l e t f o r the hearer to give expression of his own emotions. 
The f a c t t h a t the composer who, according to t h i s view, was 
prompted by his emotions t o w r i t e the music which i s supposed 
to express them, experienced j u s t those emotions which the 
l i s t e n e r wants t o indulge i n , i f i t i s thought about at a l l , 
i s regarded as a happy coincidence. 

( l ) Throughout the f o l l o w i n g analysis I use the term "emotion" 
w i t h the loosest meaning to comprise moods, vague f e e l 
ings, emotions,- and sentiments. 
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From the confusion c e n t r i n g round these two ideas emerges 
the f a c t t h a t music can be experienced emotionally by the 
hearer, and t h a t t h i s a t t i t u d e , which i s included by Professor 
0. S. Myers i n h i s analysis of what he terms the " i n t r a -
s u b j e c t i v e " aspect of l i s t e n i n g , where music i s followed f o r 
the sensory, emotional or conative experience i t arouses, i s of 
more frequent occurrence i n the experience of musically t r a i n e d 
people than i s u s u a l l y s u s p e c t e d , W h a t the same w r i t e r 
c a l l s the "character" aspect i s also c l o s e l y a l l i e d to the 
a t t i t u d e which I have j u s t mentioned, where emotional q u a l i t i e s 
are read i n t o the music. Professor Myers also states that 
sounds or colours may be ' j o l l y * or ' h i g h - s p i r i t e d ' when the 
subject i s not. "Art m a t e r i a l may be personalized and charac
t e r i z e d as ''morbid', ' j o v i a l ' .... etc., without necessarily 

having previously evoked or consequently evoking- 'morbid' or 
(2) 

' j o v i a l ' f e e l i n g s , etc., i n the l i s t e n e r . T h e subject may 
also i d e n t i f y himself i n varying degrees w i t h the character 
ascribed by him to the music, which, i n t u r n , he may or may not 
regard as expressive of the emotions of the composer. That he 
does, however, f i n d the music " j o l l y " or " h i g h - s p i r i t e d " inde
pendently of h i s own emotional state at the time, whether or no 
the music succeeds i n producing i n him the f e e l i n g of being 
" j o l l y " or " h i g h - s p i r i t e d " , etc., seems t o point to the f a c t 
(1) " I n d i v i d u a l Differences i n Li s t e n i n g to Music." Charles S. 

Myers, i n The E f f e c t s of Music, edi t e d by Max Schoen, pp. 
30, 31. 

(2) I b i d , p, 25. 
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t h a t he recognises some absolute c h a r a c t e r i s t i c of the music 
which i s expressive of these q u a l i t i e s , and w i t h which he 
i d e n t i f i e s himself. 

To give an example from my own observation: A musician 
of my acquaintance, c u l t u r e d , w i t h an excellent ear, and great 
musical t a s t e , used constantly to describe the music he was 
playing,or l i s t e n i n g to i n the f o l l o w i r ^ way. A phrase was 
" w i t t y " ; a sudden crescendo, such as the opening theme of 
Beethoven's Sonata No. 1 i n F Minor, was "volcanic". Of a 
p a r t i c u l a r passage of Brahms's "Variations on a Theme of 
Schumann", l a s t v a r i a t i o n , bar fourteen, where the r i c h flow 
of the harmony i s marked by a sudden v i o l e n t change i n intens
i t y and harmony, he said: "Now the bottom has f a l l e n o u t j " 

2: 

::2 ̂ 6 32 

This d e s c r i p t i o n does convey crudely the sudden and overwhelm
ing sense of desolation and hopelessness which the change of 
harmony, marked piano, and occurring on a weak beat, brings to 
any l i s t e n e r . Here again we come to a c e r t a i n confusion of 
meaning. I s t h i s "desolation" an actual q u a l i t y inherent i n the 
music, which i t i s intended t o express, or does the l i s t e n e r 
d i s i n t e r e s t e d l y i n t e r p r e t the music i n terras of emotional 
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experience, or does he ascribe to the music the q u a l i t y of 
d e s o l a t i o n which i t has produced i n him? 

Obviously a c e r t a i n rhythmical, harmonic and dynamic 
e f f e c t only i s achieved i n the music. The l i s t e n e r may des
c r i b e , i n t e r p r e t or l i v e t h i s . I t can be accurately described 
only i n the exact musical terms i n which i t i s w r i t t e n and 
played. Musically explained, the passage r e w r i t t e n i s what 
the music means. That i s i t s only exact musical s i g n i f i c a n c e . 
But the l i s t e n e r may also i n t e r p r e t i t i n extra-musical 
terms. The d i r e c t i o n which h i s extra-musical i n t e r p r e t a t i o n 
assumes depends mainly on the sort of a t t i t u d e he takes up 
w i t h regard t o l i s t e n i n g t o m u s i c — a s s o c i a t i v e , dramatic, 
emotional, and so on. He may t r a n s l a t e the music i n t o the 
terms of the idiom most f a m i l i a r to him as a means of expres
sion. The a r t i s t , f o r example, may t r a n s l a t e a musical e f f e c t 
i n t o terms of colour; a w r i t e r i n t o terms of l i t e r a t u r e ; a 
dancer i n t o terms of dance-movement. 

The hearer may, however, personify the music. This i s 
fundamentally the r e c o g n i t i o n of such-and-such a human q u a l i t y 
i n the music. Words may not come u n t i l l a t e r , when he makes 
an attempt t o describe his experience. The tendency to per
s o n i f y inanimate objects i s p r i m i t i v e and deep-rooted. I n the 
case of music, which has the semblance of a l i v i n g t h i n g 
because of i t s most c h a r a c t e r i s t i c q u a l i t i e s of motion, i n 
p i t c h as w e l l as i n time, and also because of i t s dynamic 
e f f e c t s , t h i s tendency becomes p a r t i c u l a r l y strong, and occurs 
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spontaneously. 
The subject may also l i v e the music, e i t h e r emotionally 

or a e s t h e t i c a l l y . He l i v e s the music emotionally when he gives 
himself up t o the successive emotions or moods or sensory ex
perience which the music arouses i n him, always provided that 
he does not lose sight of the music as the source of these 
emotional states. 

L i v i n g the music a e s t h e t i c a l l y i s s e l f - i n d i v i d u a t i o n i n 
the music or a s t a t e of empathy. I n aesthetic absorption i n 
music, which i s musical appreciation at the highest l e v e l , the 
subject " l i v e s " the r e l a t i o n s h i p s of the notes - t h a t i s , he 
f o l l o w s them i n a l l t h e i r aspects of changing p i t c h , duration, 
q u a l i t y and dynamic force, ̂ '''̂  

As regards the conception that the music expresses the 
emotional state of the composer, i t i s doubtfu l whether musical 
e f f e c t s alone are important i n throwing l i g h t on the question 
whether the composer i n f a c t experiences t h i s emotional state. 
They can do l i t t l e beyond g i v i n g the l i s t e n e r an opportunity of 
t r a n s l a t i n g i n t o crude and less exact terms the musical meaning 
which the composer wished to convey. The form i n which t h i s 
musical meaning i s embodied may depend i n a s l i g h t degree on 
the emotional s t a t e he was i n at the moment of composition. 
The choice of such general features as pace, the mode, the 
smoothness or v i v a c i t y of the rhythm, f l o w i n g or j e r k y melody, 
the p r e v a i l i n g robust or d e l i c a t e q u a l i t y of the harmonies, and 

(1) See Part I . 
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so on, may have been d i c t a t e d by his mood. Yet i t i s almost 
as l i k e l y to have had nothing to do w i t h i t , and the composer 
may have used c e r t a i n dynamic e f f e c t s , f o r example, i n complete 
o p p o s i t i o n to his mood, by way of "escape" from i t . 

The knowledge which we have gained as to the methods of 
composition of d i f f e r e n t composers goes to show that i t i s 
r a r e l y a mood or an emotion which they attempt t o pin down 
and express musically. The methods of Beethoven and Mozart 
are s i m i l a r i n t h i s - t h a t both these musicians had an impres
sion of t h e i r compositions as a whole before t r a n s c r i b i n g them 
on paper. This whole was somewhat i n the nature of a design 
or formal s c a f f o l d i n g ; f o r we read of Beethoven searching 
through the note-books where he was accustomed to j o t down 
musical ideas as they came t o him, f o r the themes he wanted to 
f i t i n t o the framework of h i s i n i t i a l conception. I t i s not 
to be c r e d i t e d t h a t he chose those themes to express p a r t i c u l a r 
emotions, but r a t h e r i n order to contrast and develop them 
musically. 

The p e r s o n i f i c a t i o n of the I n t e r p r e t a t i o n i n emotional 
terms of musical e f f e c t s such as I have described i s only a 
s u p e r f i c i a l musical experience. I t was recognized as such by 
the same musician I have already mentioned, who was accustomed 
t o describe the music as " w i t t y " and so on. He agreed that 
the e s s e n t i a l q u a l i t y of any melody was t h a t i t should appear 
" b e a u t i f u l " , though he was unable to explain exactly what 
c o n s t i t u t e d beauty i n music. He suggested that a melody was 
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b e a u t i f u l when i t was "musically e f f e c t i v e " , or " i n e v i t a b l e " 
or " a r t i s t i c a l l y r i g h t " , a l l of which are terms t h a t themselves 
r e q u i r e d e f i n i t i o n . He assumed tha t a melody, f o r example, 
would be recognized as b e a u t i f u l i f i t conformed to these qual
i t i e s . I t was "judged on points of obviousness, a r t i s t r y , 
smqothness", and so on. Obviousness or i t s absence implied a 
reference t o musical t r a d i t i o n . The music would be "good" i n 
so f a r as i t could be understood i n terms of the conventional 
musical idioms, while at the same time i t could be r e a l i z e d as 
going beyond t h i s . As S i r William M i t c h e l l remarks i n "The 
Structure and Growth of the Mind": "Our admiration ( f o r a 
great work) may have less surprise i n i t than a sense of f i t 
ness, and o f t e n the surprise i s that no one has h i t the course 
before." A good or b e a u t i f u l melody, f o r example, i s not 
modelled on the p a t t e r n of hundreds which went before i t . 

The term " a r t i s t r y " includes appropriateness of p i t c h -
i n t e r v a l , choice of time-grouping, and arrangement of dynamic 
e f f e c t s . I t also includes correct use of technique and choice 
of medium. Lack of technique and a medium badly handled may 
r e s u l t i n a n g u l a r i t y . An example w i l l i l l u s t r a t e the importance 
of choice of the medium. A long and c l o y i n g melody sounds t r i t e 
and emotionally redundant when played e n t i r e l y on the upper 
r e g i s t e r of the " c e l l o . This i s both bad technique and bad 
t a s t e . We thus a r r i v e at the much discussed question, "What 
c o n s t i t u t e s musical t a s t e ^ " , to which no answer can be given 
beyond a reference to the standards r a i s e d by t r a d i t i o n and 
environment, and an acknowledgement of the necessity f o r 
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accepting these musical conventions. Such conventions are the 
outcome of aesthetic conditions founded on fundamental n a t u r a l 
laws. For example, I may remark i n passing that the vocal o r
i g i n of melody has associated i t w i t h impressions of smooth
ness, and t h a t accordingly there i s a point where excessive 
a n g u l a r i t y or speed destroys the beauty of melody. 

But i t i s not easy t o give an explanation of the basis f o r 
the c o n v i c t i o n t h a t such-and-such a melody i s b e a u t i f u l . I n 
t u i t i o n , by which we know a work of a r t as b e a u t i f u l , i s " i t s 
own a u t h o r i t y , and c a r r i e s w i t h i t the guarantee of i t s own 
authenticity."^"'"^ I n t u i t i o n , or the inner conviction of beauty 
as of t r u t h , has been described by Bergson as "the kind of 
i n t e l l e c t u a l sympathy by which one places onself w i t h i n an 
objec t i n order t o coincide w i t h what i s unique i n i t , and 
t h e r e f o r e i n e x p r e s s i b l e " . This i s p e c u l a r i a r l y true of the 
app r e c i a t i o n of a piece of music. I t i s only by entering t h 
through sympathy i n t o the meaning of the music that the l i s 
tener succeeds i n grasping i t . And a melody, or any other 
more complex musical a r t - f o r m , i s a purely musical expression 
w i t h a p a r t i c u l a r musical meaning; therefore any attempt to 
appreciate i t by t r a n s l a t i n g i t i n t o terms other than music 
must be i n e f f e c t i v e as a means of a r r i v i n g at a tr u e apprecia
t i o n of i t s musical beauty. 

An exception t o t h i s view of music as possessing absolute 
s i g n i f i c a n c e must, however, be made w i t h regard to programme 
( l ) C.E.M.Joad, Phi l o s o p h i c a l Aspects of Modern Science, p.215. 
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music, and also t o i m p r e s s i o n i s t i c music. I t i s clear that i n 
w r i t i n g such a work as " P a c i f i c 231", Honegger aimed at pre
se n t i n g a d e f i n i t e p i c t u r e of an express t r a i n as i t rushed on 
i t s headlong journey i n t o space. But such realism a c t u a l l y has 
l i t t l e of the b e a u t i f u l about i t , and i t s claim to be c a l l e d 
music i s d o u b t f u l . Even programme-music must possess musical 
q u a l i t i e s of value i f i t i s to be regarded as good music. 

B • • « • 

Although I have emphasized the f a c t that a t r u e apprecia
t i o n of music always involves an i n t e l l e c t u a l approach to the 
formal or musical s i g n i f i c a n c e of a work of music, there j^s an 
aspect of music t o be considered which lends a c e r t a i n support 
to the view t h a t music i s expressive of the emotions, and can 
t h e r e f o r e be approached emotionally. This i s i t s dynamic 
q u a l i t y . 

Music, l i k e our emotional states, has an ebb and flow 
tffhich i s p a r t l y due to the f a c t that sound and rhythm are both 
moving q t i a l i t i e s . They are not s t a t i c i n time. That i s , they 
can only be perceived throughout a du r a t i o n of time. P i t c h 
also has the semblance of movement i n space as w e l l as i n time. 
Let these two elements be complicated by the a d d i t i o n of " i n 
t e n s i t y " , which i s a n a t u r a l c h a r a c t e r i s t i c of each sound from 
the moment i t f i r s t impinges on the ear u n t i l i t dies away 
i n t o s i l e n c e , as w e l l as being an e s s e n t i a l part of the formal 
or a r t i s t i c arrangement of notes as they occur i n music, sep
a r a t e l y , i n succession or massed, and the r e s u l t of t h i s complex 
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i s as expressive a force as e x i s t s . 
The s i m i l a r i t y of t h i s dynamic ebb and flow and height 

and depth w i t h the ebb and flow and e x a l t a t i o n and depression 
of our. emotional states, i s what c h i e f l y favours the g i v i n g of 
an emotional s i g n i f i c a n c e to the music. The p a r a l l e l i s equal
l y a pplicable to each of the three f o l l o w i n g types of emotional 
response i n which; ( l ) the emotional s t a t e of the subject i s 
d i r e c t l y induced by q u a l i t i e s i n the music: (2) the music 
merely serves to emphasize an e x i s t i n g emotional s t a t e ; and 
(3) the subject appears t o recognize the music as possessing, 
or as expressive o f , c e r t a i n emotional q u a l i t i e s i r r e s p e c t i v e 
of whether he experiences the corresponding emotions himself. 

A b r i e f analysis of these three types of response.must be 
made at t h i s p o i n t . 

The f i r s t depends on the sympathetic arousing of a c e r t a i n 
mood of a general emotional nature through the medium of the 
dynamic q u a l i t i e s of the music. Other musical e f f e c t s , posses
sing d i r e c t p h y s i o l o g i c a l appeal, help to i n t e n s i f y t h i s emo
t i o n a l s t a t e , as w e l l as, i n some cases, causing i t to take a 
p a r t i c u l a r d i r e c t i o n . For example, music of a slow cantabile 
nature, i n a minor key, and making use of i n t e r r u p t e d cadences, 
suspensions and feminine c a d e n t i a l endings, w i l l convey to and 
arouse i n the type of l i s t e n e r I am considering a f e e l i n g of 
g r i e f , longing, or f r u s t r a t i o n . Such a work as Brahms's I n t e r 
mezzo i n A Major, Opus 118, which owes much of i t s p l a i n t i v e 
w i s t f u l n e s s and a i r of feminine grace to the various devices 
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I have mentioned, i s capable of arousing the e f f e c t I have i n 
mind. The calm unhurried flow of the music tends to suppress 
f e e l i n g s of a v i o l e n t nature; i n t e r r u p t e d cadences are 
c h a r a c t e r i s t i c of f r u s t r a t i o n ; suspensions are akin to hope
less longing; and feminine c a d e n t i a l endings are expressive 
of weakness. 

The languor and melancholy so o f t e n conveyed by the minor 
mode here req u i r e explanation. I t has almost become a con
v e n t i o n t o regard music w r i t t e n i n a minor key as expressive 
of sadness. This i s p a r t l y due to the e f f e c t of association. 
As regards programme-music a correspondence between the sad 
s i g n i f i c a n c e of the t i t l e and the key of the music i s bound 
to give r i s e to a convention which i s eventually applied to 
a l l music. I t i s also due p a r t l y to q u a l i t i e s inherent i n the 
minor key i t s e l f . The e x t r a e f f o r t demanded of a hearer, 
grasping the melodic r e l a t i o n s of notes i n a scale j u s t r e 
moved from the f a m i l i a r , the major or orthodox scale, i s no 
doubt at the root of the pe c u l i a r emotional e f f e c t produced by 
the minor mode. Edmund Gurriey describes how the e f f o r t which 
has t o be made when the mind proceeds from a c e r t a i n note to 
the next i n the minor key, imparts a colour to the whole key.^"^^ 

I n the major scale the mediant has a tendency to r i s e to 
the subdorainant, owing t o i t s close p i t c h - p r o x i m i t y to that 
note. The s a t i s f a c t i o n of the expectation that t h i s w i l l take 
place gives an impression of confidence. I n the minor scale, 
( l ) Edmund Gurney, The Power of Sound, pp. 27O et seq. 



298» 

however, the mediant (now a minor t h i r d from the t o n i c ) being 
nearer the supertonic than the subdominant, seems to i n c l i n e 
more t o the former, and there i s less tendency to r i s e to the 
l a t t e r . "This dependence and reluctance t o advance give an 
impression of d i f f i d e n c e , a character which at any rat e seems 
. . n a t u r a l l y suggestive of pathos . . . " Simiarly i n the 
second h a l f of the minor scale the reluctance to advance from 
the submediant t o the leading note i s even greater than i n the 
case of the mediant to subdominant. The long and d i f f i c u l t 
step of a tone and a h a l f requires an a d d i t i o n a l e f f o r t to 
achieve, Gurney thus holds t h a t the melancholy of the minor 
common chord i s due to the melodic associations of the chord, 
and not, as Helmholtz suggests, t o the dissonant (harmonic) 
i m p l i c a t i o n s of the act u a l chord i t s e l f . Yet i t must be ad
m i t t e d t h a t the minor t h i r d ( p a r t i c u l a r l y as i t occurs i n the 
minor common chord) which i s also heard i n i t s derived harmonic 
r e l a t i o n s h i p t o the t o n i c , has not the same s t a b i l i t y which 
the more consonant i n t e r v a l , the major t h i r d possesses. This 
e f f e c t of i n s t a b i l i t y explains why the perfect cadence on a 
minor common chord i s not altogether as s a t i s f y i n g as that on 
the major common chord. The j u s t major t h i r d , being the f i f t h 
p a r t i a l tone of the t o n i c i s f e l t as being i n c l o s e - r e l a t i o n 
ship t o tha t note. Early composers thus avoided the minor 
t h i r d as an ending, because of the f e e l i n g of d i s s a t i s f a c t i o n 
aroused by i t s imperfect accord w i t h the t o n i c . 

I t i s i n t e r e s t i n g t o note i n passing that Schopenhauer 

l i k e n e d the use of the minor key i n a l l e g r o movements, which 
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he describes as c h a r a c t e r i s t i c of French music, to dancing i n 
t i g h t s l i p p e r s . 

This analysis of the reasons why a p a r t i c u l a r piece has 
a p a r t i c u l a r e f f e c t may seem a l i t t l e f a r - f e t c h e d . But I have 
no doubt t h a t when a l i s t e n e r says t h a t a c e r t a i n piece of 
music makes him f e e l said, h is f e e l i n g sad, except where he 
i s already predisposed to f e e l sad, i n which case the f e e l i n g 
i s i n t e n s i f i e d , i s due to the occurrence of some of the above 
fe a t u r e s i n the music. There are, however, many more musical 
e f f e c t s which tend to convey c e r t a i n aspects of feeling-states 
t o the l i s t e n e r , e i t h e r through association, or because of 
some inherent q u a l i t y which arouses pleasure-pain d i s t r i b u t i o n . 

The second type of emotional response - the i n t e r p r e t a t i o n 
of the music according to the subject's own emotional a t t i t u d e 
at the time of hearing - involves a very d i f f e r e n t a t t i t u d e . 
I t i m plies a spontaneous r e c o g n i t i o n of something i n common 
which e x i s t s i n the music and i n the hearer's own mood. The 
music i s f e l t t o be i n dynamic sympathy w i t h his emotional 
s t a t e . The flow of the musical r e l a t i o n s h i p s moves p a r a l l e l , 
as i t were, w i t h the emotional flow. I t i s s u r p r i s i n g how 
r e a d i l y music of even an opposite dynamic to the hearer's emo
t i o n can be made t o f i t i n w i t h and i n t e n s i f y t h i s emotion. 
For example, i t i s possible, i f one approaches the music w i t h 
an emotional b i a s , to i n t e r p r e t the Cantilena of Chopin's 
Funeral March from his Sonata i n B F l a t Minor as an expression 
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o f e x a l t e d hope t r i u m p h i n g over sorrow; o f the poign a n t sweet

ness t h a t i s o f t e n so c l o s e l y a l l i e d t o p a i n ; o f c o n s o l a t i o n 

t o g r i e f ; o r as e x p r e s s i n g t h e keenest sorrow and d e s o l a t i o n . 

A l l may depend on t h e mood i n which one approaches the music. 

Where t h e r e i s no e x i s t i n g e m o t i o n a l b i a s t o c o l o u r t h e music 

w i t h such e x t r a - m u s i c a l s i g n i f i c a n c e , t he passage tends t o be 

i n t e r p r e t e d e m o t i o n a l l y , by t h e type o f s u b j e c t I am c o n s i d e r 

i n g , a c c o r d i n g t o the speed a t which i t i s played. Played f a s t 

he may be f i l l e d w i t h a sense o f t r i u m p h o r e x a l t a t i o n - p l a y e d 

s l o w l y and he may be s t r i c k e n w i t h a sense o f l o n g drawn-out 

g r i e f . 

My own p e r s o n a l experience o f t h i s passage i s t h a t i f I 

hear i t when I am sad, my sadness is^. i n t e n s i f i e d however i t i s 

p l a y e d . I f I am i n a j u b i l a n t mood, on t h e o t h e r hand, then 

no m a t t e r how l e a d e n l y i t i s pl a y e d , i t seems t o emphasize and 

ac c e n t u a t e my f e e l i n g o f j u b i l a t i o n . 

The t h i r d s t a t e r e q u i r i n g t o be examined i s the p e r s o n i 

f i c a t i o n o f t h e music; o r t h e r e c o g n i z i n g i n t h e music o f 

q u a l i t i e s s u g g e s t i v e o f c e r t a i n emotions i n the a b s t r a c t . Dr. 

Vernon Lee d e s c r i b e s such a b s t r a c t e m o t i o n a l q u a l i t i e s which 

appear t o be p a r t o f the music i t s e l f as t h e " i n f i n i t i v e s o f 

v e r b s " . ̂ •'•̂  The music i s r e c o g n i z e d as b e i n g "gay" or "sad" 

"or s p a r k l i n g " as the case may be, w i t h o u t the l i s t e n e r a c t u a l l y 

e x p e r i e n c i n g i n h i m s e l f t h e emotions which correspond t o these 

a d j e c t i v e s . This a t t i t u d e occurs f r e q u e n t l y . One r e a l i z e s 

(1) Vernon Lee: Music and I t s Lovers, P a r t I , Chapter V. 
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t h a t i f one were "gay" o r "sad" or " s p a r k l i n g " the music would 

c o i n c i d e w i t h t h e dynamics o f these moods. This r e c o g n i t i o n 

o f a b s t r a c t e m o t i o n a l q u a l i t i e s i n music may be l i n k e d up 

w i t h what Dr. Lee d e s c r i b e s as an h i s t o r i c a l e m o t i o n a l memory, 

a c c o r d i n g t o which i t i s p o s s i b l e t o have an i n t e l l e c t u a l r e 

membrance o f a past event and o f t h e emotion which accompanied 

i t ; w i t h o u t a g a i n having t h e emotion i n a l l i t s a c t u a l i t y . 

We r e c a l l the n a t u r e o f the f e e l i n g w i t h o u t having i t again. 

We may indeed a l s o have t h e f e e l i n g i t s e l f as w e l l as the 

remembrance o f i t , but i n t h e response I am c o n s i d e r i n g now, 

t h i s i s not t h e case. 

The p a r a l l e l between t h e dynamism o f the emotions and 

t h e dynamism o f music becomes very c l e a r when we cons i d e r t h e 

c l o s e c o n n e c t i o n s between emotion, b o d i l y movement, and the 

movement o f music. Dancing and music have always been r e 

garded as c l o s e l y a l l i e d a r t s , and t h e i n t e r p r e t a t i o n o f emo

t i o n i n terms o f these two a r t s has been common throughout t he 

ages. Dr. Lee emphasizes t h i s r e l a t i o n s h i p when she discusses 

i n t u r n " i n f i n i t i v e s o f v e r b s " , which she also d e s c r i b e s as 

" e m o t i o n a l schemata", and " p o s t u r a l schemata", and t h e i r con

n e c t i o n s w i t h t h e e m o t i o n a l response t o music. 

The t h r e e k i n d s o f e m o t i o n a l response under c o n s i d e r a t i o n 

may be connected w i t h R i b o t s t h e o r y o f a f f e c t i v e memory, i n a s 

much as they are a l l m a i n l y based on t h e r e c o g n i t i o n o f q u a l i 

t i e s i n music w h i c h are s i m i l a r t o those which d i s t i n g u i s h e d 

Tl) I b i d . , P a r t I I , Chapter V I I . 
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past e m o t i o n a l e x p e r i e n c e . These q u a l i t i e s , which Dr. Lee 

d e s c r i b e s as " i n f i n i t i v e s o f verbs", i n an attempt t o account 

f o r t h e i r i m p e r s o n a l vagueness and u n d i f f e r e n t i a t e d n a t u r e , 

as w e l l as f o r t h e i r u n i v e r s a l e m o t i o n a l s i g n i f i c a n c e , she 

l i k e n s t o the r e m a i n i n g t r a c e s l e f t b e h i n d i n the mind, of 

past f e e l i n g s , moods and emotions. These emotional r e s i d u a 

she terms " e m o t i o n a l schemata", on the analogy o f " p o s t u r a l 

schemata" - the t r a c e s o f past movements. 

R i b o t ' s t h e o r y o f a f f e c t i v e memory i s b r i e f l y t h u s ; 

E m o t i o n a l s t a t e s d i v e s t e d o f a l l t h e i r accompanying circ u m 

stances can l e a v e behind them a memory o f themselves. These 

memory images o f past emotions, he c l a i m s , can be r e v i v e d l i k e 

a l l o t h e r mnemic t r a c e s , on t h e r e t u r n o f o n l y a minimum- o f 

whatever had o r i g i n a l l y l e f t them behind. 

I p r e f e r t o d e s c r i b e the q u a l i t i e s common t o music and 

t o our e m o t i o n a l s t a t e s by t h e g e n e r a l term of "dynamism", 

or as "dynamic" q u a l i t i e s . These dynamic q u a l i t i e s i n c l u d e 

a l l t h e g e n e r a l c h a r a c t e r i s t i c s of emotions, moods.and f e e l i n g s , 

e t c . They are e x p r e s s i v e o f t h e i r i n t e n s i t y or e x t e n t , o f 

t h e i r s w i f t n e s s o r depth. I t i s t h i s dynamic element which i s 

l e f t when an emotion f a d e s , as a g e n e r a l i n h e r i t a n c e t o a l l our 

f u t u r e e m o t i o n a l experience. The exact n a t u r e o f a past emo

t i o n i s f o r g o t t e n w i t h t h e cause which produced i t . I t s e x t e n t , 

poignancy or d e p t h , i s a l l t h a t remains. But when t h e occasion 

w h i c h produced t h e emotion i s r e c a l l e d , i t i s on t h e presence 
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o f t h i s dynamic q u a l i t y t h a t the r e v i v i s c e n c e o f the past 

emotion depends. Where t h e dynamic element i s weak, as i n 

those s u b j e c t s where a f f e c t i v e memory e x i s t s i n a s l i g h t 

degree o n l y , t h e r e - h a v i n g o f the emotion occurs i n a c o r r e s 

p o n d i n g l y weak form . 

Since music i n i t s e l f can never f u r n i s h f a c t s or d e s c r i b e 

events or s t a t e p r o p o s i t i o n s , unless t h e y be m u s i c a l f a c t s or 

m u s i c a l events o r m u s i c a l p r o p o s i t i o n s ( w i t h the r e s e r v a t i o n 

of programme-music), and t h e r e f o r e cannot arouse the remembrance 

o f f a c t s , t h e t r a n s f e r e n c e o f the dynamism of music t o the dyn

amism o f d e f i n i t e e m o t i o n a l s t a t e s such as j o y , sorrow, defiance, 

c o n f l i c t , and so on, means t h a t the s u b j e c t draws on an exper

i e n c e which i s no l o n g e r a p u r e l y m u s i c a l experience. The 

i n d i v i d u a l i s adding an e x t r a - m u s i c a l meaning t o t h e music i n 

o r d e r t h a t he may t r a n s l a t e the music i n t o emotional terms, 

and t h u s e x p e r i e n c e i t e m o t i o n a l l y . The experience of any 

p a r t i c u l a r emotion depends on the r e c o g n i t i o n , i t may be o n l y 

i m p l i c i t , o f a f a c t , o r on the. acknowledgement of a r e l a t i o n 

s h i p between o n e s e l f and something e x t e r n a l t o o n e s e l f . Music 

of i t s e l f cannot p r o v i d e t h i s f a c t o r t h i s r e l a t i o n s h i p . I t 

cannot g i v e t h e d i r e c t i o n which determines the n a t u r e o f an 

emotion, though i t can q u a l i f y t he i n t e n s i t y o f an emotion a l 

ready e x i s t e n t . 

Some s u b j e c t s w i l l c o n t i n u e t o i n s i s t t h a t t h e above emo

t i o n a l responses t o music c o n s t i t u t e a f u l l e r and more s a t i s 

f y i n g experience t h a n t h e pure experience o f f o l l o w i n g musical 
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r e l a t i o n s h i p s . O b v i o u s l y , t o those who are not thoro u g h 

paced l i s t e n e r s , e i t h e r from l a c k o f i n c l i n a t i o n , o r because 

t h e y are i n c a p a b l e o f i t , such experience, though f a r l e s s 

v a l u a b l e from t h e m u s i c a l a e s t h e t i c s t a n d p o i n t , i s not t o be 

desp i s e d , 

Mr. O l i v e B e l l , i n h i s a e s t h e t i c study on a r t , has des

c r i b e d the i n t e n s e p l e a s u r e which t he "snug f o o t h i l l s o f warm 

humanity" g i v e him when he descends c r e s t f a l l e n from "the 

superb peaks o f a e s t h e t i c e x a l t a t i o n " . "̂'"̂  Incapable o f f o l l o w 

i n g t o any s u s t a i n e d degree t h e pure m u s i c a l form o f a work o f 

music, Mr. B e l l confesses t h a t he reads i n t o t h e harmonies and 

m u s i c a l p r o g r e s s i o n s t h a t he cannot grasp, human emotions o f 

t e r r o r and mystery, l o v e and hate, and spends the time i n a 

w o r l d o f t u r b i d f e e l i n g . But n e v e r t h e l e s s he recognizes i t 

t o be a w o r l d d e f i n i t e l y i n f e r i o r t o t h e w o r l d o f pure aes

t h e t i c ecstasy w h i c h he but r a r e l y v i s i t s ; a w o r l d where the 

sounds o f music seem "combined a c c o r d i n g t o the laws o f a 

m y s t e r i o u s n e c e s s i t y " , and where music e x i s t s as "pure a r t w i t h 

a tremendous s i g n i f i c a n c e o f i t s own, and i n no r e l a t i o n what-
(2) 

ever t o t h e s i g n i f i c a n c e o f l i f e " . T h is a t t i t u d e o f aes

t h e t i c a b s o r p t i o n he f i n d s a k i n t o t h a t i n f i n i t e l y sublime 

s t a t e o f mind t o which pure v i s u a l form t r a n s p o r t s him. 
(1) O l i v e B e l l , A r t , p. 32. 

(2) I b i d , p.31. 
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But p o v e r t y o f m u s i c a l a e s t h e t i c experience i s o f t e n en
r i c h e d by an a e s t h e t i c experience t h a t depends on an e x t r a -
m u s i c a l i n t e r e s t . This occurs when i n a d d i t i o n t o t h e emotion
a l e x p e r i e n c e d i r e c t l y due t o the music, a s s o c i a t i o n s are 
evoked which are f o l l o w e d and enjoyed f o r t h e i r i n t r i n s i c 
meaning and beauty. These two responses - the e m o t i o n a l and 
t h e a s s o c i a t i v e - go hand i n hand i n t h e case o f m u s i c a l exper
i e n c e , the emotions aroused by t h e music o f t e n t a k i n g t h e i r 
d i r e c t i o n from t h e a s s o c i a t i o n s evoked. Such e x t r a - m u s i c a l 
a e s t h e t i c enjoyment,, however, tends t o i n h i b i t t he f o l l o w i n g 
o f t h e m u s i c a l r e l a t i o n s h i p s f o r t h e i r own sake. I n t h e ex
p e r i e n c e o f t h e h i g h l y m u s i c a l person , a s s o c i a t i o n s t e n d t o 
be r e p r e s s e d , f o r t h e music i s l i s t e n e d t o f o r the sake of i t s 
own meaning and beauty, and n o t f o r t h e meaning and beauty o f 
a s s o c i a t i o n s , 

I must, however, emphasize the p o i n t t h a t no s u b j e c t ever 

l i s t e n s e x c l u s i v e l y i n one a t t i t u d e . However s t r i c t l y the 

thorough-paced l i s t e n e r tends t o i n h i b i t o t h e r ways o f exper

i e n c i n g music t h a n the p u r e l y c o n t e m p l a t i v e , where he gives 

h i s whole a t t e n t i o n t o t h e music, he does not always succeed i n 

k e e p i n g at: t h i s l e v e l . There i s f i r s t o f a l l the f a c t t h a t 

t r u e l i s t e n i n g i n v o l v e s a c e r t a i n amount o f mental e f f o r t , 

w h i c h he may be i n c a p a b l e o f undesirous o f e x e r t i n g . There i s 

a l s o t h e d o m i n a t i o n o f an emotion or a mood which may be too 

s t r o n g t o be d i v e r t e d towards r e i n f o r c i n g t h e e f f o r t r e q u i r e d 

i n t h e i n t e l l e c t u a l f o l l o w i n g o f the music. 
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T h i s mood may be i t s e l f r e i n f o r c e d i n i n t e n s i t y by the 

music. The s u b j e c t may even i n t h i s way achieve a k i n d o f 

s p i r i t u a l and e m o t i o n a l c a t h a r s i s t h r o u g h the music. 

A l s o , t h e s u b j e c t may p r e f e r t o l i s t e n a s s o c i a t i v e l y , or 

perhaps he cannot h e l p h i m s e l f and f o l l o w s the music a s s o c i a 

t i v e l y o r e m o t i o n a l l y because a programme i s suggested, e i t h e r 

a c c i d e n t a l l y , i n consequence o f a s u p e r f i c i a l resemblance i n 

t h e music t o some n a t u r a l s o u n d - e f f e c t , o r purposely, when a 

t i t l e o r programme i s g i v e n , o r when t h e music i s o b v i o u s l y 

i m i t a t i v e or i m p r e s s i o n i s t i c . 

The success w i t h which t h e a t t i t u d e o f a e s t h e t i c l i s t e n i n g 

i s t a k e n up and s u s t a i n e d , and t h e l i k e l i h o o d o f music's b e i n g 

e x p e r i e n c e d e m o t i o n a l l y , may depend on t h e q u a l i t y o f the music 

i t s e l f as w e l l as on the b i a s o f the l i s t e n e r . A l l music, 

p a r t i c u l a r l y music o f the cheap and m e r e t r i c i o u s s o r t , does not 

induce a e s t h e t i c a b s o r p t i o n . A p r o f e s s e d thorough-paced l i s 

t e n e r may l i s t e n a t a low l e v e l when he c o n s i d e r s the music 

unworthy o f g r e a t e r e f f o r t . A musician may a c c o r d i n g l y dance 

t o j a z z , and s u r r e n d e r h i m s e l f t o t h e p h y s i c a l q u a l i t i e s o f 

sound and rhythm i n j a z z , when he would not dream o f a t t e n d i n g 

t o i t f o r t h e sake o f i t s m u s i c a l i n t e r e s t . 

We now can see t h a t music induces t h e emotional responses 

I have d e s c r i b e d i n two c l e a r l y marked ways. 

I n the f i r s t way, as i n t h e case o f dance-music, i t may 
make use o f f a c t o r s which have an obvious p h y s i o l o g i c a l e f f e c t 
on t h e hearer. Such f e a t u r e s as catchy rhythms, sound 
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c o m b i n a t i o n s w h i c h arouse p l e a s a n t or e x c i t i n g f e e l i n g - t o n e , 

t h e use o f a t t r a c t i v e o r p h y s i o l o g i c a l l y a p p e a l i n g t i m b r e s , 

and so on, h e l p t o e x c i t e a c e r t a i n p h y s i o l o g i c a l r e a c t i o n , 

h a l f p l e a s a n t , h a l f p a i n f u l , i n the hearer. The s u b j e c t i s 

l i a b l e t o employ t h e f o r c e o f pleasant or e x c i t i n g f e e l i n g - t o n e 

w h i c h c h a r a c t e r i z e s t he experience o f such e f f e c t s i n order t o 

i n t e n s i f y o r mo d i f y an e x i s t i n g mood, o r t o c r e a t e a new one. 

Such f a c t o r s do n o t i n themselves, however, c r e a t e a d e f i n i t e 

e m o t i o n a l e x p e r i e n c e beyond a r o u s i n g pleasant or disa g r e e a b l e 

f e e l i n g - t o n e . T h i s o f t e n may t a k e t he form o f a vague con

sciousness o f b o d i l y w e l l - b e i n g , o r may even produce a sense 

o f a c t i v i t y i n sympathy w i t h these f a c t o r s . A common example 

i s t h e f e e l i n g t h a t the body i s buoyed up by the music, and 

f l o a t s u n d u l a t i n g l y a l o n g i n accord w i t h t h e rhythmic succession 

o f n o t e s . There i s a l s o another example i n the spontaneous 

movement o f t h e body which i s s t i m u l a t e d by the music. Such 

a movement occurs when we u n c o n s c i o u s l y j i g our f o o t i n time 

to t h e music. 

There i s a l s o t he p l e a s i n g or s t i r r i n g e f f e c t which c e r 

t a i n notes p l a y e d t o g e t h e r produce. The r e l a t i v e degree o f 

a b s o l u t e p l e a s a n t n e s s and \inpleasantness o f the d i f f e r e n t 

i n t e r v a l s used i n music has been determined f a i r l y a c c u r a t e l y 

by experiment. Octaves, major and minor ^ t h s and t h i r d s are 

t h e most agreeable. Successions of t h i r d s and s i x t h s , b o t h 

major and minor, are p o w e r f u l l y a f f e c t i n g . The opening theme 
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o f Brahms's C l a r i n e t Q u i n t e t , f o r example, owes much o f i t s 

sensuously b e a u t i f u l e f f e c t t o the predominance o f these 

i n t e r v a l s . I n t h e same way c e r t a i n i n s t r u m e n t a l t i m b r e s l i k e 

t h e v i o l o n c e l l o have a d i r e c t l y e m o t i o n a l e f f e c t on s u b j e c t s 

s e n s i t i v e t o q u a l i t y i n sound. 

Besides t h e music whi c h owes i t s e m o t i o n a l e f f e c t t o 

such d i r e c t l y a p p e a l i n g d e v i c e s , t h e r e i s a second t y p e which 

r e l i e s on some e x t e r n a l f a c t o r t o arouse a d e f i n i t e e m otional 

s t a t e . This i s the music which c e n t r e s round a concept, or a 

system o f concepts imposed on i t . Music which i s d e f i n i t e l y 

r e p r e s e n t a t i v e , o r pro g r a m m a t i c a l , as w e l l as music o f the 

i m p r e s s i o n i s t i c t y p e , comes under t h i s head. Successive ideas 

w h i c h are assigned t o t h e music w i l l b r i n g the corresponding 

emotion i n t h e i r t r a i n . Or the music may evoke an a r b i t r a r y 

system o f i d e a s , i o r even one complete s i n g l e i d e a , i n the 

l i s t e n e r , which arouses i n t u r n a s i n g l e dominant emotion or 

mood. Such, f o r example, i s t h e e f f e c t on me o f t h e C a n t i l e n a 

f r o m Chopin"s F u n e r a l March which I have a l r e a d y mentioned. 

Such a l s o seems t o be t h e e f f e c t o f most i m p r e s s i o n i s t i c o r 

t i t l e d music. Debussy's "La Cathedrale E n g l o u t i e " does not 

arouse t h e successive emotions which a d e s c r i p t i o n o f the 

s t o r y i n words would c a l l up. There i s c r e a t e d o n l y a r a t h e r 

nebulous mood o r f e e l i n g which i s l i n k e d up w i t h t h e mysterious 

u n r e s t o f t h e sea, A knowledge of the legend on which the 

t i t l e o f t h e music i s based o n l y helps t o add a c e r t a i n degree 

o f emphasis t o t h e e f f e c t produced by t h e m u f f l e d notes o f the 
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b e l l s as t h e y t o l l beneath t h e waves. The s t o r y b r i n g s a p i c 

t u r e t o t h e mind; but o n l y a vague m y s t i c a l mood would be 

aroused by the music w i t h o u t t h e story.' The music becomes 

the s e t t i n g f o r t h e mood; o r the mood becomes t h e s e t t i n g 

f o r t h e music. 

Thus i t i s o n l y when t h e music i s connected, e i t h e r super

f i c i a l l y , by the s u b j e c t h i m s e l f , o r more c l o s e l y because o f 

t h e d i r e c t r e p r e s e n t a t i o n a l n a t u r e o f t h e music, w i t h an i d e a , 

o r sequence of i d e a s , or w i t h the vague atmospheric meaning 

w h i c h works e n t i t l e d "Nocturne" or "Elegy", e t c . , convey, 

t h a t e m o t i o n a l s t a t e s w h i c h can be d e s c r i b e d i n d e f i n i t e emo

t i o n a l terms, are aroused. Every d e f i n i t e emotion i s accom

p a n i e d by an i d e a o r a c o n c e p t u a l meaning. I t has i t s r o o t i n 

an i n s t i n c t . Music cannot supply t h a t , i d e a ; nor can i t alone 

p l a y on t h a t i n s t i n c t ; i t can do so o n l y i n d i r e c t l y . But i t 

can supply t h e dynamism o f an emotion when emotional d i r e c t i o n 

i s a l r e a d y t h e r e . E m o t i o n a l d i r e c t i o n i s a f f o r d e d , t h a t i s , 

t h e emotion becomes d e f i n i t e , o n l y when an idea e x t e r n a l t o 

the music i s imposed on i t by t h e s u b j e c t h i m s e l f . The i d e a 

may be suggested by a p u r e l y m u s i c a l e f f e c t , e i t h e r t hrough 

a s s o c i a t i o n , o r because i t has become a c o n v e n t i o n t o p e r s o n i f y 

p a r t i c u l a r m u s i c a l e f f e c t s . I t may a l s o be suggested by a t i t l e , 

o r a programme, o r by t h e l i s t e n e r ' s own b i a s towards a s s o c i a 

t i v e l i s t e n i n g . 

I t i s unreasonable t o suggest t h a t music makes us exper
i e n c e human emotions i n t h e a b s t r a c t . To be f i l l e d w i t h a 
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f e e l i n g o f l o v e d i r e c t e d towards no p a r t i c u l a r o b j e c t i s not 

a v e r y c o n v i n c i n g e m o t i o n a l s t a t e . I t i s " I _ l o v e " ; and 

f u r t h e r , " I l o v e an ob.ject". Or i t may even by the knowledge 

t h a t "some one l o v e s " and " I f e e l ' l o v e ' i n sympathy". I n 

music t h i s some one may be f e l t t o be t h e composer, or an 

i m a g i n a r y hero. But u n l e s s t h e music i s g i v e n a programme o r 

a t i t l e t h e r e i s i n the music no j u s t i f i c a t i o n f o r bodying 

f o r t h a d e f i n i t e emotion. A l l t h a t i s t h e r e i s t h e dynamic 

element which g i v e s t h a t emotion i t s i n t e n s i t y o r depth. 

Thus we may sum up our f i n d i n g s as t o the n a t u r e o f an 

e x t r a - m u s i c a l e m o t i o n a l element i n m u s i c a l experience i n t h i s 

way: Where e m o t i o n a l s t a t e s o r even d e f i n i t e emotions are 

aroused by music, such e m o t i o n a l experience i s due t o the 

r e c o g n i t i o n o f a c e r t a i n sympathetic "dynamism" i n t h e music 

w h i c h i s a k i n t o t h a t dynamism which i s t h e e m o t i o n a l schemata 

or residuum o f t h e s u b j e c t ' s past e m o t i o n a l experience. The 

s u b j e c t may i n t e r p r e t t h i s dynamism o f t h e music i n terms o f 

e m o t i o n a l dynamism and so e x p e r i e n c e , by t h e a d d i t i o n o f some 

s o r t o f f r a g m e n t a r y i d e a , a c o r r e s p o n d i n g emotional experience. 

The e x t e n t t o w h i c h he i n t e r p r e t s the music e m o t i o n a l l y w i l l 

depend i n a l a r g e degree on t h e q u a l i t y o f h i s e m o t i o n a l memory. 

Where t h a t i s s l i g h t , o r where o t h e r f a c t o r s i n t e r v e n e t o 

p r e v e n t i t s having f r e e p l a y , he may r e c o g n i z e t h a t t h e music 

would produce a c e r t a i n mood were he disposed t o f e e l i t ; as 

happens when he f i n d s t h e music i s "gay" w i t h o u t f e e l i n g "gay" 

h i m s e l f . 
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Moreover, t he d e f i n i t e n e s s o f t h e mood or the d i r e c t i o n 

w hich t h e emotion t a k e s , and t h e l i k e l i h o o d o f a p a r t i c u l a r 

emotion's b e i n g aroused, are due p a r t l y t o the i n h e r e n t t e n 

dency o f t h e s u b j e c t t o supplement m u s i c a l meaning w i t h assoc

i a t i v e meaning, e s p e c i a l l y i n those cases where t h e music 

possesses obvious r e p r e s e n t a t i v e f e a t u r e s . The d e f i n i t e n e s s 

o f t h e emotion may a l s o be due t o the foreknowledge o f a p r o 

gramme accompanying the music. 

Such e m o t i o n a l experience i s , however,not a p u r e l y musical 

e x p e r i e n c e , and i n many cases i s h a r d l y a musica l experience 

a t a l l , s i n c e i t depends on an e x t r a - m u s i c a l element. I n d u l 

gence i n such e m o t i o n a l and a s s o c i a t i v e enjoyment i s i n h i b i t o r y 

t o t h e a t t i t u d e o f a e s t h e t i c a b s o r p t i o n i n the music, since 

here l i s t e n i n g demands u n d i v i d e d a t t e n t i o n i n o r d e r t h a t t h e 

m u s i c a l r e l a t i o n s h i p s may be grasped and f o l l o w e d . I n t e r e s t i n 

emotions o r moods which depend on e x t r a - m u s i c a l f a c t o r s must go 

t o t h e w a l l i n a e s t h e t i c a b s o r p t i o n . Where, however, the mus

i c a l r e l a t i o n s h i p s are e a s i l y grasped - when they are so ob

v i o u s as t o be t a k e n f o r g r a n t e d - or where they are t o o d i f f i 

c u l t t o be p r o p e r l y u n d e r s t o o d , then t he s u b j e c t may take r e 

fuge i n one o f t h e e m o t i o n a l a t t i t u d e s I have d e s c r i b e d . 

I n such a case he experiences t h e music e m o t i o n a l l y t o 

make up f o r t h e s l i g h t n a t u r e o f h i s i n t e l l e c t u a l grasp. Here 

e m o t i o n a l experience and a m u s i c a l experience which i n v o l v e s 

a c e r t a i n i n t e l l e c t u a l grasp o f the music do e x i s t s i d e by 
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s i d e , but i t i s d o u b t f u l whether complete a b s o r p t i o n i n the 

music can ever be a t t a i n e d where t h e r e e x i s t s an a d d i t i o n a l 

i n t e r e s t i n t h e emotion i n c i d e n t a l l y aroused. 
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CHAPTER X I I . 
THE AESTHETIC EMOTION IN LISTENING TO MUSIC. 

Al t h o u g h t h e e m o t i o n a l a t t i t u d e s d e s c r i b e d i n t h e p r e 

c e d i n g c h a p t e r are common enough i n t h e experience o f a l l 

l i s t e n e r s , i n c l u d i n g even those who a s p i r e t o t h e h i g h e s t l e v e l 

o f m u s i c a l l i s t e n i n g , t h e y a r e , as we have seen, separate 

f r o m and even i n h i b i t o r y o f a e s t h e t i c l i s t e n i n g . Music, des

p i t e programmes, t i t l e s , l i t e r a r y and n a t u r e a s s o c i a t i o n s , 

and a l l t h a t makes up t h e r e p r e s e n t a t i v e s i d e o f t h e a r t , i s 

a t b o t t o m a complex system o f t o n a l and rhythmic r e l a t i o n s h i p s . 

The grasp o f ' these elements i n t h e i r r e l a t i o n t o the 

extended work o f music which they make up i s t h e r e f o r e nec

e s s a r i l y b o t h a n a l y t i c and s y n t h e t i c . The music c o n s i s t s o f 

a p r o g r e s s i v e u n f o l d i n g o f such r e l a t i o n s h i p s ; t h e a p p r e c i a 

t i o n o f t h e music as a complete work o f a r t ^ w h i c h i s f u l l e s t 

when we are absorbed i n t h e music, i s based on an extended 

i n t e l l e c t u a l grasp. The n a t u r e o f t h e i n t e l l e c t u a l grasp -

t h e means whereby we f o l l o w t h e m u s i c a l s i g n i f i c a n c e o f and 

become absorbed i n the music - has been amply discussed i n 

t h e e a r l i e r c h a p t e r s . I t i s now r e l e v a n t t o i n q u i r e how f a r 

such an i n t e l l e c t u a l grasp may also be d e s c r i b e d as " a e s t h e t i c " . 

The f o l l o w i n g statements may be p o s s i t e d i n t h i s c o n n e c t i o n . 

The p e r c e p t i o n , o f t e n incomplete and obscure, o f the 

system of d e v e l o p i n g r e l a t i o n s h i p s which we know as music, i s 

no t merely a bare experience o f f o r m a l r e l a t i o n s h i p s . The 
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i n t e l l e c t u a l g rasp o f t h i s f o r m a l s i g n i f i c a n c e o f music i s 

accompanied, i n t r u e l i s t e n i n g , by a f f e c t i v e experience d i s 

t i n c t from t h e o r d i n a r y e m o t i o n a l experience which c o l o u r s 

human r e l a t i o n s h i p s . This emotion experienced i n t r u e l i s t e n 

i n g can, I t h i n k , be most adequately d e s c r i b e d as " a e s t h e t i c . " 

Assuming t h a t music does arouse i n t h e thorough-paced 

l i s t e n e r such a d i s t i n c t i v e e m o t i o n a l experience, i t must next 

be asked: "What i s i t s n a t u r e ? " "How does i t come i n t o p l a y ? " 

I n t h e f o l l o w i n g pages I s h a l l attempt t o show, f i r s t t h a t 

such an a e s t h e t i c emotion does e x i s t , inasmuch as i t i s i d e n t i 

c a l w i t h t h e j o y and s a t i s f a c t i o n and i n t e r e s t which a t t e n d 

t h e c r e a t i o n by t h e composer, or the c o n c e p t i o n a t second-hand 

by t h e l i s t e n e r , o f b e a u t i f u l music. Secondly, i t w i l l be 

seen t h a t such a e s t h e t i c emotion i s dependent on the complete

ness o f t h e i n t e l l e c t u a l g r a s p o f t h e m u s i c a l s i g n i f i c a n c e 

o f music. I t s presence and degree d i r e c t l y depend on the 

success w i t h which these f o r m a l r e l a t i o n s h i p s are grasped as 

r e l a t i o n s h i p s and f i t t e d i n t o t h e i r p l a c e i n the developing 

whole o f t h e a r t - w o r k . For i t must be a d m i t t e d t h a t what the 

thorough-paced l i s t e n e r d e s i r e s i s t o grasp and enjoy the 

s i g n i f i c a n c e and beauty o f t h e whole work, and he can o n l y do 

t h i s t h r o u g h h i s u n d e r s t a n d i n g o f the p a r t s . His i n t e r e s t i n 

t h e music i s an i n t e r e s t i n t h e d e v e l o p i n g o f a b e a u t i f u l whole 

which, can o n l y be conceived o r p e r f e c t l y understood i n musica l 

terms. 

There i s f i n a l l y t h e q u e s t i o n : " I s t h i s t h e e n t i r e 



3 l 6 o 

experience?" Must we admit, as many l i s t e n e r s have emphatic

a l l y a f f i r m e d , t h a t t h e r e i s a l s o present i n m u s i c a l a p p r e c i a 

t i o n a t i t s h i g h e s t an awareness and j o y i n some s p i r i t u a l o r 

t r a n s c e n d e n t meaning which i s dimly f e l t t o e x i s t behind t h e 

f o r m a l meaning and beauty o f t h e work, and which g l o r i f i e s 

t h e experience and g i v e s i t a m y s t i c a l value? 

We have a l r e a d y reached t he f o l l o w i n g c o n c l u s i o n s w i t h 

r e g a r d t o what I have d e s c r i b e d as " a e s t h e t i c l i s t e n i n g " . 

A e s t h e t i c l i s t e n i n g presupposes an i n t e r e s t i n music f o r i t s 

own sake. A e s t h e t i c a b s o r p t i o n i s thus based on t h e g r a s p i n g 

and f o l l o w i n g o f t o n a l and r h y t h m i c r e l a t i o n s h i p s , and the 

r e c o g n i t i o n o f t h e m u s i c a l whole which t h e y make up. This i s 

t h e c o g n i t i v e f a c t o r i n t h e experience o f l i s t e n i n g . The 

• i n t e r e s t i n t h e m u s i c a l whole f o r t h e sake of i t s i n t r i n s i c 

meaning and beauty i s the a f f e c t i v e element i n the experience. 

There must a l s o be i n c l u d e d t h e s t r i v i n g and e f f o r t which 

almost i n e v i t a b l y accompany t h e i n t e l l e c t u a l grasp on which 

i n t e r e s t depends. S u c c e s s f u l c o n a t i o n b r i n g s w i t h i t s a t i s 

f a c t i o n and i n t e r e s t o r a f f e c t i v e experience i n a g e n e r a l sen^o 

Such i s t h e o u t l i n e o f t h e experience, considered simply as an 

expe r i e n c e f o r and by i t s e l f . The f i n a l f a c t o r s o f s u c c e s s f u l 

e f f o r t and s a t i s f a c t i o n make t h e experience a v i t a l experience. 

The s u c c e s s f u l l y completed e f f o r t o f g r a s p i n g m u s i c a l r e l a t i o n 

s h i p s and s y n t h e s i s i n g them i n t o one comprehended whole o f 

ba l a n c e d a r t i s t i c u n i t y i s accompanied by more or l e s s 
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s a t i s f a c t i o n a c c o r d i n g t o whether the f i n a l comprehension o f 

t h e music thus achieved i s complete or p a r t i a l . There i s thus 

enjoyment o f t h e o b j e c t grasped and o f t h e s u c c e s s f u l grasping, 

The s a t i s f a c t i o n i s a growing s a t i s f a c t i o n i n t h e successive 

stages o f p a r t i a l l y r e a l i s e d e x p e c t a t i o n which c u l m i n a t e s i n 

t h e f i n a l r e a l i s a t i o n o f t h e r e c o n c i l i a t i o n and f u l f i l m e n t o f 

t h e p a r t s i n the whole. Because, i n a e s t h e t i c l i s t e n i n g , the 

s u b j e c t i s absorbed i n t h e music, and " l i v e s i t " , t h e success

f u l g r asp o f the music t h r o u g h which a b s o r p t i o n i s reached i s 

accompanied by a d e f i n i t e sense of s e l f - f u l f i l m e n t which par

t i a l l y e x p l a i n s t h e g e n e r a l glow and e x a l t a t i o n , o r h e i g h t e n i n g 

o f e m o t i o n a l t o n e , which l i s t e n i n g t o g r e a t , music i n s p i r e s . 

T h i s e x a l t a t i o n , r e s u l t i n g p a r t l y from t h e s a t i s f a c t i o n i n 

s u c c e s s f u l l y d i r e c t e d e f f o r t , i s as much due t o t h e ease and 

s k i l l w i t h which t h e l i s t e n e r f o l l o w s t h e music as i t i s t o 

i n t e r e s t i n t h e i n s p i r i n g q u a l i t i e s o f t h e music i t s e l f . I t 

t h e r e f o r e depends on the s u b j e c t ' s m u s i c a l s e n s i b i l i t y and on 

h i s m u s i c a l background - h i s power o f t a k i n g m u s i c a l r e l a t i o n 

s h i p s f o r grsLnted. I t i s a l s o q u a l i f i e d by the degree t o 

w h i c h t h e music f u l f i l s h i s e x p e c t a t i o n how f a r he i s r i g h t 

i n h i s p r e d i c t i o n s - and by the degree t o which he f i n d s and 

e n j o y s the music as b e a u t i f u l . (His standards o f beauty are 

n a t u r a l l y d e r i v e d from h i s past m u s i c a l e x p e r i e n c e ) . The 

s a t i s f a c t i o n he f e e l s i s t h u s a l s o determined by t h e q u a l i t y 

o f t h e music i t s e l f . The r e l a t i o n s h i p s may be themselves 
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o b s c u r e , o r i l l - a r r a n g e d ; and then t h e complete e f f e c t w i l l 
be i l l o g i c a l and i n a r t i s t i c . Thus besides the s a t i s f a c t i o n 
i n s u c c e s s f u l c o n a t i o n t h e r e i s a l s o i n t e r e s t i n c o g n i t i o n -
an i n t e r e s t c o n t r o l l e d by t h e degree t o which the l i s t e n e r 
approves o f t h e a r t i s t i c f i t n e s s w i t h which the r e l a t i o n s h i p s 
were developed t o form t h e m u s i c a l whole. But the l i s t e n e r 
must be capable o f r e c o g n i s i n g the i n e v i t a b l e n e s s o r a r t i s t i c 
j u s t i f i c a t i o n o f these r e l a t i o n s h i p s . Such a c a p a c i t y depends, 
as b e f o r e , p a r t l y on h i s background o f m u s i c a l experience; but 
i t i s a l s o p a r t l y i n s t i n c t i v e . . When music appeals t o him as 
b e a u t i f u l and i s f e l t t o be an i m p r e s s i v e , s u s t a i n e d , and 
coherent u t t e r a n c e and not merely a meaningless c o n c a t e n a t i o n 
o f sounds, the a e s t h e t i c emotion i s most i n t e n s e . The music 
i s f e l t t o be s i g n i f i c a n t becaise i t can be grasped as a 
whole. His a p p r e c i a t i o n o f music i s t h u s an experience o f 
th e s i g n i f i c a n c e o f the whole as a whole, through h i s under
s t a n d i n g o f the coherence o f t h e p a r t s . I t i s necessary t o 
emphasise t h i s once again, as i t i s p o s s i b l e t o grasp the 
p a r t s w i t h o u t r e a l i s i n g t h e i r s i g n i f i c a n c e as c o n s t i t u t i n g a 
whole endowed w i t h p e r f e c t u n i t y . I n an incomplete m u s i c a l 
p e r c e p t i o n , successive r e l a t i o n s h i p s may be grasped i n a 
l i m i t e d way, w i t h o u t t h e s u b j e c t c o r r e l a t i n g them i n t o a 
whole. Thus t h e i r f o r m a l i m p o r t may be immediately r e a l i s e d , 
as when we p e r c e i v e t h a t a c e r t a i n phrase ends i n a p a r t i c u 
l a r cadence. But we do not understand t h i s phrase f u l l y as 
music, u n l e s s we have f o l l o w e d i t s p r o g r e s s i o n from t h e 



b e g i n n i n g t h r o u g h each succeeding note u n t i l i t c u l m i n a t e s i n 

t h e cadence. ̂•'•̂  Mr. W. J. Turner's d e s c r i p t i o n o f l i s t e n i n g , 

i s i n t e r e s t i n g f o r the l i g h t i t throws on t h i s q u e s t i o n o f the 

a p p r e c i a t i o n o f the whole t h r o u g h the p a r t s . He b e l i e v e s t h a t 

t h e comprehension o f a complete work o f music i s dependent on 

what he c a l l s "an a c t o f i n t e r i o r r e c o g n i t i o n . " "When a l l the 

b i t s have been p i e c e d t o g e t h e r i n t h e memory t h e r e s t i l l r e 

mains t h e a c t o f i n t e r i o r r e c o g n i t i o n which makes them i n t o a 

whole. This a c t o f i m a g i n a t i o n - o f e x p e r i e n c i n g i n our ima

g i n a t i o n what ( t h e composer) ex p e r i e n c e s , i s o n l y p o s s i b l e , 

however, i f we can observe, remember, ajid f i t t o g e t h e r the 
( 2 ) 

b i t s . " I n f o l l o w i n g music i t i s assumed t h a t as the l i s t e n e r 

( 1 ) Such i m p e r f e c t u n d e r s t a n d i n g occurs most o f t e n when t h e 
a t t e n t i o n wanders. As I have shown, unwavering a t t e n t i o n 
i s necessary t o t r u e a e s t h e t i c a b s o r p t i o n i f an i n t r i 
c a t e work i s t o be c o h e r e n t l y f o l l o w e d from s t a r t t o 
f i n i s h . I n our enjoyment of a p i c t u r e , a s t a t u e , or a 
book, our a t t e n t i o n may wander at times w i t h o u t d e s t r o y 
i n g t he v a l u e o f our a e s t h e t i c enjoyment o f t h e whole 
work. But our a t t e n t i o n t o music must be continuous and 
s u s t a i n e d . The a p p r e c i a t i o n o f almost any o t h e r a r t -
form, w i t h perhaps t h e e x c e p t i o n o f drama, p e r m i t s o f 
t u r n i n g back so t h a t t h e s u b j e c t may r e f e r t o past d e t a i l s 
i n o r d e r t o understand what he cannot immediately grasp. 
But music a l l o w s no such t u r n i n g back, except i n the 
memory. At an o r d i n a r y c o n c e r - h e a r i n g the l i s t e n e r de
pends on h i s memory and on u n r e m i t t i n g a t t e n t i o n i f he i s 
t o f o l l o w t h e music s u c c e s s f u l l y . I t i s thus e v i d e n t 
t h a t a p e r f e c t grasp o f complex music at a s i n g l e h e a r i n g 
i s almost i m p o s s i b l e . The famous anecdote, which r e l a t e s 
how Mozart, a t t h e age o f f o u r t e e n , copied out from 
memory A l l e g r i ' s " M i s e r e r e " a f t e r a s i n g l e h e a r i n g des
c r i b e s an e x c e p t i o n a l case. Even Mozart had t o make a 
few c o r r e c t i o n s when he s e c r e t l y compared h i s copy w i t h 
t h e o r i g i n a l a t a second h e a r i n g i n t h e S i s t i n e Chapel. 

( 2 ) W. J. Turner, Beethoven , Footnote t o P . 2 9 8 . 
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i s r e c o r d i n g " t h e b i t s " he i s a t the same time f o r m i n g h i s 

comprehension o f t h e whole. But t h i s i s not always so. There 

i s a d i f f e r e n c e between g r a s p i n g a l i f e l e s s succession of 

f o r m a l r e l a t i o n s h i p s and r e c e i v i n g from a completed work a 

t o t a l i m p r e s s i o n o f v i t a l a r t i s t i c purpose or even " t r u t h " . 

Mr. Turner's use o f t h e phrase "the a c t o f i m a g i n a t i o n " em

p h a s i s e s t h e f a c t t h a t a e s t h e t i c l i s t e n i n g ' i s a c o n s t r u c t i v e 

e x p e r i e n c e . The l i s t e n e r must r e - c r e a t e f o r h i m s e l f t h e a r t 

work c r e a t e d i n t h e f i r s t p l a c e by t h e composer. Each music

a l phrase must be "thought a g a i n " i f i t i s t o convey any 

i m p r e s s i o n o f m u s i c a l beauty or s i g n i f i c a n c e t o the l i s t e n e r . 

T h i s n e c e s s i t y f o r i d e n t i f y i n g the s e l f i n l i s t e n i n g w i t h the 

music has been d i s c u s s e d elsewhere; but i t i s w o r t h w h i l e t o 

g l a n c e at t h i s aspect a g a i n from the s t a n d p o i n t o f p e r f o r m i n g , 

where the experience i s f u n d a m e n t a l l y necessary t o a t r u e and 

v a l u a b l e i n t e r p r e t a t i o n . 

I t i s d i f f i c u l t t o e x p l a i n why a performer who i s obvious

l y l i s t e n i n g t o t h e sense o f what he i s p l a y i n g should g i v e a 

more s a t i s f y i n g r e n d e r i n g o f Bach's Prelude i n 0 - ^ M i n o r 

(Book I o f The Well-tempered C l a v i e r ) f o r example, th a n the 

p l a y e r who p l a y s t h e notes u n t h i n k i n g l y , even though t h e 

l a t t e r g i v e s a s u p e r f i c i a l a i r of p h r a s i n g t o t h e whole p i e c e . 

The f i r s t p l a y e r seems t o f e e l the movement of t h e notes w i t h 

an i n t e n s i t y and a c o n v i c t i o n o f t h e i r a b s o l u t e s i g n i f i c a n c e 

w h i c h are l a c k i n g i n t h e second p l a y e r . T h e i r r i s e and f a l l 
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possess t h i s a b s o l u t e t r u t h and beauty f o r the former only so 

l o n g as he s t r a i n s t o f o l l o w the music. He may not t r o u b l e t o 

work out e x p l i c i t l y t he r e l a t i o n s o f the notes ( f o r he may not 

even know them o b j e c t i v e l y ) b u t he n e v e r t h e l e s s f e e l s the 

beauty and s i g n i f i c a n c e o f a phrase l i k e t h e f o l l o w i n g : -

1 

3C 

T h i s r e a l i s a t i o n , w i l l i m p a r t a u n i t y t o h i s r e n d e r i n g o f the 

phrase which seems t o be e x t e r n a l l y expressed i n e x q u i s i t e 

g r a d a t i o n s o f t o n e , momentary r u b a t o , and f i n i s h o f p h r a s i n g . 

The same q u a l i t i e s w i l l a l s o d i s t i n g u i s h h i s performance o f 

t h e whole work. Such a p l a y e r has a c o n c e p t i o n of f i n i s h , 

o f rounded, p e r f e c t i o n o f beauty and of a b s o l u t e s i g n i f i c a n c e 

w i t h o u t n e c e s s a r i l y f e e l i n g t h e work t o be expressive o f the 

"Holy o f H o l i e s " , as one commentator has d e s c r i b e d i t . Such 

a r t i s t i c performance, l i k e a t t e n t i v e l i s t e n i n g , i n v o l v e s 

c r e a t i v e a c t i v i t y ; and t h i s , even at second-hand b r i n g s w i t h 

i t a p e c u l i a r s a t i s f a c t i o n . This s a t i s f a c t i o n , which i s 

remote from any i d e a o f u l t e r i o r purpose and may be t r u l y 

d e s c r i b e d as a e s t h e t i c , and which, i n t h e composer, at t e n d s 
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t h e c r e a t i o n o f music at f i r s t - h a n d and, i n the l i s t e n e r or 

p e r f o r m e r , the r e - c r e a t i o n o f a b e a u t i f u l work o f music at 

second-hand, must now be d e a l t w i t h more f u l l y . 

I t i s f i r s t and foremost a d i s i n t e r e s t e d s a t i s f a c t i o n . 

We l i s t e n and e n j o y s o l e l y f o r the sake o f l i s t e n i n g . The 

a e s t h e t i c emotion which a t t e n d s such l i s t e n i n g i s t h e r e f o r e 

a k i n t o the emotion c h a r a c t e r i s t i c o f t h e p l a y - a c t i v i t y of t h e 

young. I t i s a p r o l o n g a t i o n o f s a t i s f a c t i o n i n s u c c e s s f u l 

e f f o r t f o r i t s own sake. Thus, l i k e p l a y - a c t i v i t y , i t may 

a l s o be d e s c r i b e d as a m a n i f e s t a t i o n o f t h e c r e a t i v e i n s t i n c t , 

w i t h o u t the u t i l i t a r i a n purposiveness which g i v e s meaning t o 

c r e a t i v e a c t i v i t y o u t s i d e t h e realm o f a r t . 

But t h e t r a c i r ^ back t o i t s o r i g i n o f the a e s t h e t i c emo

t i o n (which M. R i b o t c a l l s , perhaps more a c c u r a t e l y , • 

" a e s t h e t i c f e e l i n g " ) i s not so i m p o r t a n t as the f a c t t h a t o n l y 

by a d m i t t i n g t h e e x i s t e n c e o f such an emotion can we e x p l a i n 

t h e p e c u l i a r j o y and s a t i s f a c t i o n which t h e c o n t e m p l a t i o n o f 

g r e a t a r t b r i n g s . I t i s a j o y and s a t i s f a c t i o n i n t h e absolute 

or i n t r i n s i c meaning and beauty of a work o f a r t . For though 

t h e o r i g i n o f music may be t r a c e d back t o "song" when i t was a 

spontaneous and i n s t i n c t i v e means o f e x p r e s s i o n , a r t does not 

b e g i n u n t i l "song" i s d i v o r c e d from i t s end as " e x p r e s s i o n " 

and i s regarded as an end i n i t s e l f . The song i s e x t e r n a l i s e d 

by t h e s i n g e r i n t h e sense t h a t he d i s s o c i a t e s i t s v a l u e as 

p e r s o n a l e x p r e s s i o n from i t s i n t r i n s i c v a l u e as a b e a u t i f u l 

f o r m . Though t h e s i n g e r may a l s o examine i t and f i n d i t good 
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as e x p r e s s i o n , he must f i n d i t good and a t t r a c t i v e i n i t s e l f 

i f he i s t o experience i t a e s t h e t i c a l l y . This i n t e r e s t i n , 

'and a p p r e c i a t i o n o f , t h e song apart from i t s value as expres

sion-may extend so f a r t h a t t h e s e l f i s submerged i-n the a r t -

f o r m , but not i n t h e same way as when the s e l f was i d e n t i f i e d 

w i t h t h e song as a spontaneous e x p r e s s i o n of s e l f . The s i n g e r 

r e p e a t s h i s song, now no l o n g e r merely a form o f t h i s spon

taneous s e l f - e x p r e s s i o n , from sheer d e l i g h t i n the beauty o f 

h i s own c r e a t i o n , w i t h which he now i d e n t i f i e s h i m s e l f i n a 

new way. 

I t i s t h i s i d e n t i f i c a t i o n o f the s e l f w i t h the a r t - f o r m 

w h i c h I r e g a r d as f u n d a m e n t a l l y c h a r a c t e r i s t i c o f a e s t h e t i c 

a b s o r p t i o n i n music. The e x p r e s s i v e o r s u b j e c t i v e element 

b e h i n d t h e s e l f - i n d i v i d u a t i o n i n the song as a r t , cannot, 

however, be e n t i r e l y s e p a r a t e d from the f o r m a l element, s i n c e 

i n t h e l a s t r e s o r t i t i s the s u b j e c t i v e element which d e t e r 

mines the form. For i t must be acknowledged t h a t music a t 

t a i n s most n e a r l y t h a t i d e a l towards w h i c h a l l the a r t s s t r i v e 

- t h e i d e a l i n which, a c c o r d i n g t o P a t e r , "form and content 

are one, i n w h i c h the t h i n g s a i d and the manner o f saying i t 

cannot be separated." ̂  •'"̂  Thus the meaning o f music i s i n d i s -

s o l u f o l y u n i t e d t o i t s f o r m a l meaning, and cannot e x i s t a p a r t 

f r o m i t . I n a r t ^ f o r m and c o n t e n t are o n l y separable when the 

c o n t e n t i s c o n c r e t e and d e f i n i t e , and t h e r e f o r e comes most 

( 1 ) W a l t e r P a t e r , Essay on t h e School of G i o r g i o n e , i n 
The Renaissance, P . 1 4 4 . 



3 2 4 . 

c l o s e t o t h e o b j e c t i v e aspects o f l i f e . I n music the m a t e r i a l 

i s a b s t r a c t , t h e r e f o r e i t can o n l y embody an a b s t r a c t conten'!^^ 

• A melody, t o take a s i n g l e and simple u n i t , i s a l o g i c a l 

( = r e l a t e d ) sequence o f tones. I t makes no a s s e r t i o n ; t h e r e 

f o r e i t cannot be d e s c r i b e d as t r u e , except i n t h e sense t h a t 

i t possesses an a b s o l u t e m u s i c a l t r u t h , or what c o u l d be des

c r i b e d as an i n t r i n s i c s i g n i f i c a n c e which i s i t s own excuse 

f o r b e i n g . But now we a r r i v e at t h e v i t a l q u e s t i o n : "What, 

t h e n , makes such p u r e l y f o r m a l r e l a t i o n s h i p s s a t i s f y i n g , and 

g i v e s them a s i g n i f i c a n c e capable o f a r o u s i n g t h e a e s t h e t i c 

i n t e r e s t we are d e a l i n g w i t h ? " Why s h o u l d s e l f - i n d i v i d u a t i o n 

w i t h m u s i c a l r e l a t i o n s h i p s be such a s a t i s f y i n g a e s t h e t i c 

experience? I n o t h e r words, i s p e r c e p t i o n o f u n i t y o f form 

i n h e r e n t l y s a t i s f y i n g ? 

H a n s l i c k speaks o f t h e i n t r i n s i c beauty o f the arabesque 

as b e i n g a source o f p l e a s u r e . As a f o r m a l i s t h i s view i s t h e 

o r t h o d o x one; but what adds a p a r t i c u l a r and an almost con

t r a d i c t o r y emphasis t o h i s a e s t h e t i c t h e o r y i s the f o l l o w i n g 

a d m i s s i o n ; "Far be i t from us t o u n d e r - r a t e the deep emotion 

w h i c h music awakens I t i s one of t h e most pr e c i o u s 

o f i n e s t i m a b l e s e c r e t s o f n a t u r e , t h a t an a r t should have t h e 

power o f evoking f e e l i n g s e n t i r e l y f r e e from w o r l d l y a s s o c i a -
( 2 ) 

t i o n s , and k i n d l e d , as i t were, by t h e spark d i v i n e . 

( 1 ) "The f l u i d n a t u r e o f (music's) impressions renders them 
d i f f i c u l t t o d e f i n e - sounds and rhythms have a b s o l u t e 
v a l u e . " G. Dyson, The Hew Music, P . 1 9 . 

( 2 ) H a n s l i c k , The B e a u t i f u l i n Music, P . 2 6 . 
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I t has been a d m i t t e d i n the p r e v i o u s c h a p t e r how prone musical 
l i s t e n e r s are t o t r a n s l a t e t h e i r m u s i c a l experience i n t o emo
t i o n a l terms. Since t h e v e r y n a t u r e o f music i s u t t e r a n c e -
u t t e r a n c e t h r o u g h the medium o f a b s t r a c t s o u n d - r e l a t i o n s h i p -
and s i n c e t h a t u t t e r a n c e i s expressed i n a f o r m a l beauty o f 
sound t o which t h e r e i s no p a r a l l e l among the e x t e r n a l r e a l i 
t i e s o f the w o r l d we l i v e i n , i t i s n a t u r a l t h a t music i n i t s 
p u r e s t and most e x a l t e d form should be regarded as expressive 
o f some t r a n s c e n d e n t a l o r s p i r i t u a l meaning., and t h a t i t should 
even be f e l t as r e v e l a t o r y o f the fundamental and e t e r n a l 
t r u t h s o f e x i s t e n c e . But such i n t e r p r e t a t i o n o f music i n 
t r a n s c e n d e n t a l terms i s again a s u b j e c t i v e r e a c t i o n . I n every 
case i t can be t r a c e d back as due t o t h e fundamental b e l i e f s off 
t h e i n d i v i d u a l l i s t e n e r . As opposed t o t h i s s p i r i t u a l view o f 
music's s i g n i f i c a n c e i s t h e p u r e l y m a t e r i a l i s t i c view of a 
c l e v e r s c i e n t i s t and mathematician o f my acquaintance. Such 
l i s t e n e r s as t h i s p r o f e s s e d l y a g n o s t i c , or even a t h e i s t i c a l 
s c i e n t i s t , f i n d no such s p i r i t u a l meaning i n music, and r e g a r d 
i t as s a t i s f y i n g from t h e p o i n t of f o r m a l beauty alone. 

T h i s b e l i e f i n t h e s p i r i t u a l v a l u e o f music can be l i n k e d 

up w i t h a second c o n s i d e r a t i o n which I have a l r e a d y touched 

on - t h a t i s , t h e tremendous s i g n i f i c a n c e and impressiveness 

o f sound and rhythm i n t h e i r elementary p h y s i c a l aspect. The 

q u e s t i o n may be put t h u s : How f a r i s t h e fundamental impres

s i v e n e s s ( i m p r e s s i v e n e s s here t o be i n t e r p r e t e d i n terms o f 

a g r e e a b l e , e x c i t i n g and a w e - i n s p i r i n g q u a l i t i e s ) o f tone and 
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r h y t h m i n t r i n s i c a l l y r e s p o n s i b l e f o r t h i s a e s t h e t i c experience 

and f o r t h i s s p i r i t u a l e l e v a t i o n ? 

I n m u s i c a l l i s t e n i n g t h e r e i s always, as we have seen, a 

b a s i s o f p l e a s u r e - p a i n d i s t r i b u t i o n which i s the d i r e c t r e s u l t 

o f t h e p h y s i c a l elements o f m.usic. I n a e s t h e t i c l i s t e n i n g 

t h e s e p h y s i c a l e f f e c t s are no l o n g e r enjoyed f o r t h e i r own 

sake a l o n e , as i n l i s t e n i n g at the sensory l e v e l , but they 

n e v e r t h e l e s s g i v e a c e r t a i n "tone" t o the a e s t h e t i c experience. 

These f a c t o r s - rhythm, harmonious combinations, t i m b r e , and 

t h e l i k e - w h i c h c o n t r o l t h e prima,ry p l e a s u r e - p a i n d i s t r i b u 

t i o n are not s u f f i c i e n t t o account f o r more than a v e r y s m a l l 

degree o f m u s i c a l a e s t h e t i c p l e a s u r e . ̂"''̂  B a s i c a l l y , music 

s h o u l d show a predominance o f , or a t l e a s t g i v e an i m p l i c i t 

emphasis t o , such agreeable o r s a t i s f y i n g l y s t i m u l a t i n g e f f e c t s , 

o r i t would descend t o the realm o f cacophony and cease t o 

appeal a t a l l . But music i s ever so much more than t h i s . 

Music, heard and enjoyed as an a r t , i s the ordered sound and 

r h y t h m i c u n i t y as conceived i n the f i r s t place by an i n d i v i d 

u a l mind ( o r , as i n t h e case o f f o l k - s o n g , a group o f minds) 

and u n d e r s t o o d as such at second-hand by the l i s t e n e r . Thus 

we can a f f i r m t h a t no music, d e f i n e d from t h i s p o i n t o f view, 

can e x i s t spontaneously i n Nature. The a e s t h e t i c l i s t e n e r 

( l ) "Tone and rhythm, c o l o u r and form, have a n a t u r a l beauty 
o r u g l i n e s s , are a n a t u r a l base o f emotion." W. M i t c h e l l , 
The S t r u c t u r e and Growth o f the Mind, p . 1 7 7 . 
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demands something more from music than f o r m l e s s melodious 

sounds and rhythms such as he may hear i n the song o f b i r d s . 

I have r e p e a t e d l y d e s c r i b e d music as a u n i t y o f f o r m a l 

r e l a t i o n s h i p s conceived i n a c e r t a i n o r d e r by an i n d i v i d u a l 

mind. I s t h e r e c o g n i t i o n o f such u n i t y o f form i n h e r e n t l y 

s a t i s f y i n g , and i s i t a s u f f i c i e n t b a s i s f o r a e s t h e t i c s a t i s 

f a c t i o n ? I b e l i e v e t h a t i t i s . From my own experience o f 

l i s t e n i n g , and f r o m my o b s e r v a t i o n o f t h e experience o f musi

c i a n s and c u l t u r e d l i s t e n e r s , I b e l i e v e t h a t t h i s i s what they 

ask f r o m music as a source o f s a t i s f y i n g a e s t h e t i c experience. 

Let us t u r n a g a i n t o t h e q u e s t i o n o f f o r m a l r e l a t i o n s h i p s , t h e 

d i s c u s s i o n o f w h i c h has formed the major p a r t o f t h i s t h e s i s . 

We have seen how t h e i n t e r e s t o f the thorough-paced l i s t e n e r 

i s c e n t r e d on the d e v e l o p i n g system o f r e l a t i o n s h i p s ; how t h e 

music a l t e r n a t e l y arouses and s a t i s f i e s e x p e c t a t i o n . The form

a l scheme o f music p r o v i d e s g r e a t e r v a r i e t y and scope for-

d e v e l o p i n g experience w i t h i n the necessary l i m i t s t han any 

o t h e r a r t . This i s what makes complex the i n t e r e s t i n the 

course of f o l l o w i n g music. The p h y s i o l o g i c a l pleasantness o f 

sound-combinations p a l l s u n l e s s these are c o n t r a s t e d and de

v e l o p e d as moving p a r t s o f a v i t a l whole. The r e l i e f which i s 

g i v e n by v a r i a t i o n o f i n t e n s i t y and t i m b r e p r o v i d e s o n l y the 

minimum o f i n t e l l e c t u a l di f f e r e n c e o f one p a r t o f t h e composi

t i o n f r o m o t h e r s , and does n o t stave o f f t h e boredom o f 
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f a m i l i a r i t y . 

The i n t e r e s t which a programme a f f o r d s i s not a v i t a l 

c o n s t i t u e n t t o i n t e r e s t i n t h e music f o r i t s own sake, f o r 

t h e l a t t e r can e x i s t i n d e p e n d e n t l y , and indeed may be i n h i b i t e d 

by t h e presence o f the f o r m e r . M u s i c a l a e s t h e t i c i n t e r e s t de

pends on a p r o g r e s s i v e f o l l o w i n g o f p i t c h - a n d - t i m e r e l a t i o n s h i p s , 

i n w h i c h t h e r e l a t i o n s h i p s are grasped ( n o t n e c e s s a r i l y e x p l i c 

i t l y , and most o f t e n o n l y i n t u i t i v e l y as i s g e n e r a l l y the case 

i n complete a e s t h e t i c a b s o r p t i o n ; i n the case o f s k i l l e d musi

c i a n s they are t a k e n f o r g r a n t e d ) b o t h s u c c e s s i v e l y , and f i n a l l y 

as making up a s i g n i f i c a n t m u s i c a l whole. P r o g r e s s i v e l y sus

t a i n e d and p a r t i a l l y s a t i s f i e d e x p e c t a t i o n d i s t i n g u i s h e s the 

course o f e x p e r i e n c e u n t i l t h e f i n a l n ote i s sounded, when a l l 

c o n t r a s t e d elements are f e l t t o be r e c o n c i l e d . The s a t i s f a c t i o n 

w h i c h a t t e n d s t h e complete or p a r t i a l f u l f i l m e n t o f t h i s ex

p e c t a t i o n forms a most i m p o r t a n t f a c t o r i n d e v e l o p i n g and ex

panding t h i s a e s t h e t i c i n t e r e s t . A e s t h e t i c i n t e r e s t i s thus 

m a i n l y based on an i n t e l l e c t u a l grasp. " I n t e l l e c t u a l " must here 

be t a k e n t o r e f e r not t o a s y s t e m a t i s i n g and u n d e r s t a n d i n g o f 

concepts o r c o n c e p t u a l meaning, but t o a s y s t e m a t i s i n g and f o l 

l o w i n g o f f o r m a l r e l a t i o n s h i p s and a g r a s p i n g o f the m u s i c a l 

"meaning" w i t h which such r e l a t i o n s h i p s have become t r a d i t i o n 

a l l y endowed. ̂ "̂ ^ Such m u s i c a l meaning has p o i n t o r v a l u e as an 

i n t e l l i g i b l e , c o h e r e n t , and b e a u t i f u l u n i t y of the f o r m a l 

( l ) c f . Chapter V I I . 
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elements o f tone and rhythm. ' This i n t e l l e c t u a l grasp o f 

m u s i c a l meaning can i n t h e l a s t r e s o r t be d e s c r i b e d as " i n t u i 

t i v e . " 

But though t h i s b a s i c s a t i s f a c t i o n i n s u c c e s s f u l e f f o r t 

i s a prominent f e a t u r e i n t h e a e s t h e t i c s a t i s f a c t i o n which 

l i s t e n i n g t o and u n d e r s t a n d i n g good music a f f o r d s , t h e r e i s a 

more i m p o r t a n t f a c t o r i n t h e experience which c o n s i s t s i n t h e 

i n t e r e s t i n the music i t s e l f . The i n t e r e s t i n t o n a l and r h y t h 

mic r e l a t i o n s h i p s i s an i n t r i n s i c i n t e r e s t . As i n the case o f 

song d i v o r c e d from i t s v a l u e as p e r s o n a l e x p r e s s i o n , i n t e r e s t 

i s not d i r e c t e d towards t h e achievement o f a g o a l e x t e r n a l t o 

t h e music. I n t h e development of t h i s i n t e r e s t t h e mental 

s t a t e as w e l l as t h e music i s v a l u e d f o r i t s e l f w i t h o u t r e g a r d 

f o r t h e r e l a t e d ideas p e r m i t t i n g a c t i o n or l o g i c a l t h o u g h t . 

The p e r f e c t f o l l o w i n g and u n d e r s t a n d i n g of the music i s the 

o n l y g o a l . Except i n the case of o b j e c t i v e ( c r i t i c a l ) l i s t e n 

i n g , t h e l i s t e n e r has no o t h e r aim i n view than t o o b t a i n 

a e s t h e t i c s a t i s f a c t i o n , t h o u g h t h i s need not be c o n s c i o u s l y 

sought. Even i n o b j e c t i v e l i s t e n i n g t he g o a l i s the same, but 

i s now pushed one st e p f u r t h e r back. The c r i t i c a l l i s t e n e r 

may l i s t e n t o improve h i s t e c h n i c a l knowledge i n o r d e r t o know 

and e n j o y t h e music b e t t e r i n the f u t u r e ; though he must not 

f o r g e t t h i s u l t i m a t e aim, and f a i l t o proceed, t o s u b j e c t i v e 

l i s t e n i n g once he has a t t a i n e d the means. True a e s t h e t i c 

l i s t e n i n g i s s u b j e c t i v e o r c o n t e m p l a t i v e , not o b j e c t i v e or 



3 3 0 . 

c r i t i c a l . As i n p l a y , t h e l i s t e n e r i s a b l e t o enjoy t he use 

o f h i s f a c u l t i e s , and d e l i g h t s i n the music which he i s 

f o l l o w i n g , w i t h a l l t h e freedom from thought o f a g o a l which 

we see i n t h e c h i l d at p l a y . There i s present no conscious 

or unconscious t h o u g h t o f purpose. Nor i s the music f o l l o w e d 

o r e n j o y e d f o r any reason t h a n t he sake o f i t s i n t r i n s i c 

i n t e r e s t . The l i s t e n e r l i v e s the music, not e m o t i o n a l l y , 

d r a m a t i c a l l y or a s s o c i a t i v e l y , but m u s i c a l l y , or f o r m a l l y . 

And j u s t as p l a y i s an experience o f s e l f - a c t i v i t y which 

e x e r c i s e s and develops t h e muscles and prepares the i n d i v i d u a l 

f o r p u r p o s i v e a c t i o n i n a d u l t years, so l i s t e n i n g t o music i s 

a f o r m o f s e l f - a c t i v i t y b r i n g i n g h i g h e r c e n t r e s i n t o a c t i o n . 

Such experience e x e r c i s e s and s t r e n g t h e n s t he f a c u l t i e s on 

wh i c h t he s o l v i n g o f l i f e ' s h i g h e r problems depends. Play 

does i t s work d i r e c t l y , music performs i t s t a s k i n d i r e c t l y , 

b u t n o t l e s s t h o r o u g h l y . The coherent f o l l o w i n g o f music, on 

which a e s t h e t i c i n t e r e s t depends, demands p e r s i s t e n t e f f o r t . 

T r a n s f e r r e d t 0 t h e f i e l d o f p r a c t i c a l and moral . a c t i v i t y , s u r e 

l y t h e h a b i t o f s.teady c o n c e n t r a t i o n must h e l p t he normal i n 

d i v i d u a l t o a t t a i n a s t e a d f a s t n e s s o f purpose and a r e c o g n i 

t i o n o f t h e i n n e r harmony o f l i f e which w i l l b r i n g him t o a 

n o b l e r and f u l l e r way o f l i v i n g . 

Though t h e m u s i c a l experience o f the l i s t e n e r i s , i n i t 
s e l f , i m m e d i a t e l y u n r e l a t e d t o the w o r l d o f g e n e r a l experience, 
i t i s , n e v e r t h e l e s s , c o n d i t i o n e d i n i t s i n t e n s i t y and s i g n i f i 
cance by h i s g e n e r a l c a p a c i t y t o e x p e r i e n c i } ^ I n t h i s way, t h e 
( l ) W, M i t c h e l l , The S t r u c t u r e and Growth o f the Mind, p . 1 7 0 . . 
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e f f e c t o f music on the g e n e r a l c a p a c i t y t o experience, and 

the c u m u l a t i v e e f f e c t o f g e n e r a l experience on t h e p a r t i c u l a r 

m u s i c a l e x p e r i e n c e , are r e c i p r o c a l . For i n the experience o f 

music, as i n a l l forms o f exper i e n c e , t h e problems o f person

a l i t y and i n d i v i d u a l i t y must be taken i n t o c o n s i d e r a t i o n . I t 

i s f a i r l y c e r t a i n t h a t t h e g r e a t e r i s t h e s u b j e c t ' s c a p a c i t y 

t o e x p e r i e n c e , and the w i d e r h i s background of g e n e r a l exper

i e n c e , t he r i c h e r w i l l be h i s p a r t i c u l a r experience, p r o v i d e d 

t h a t t h e immediate means are w i t h i n h i s reach-. I n the case o f 

music he must be m u s i c a l l y r e c e p t i v e , and he must pay a t t e n t i o n 

t o t h e music t o t h e e x c l u s i o n o f a l l o t h e r i n t e r e s t s . 

B r o a d l y speaking, t h e l i s t e n e r ' s m u s i c a l experience i s 

p a r t l y dependent on h i s p e r s o n a l i t y , i n t h e same way as the 

composer's p e r s o n a l i t y determines t h e s t y l e and b r e a d t h o f 

c o n c e p t i o n o f h i s music. Beethoven had more t o say, m u s i c a l l y , 

t h a n Bach, f o r example, and s a i d i t more s i g n i f i c a n t l y , f o r 

Beethoven had t h e deeper and more developed c h a r a c t e r or per

s o n a l i t y . Even t a k i n g i n t o c o n s i d e r a t i o n the f a c t t h a t Bach's 

ge n i u s was l i m i t e d by t h e s t r i c t e r forms he was c o n s t r a i n e d t o 

use because o f t h e p e r i o d i n which he w r o t e , t h i s c o n c l u s i o n 

s t i l l s tands. Bach expressed t h r o u g h h i s work a more l i m i t e d 

p e r s o n a l e x p e r i e n c e , though w i t h g r e a t e r p e r f e c t i o n o f form., 

t h a n Beethoven. I t must be understood t h a t the words "person

a l i t y " , " i n t e r p r e t " , and "expressed", have only a g e n e r a l 

s i g n i f i c a n c e . The composer o n l y i n t e r p r e t s the r e l a t i o n o f 
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h i s p e r s o n a l i t y to l i f e i n the sense t h a t a l l experience helps 
to deepen and strengthen the inner nature; and a musical idea, 
or, on a l a r g e r scale, the u n i t y of developed euad contrasted 
ideas which make, -up a work of music, i s a product, and to a 
c e r t a i n degree, a r e f l e c t i o n of that inner nature. Though the 
s i g n i f i c a n c e of a musical idea cannot be explained i n the 
terms of conceptual meaning as we o r d i n a r i l y understand i t , 
the form t h a t a musical idea takes i s nevertheless determined 
by the p e r s o n a l i t y of the composer. I n the same way, the 
breadth of the e n t i r e musical conception r e f l e c t s the breadth 
of the composer's inner nature. I t i s , a s . i t were, a trans
mutation of experience i n t o the purely abstract terms of form
a l t o n a l and rhythmic r e l a t i o n s h i p s . The more valuable the 
l i f e - e x p e r i e n c e , the more valuable w i l l be the musical idea 
and the f i n e r the t o t a l conception. This argument holds good 
w i t h regard to the experience of the l i s t e n e r only i n reverse 
order, as the musical idea i s ready made f o r him, and he has 
merely to r e - l i v e i t i n order t o enjoy i t . 

Besides the f a c t t h a t the l i s t e n e r ' s musical experience 
gains i n d i r e c t l y i n depth and richness from the richness of his 
extra-musical l i f e , i t must also be recognised th a t the l i s 
tener may t u r n t o music by way of "escape" from the r e a l i t i e s 
and problems of p r a c t i c a l l i f e . I n music he f i n d s a world 
where a musical l o g i c and a musical s i g n i f i c a n c e and purposive-
ness take the place of the world of s t r i v i n g and p e r p l e x i t y 
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i n which we l i v e . Here he achieves a joy and a s a t i s f a c t i o n 
perhaps never t o be r e a l i s e d i n the w o r l d of a c t u a l f a c t . 
Thus music becomes a means of strengthening the l i s t e n e r to 
take up the b a t t l e again. 

Dr. Vernon Lee p a r t l y substantiates t h i s view when she 
ascribes to music the r o l e of providing the excitement which 
she believes i s of v i t a l need to man, "̂''̂  From evidence c o l 
l e c t e d by her numerous questionnaires Dr. Lee draws the f o l 
lowing conclusions: "Music ministers to an,underlying v i t a l need 
f o r excitement as such. A need which, f i n d i n g s a t i s f a c t i o n i n 
a l l other human a c t i v i t i e s , sexual, muscular, or cerebral, may 
i t s e l f , I cannot help ( i g n o r a n t l y ) fancying, be fundamental 
and o l d e r : need f o r change i n l i f e ' s process of replenishment 
and e l i m i n a t i o n ; and where the a c t i v i t i e s are psychic, change 
f e l t as r e v i v i f y i n g and g r a t e f u l excitement." Dr. Lee follows 
t h i s theory w i t h a t h o u g h t f u l r e c o g n i t i o n of music's funda
mental place and purpose i n l i f e . I t i s her b e l i e f that"man 
had b e t t e r i n f u t u r e f i n d a s a t i s f a c t i o n of t h i s need f o r v i t a l 
excitement i n l i s t e n i n g t o great music instead of t u r n i n g Europe 
i n t o a b a t t l e f i e l d . " 

I t may indeed be t h a t t h i s i s so. But to seek a purpose 
f o r music outside the d e l i g h t which i t s contemplation arouses 

( l ) Vernon Lee, Music and I t s Lovers, p. 558 



334. 

and the t r a n q u i l i t y i t creates seems an unnecessary attempt to 
b r i n g music i n t o d i r e c t r e l a t i o n w i t h the p r a c t i c a l eind moral 
needs of l i f e . "Man does not l i v e by bread alone" i s a hack
neyed saying but nevertheless t r u e . S p i r i t u a l needs must be 
s a t i s f i e d no less than m a t e r i a l . No other a r t , w i t h the 
possible exception of l i t e r a r y a r t , brings the contemplative 
ecstasy and s a t i s f a c t i o n which music brings. Even l i t e r a t u r e , 
a f t e r a l l , i s c l o s e l y k n i t w i t h the things and events, the 
persons and the emotions, of l i f e . The contemplation of music 
i s contemplative experience par excellence. I t i s n a t u r a l f o r 
man t o d e l i g h t i n , and be tranquiUised by, what i s b e a u t i f u l , 
whether or not i t has a purpose beyond i t s existence as b e a u t i 
f u l . Accordingly, t h e r e f o r e , i n the aesthetic contemplation, 
which i s true l i s t e n i n g , there must be included along w i t h 
the s a t i s f a c t i o n f e l t i n f o l l o w i n g r e l a t i o n s h i p s and recognis
in g the whole i n the developing progression of the parts - the 
perception of musical form - and over and above the e s s e n t i a l 
basis o f sensuous pleasure i n the musical m a t e r i a l , a t h i r d 
element. This i s the r e c o g n i t i o n of the music as b e a u t i f u l . 
This t h i r d element may, confusingly enough, be p a r t l y resolved 
i n t o the two former elements. The b e a u t i f u l i n the t o n a l and 
rhythmic r e l a t i o n s h i p s of musical form i s p a r t l y r e a l i s e d 
according to the ease w i t h which these r e l a t i o n s h i p s are f o l 
lowed and understood i n t h e i r r e l a t i o n to the l i s t e n e r ' s 
musical background. I t must also be kept i n mind t h a t the 
f a b r i c of music - tone - possesses an absolute beauty of i t s 
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own independent of the beauty of arrangement. 
Yet there i s a f i n a l q u a l i t y which distinguishes the 

experience of hearing a melody which we understand musically, 
but f e e l t o be u t t e r l y banal and t r i t e , from our experience 
of hearing another melody and f i n d i n g i t b e a u t i f u l and there
f o r e a e s t h e t i c a l l y s a t i s f y i n g . The nature of t h i s v i t a l 
q u a l i t y I s h a l l now discuss. I t i s not an associative value, 
although, as I have suggested i n Chapters V I I I and X t h i s 
a s s o c i a t i v e f a c t o r i s o f t e n i n d i r e c t l y present. I n aesthetic 
l i s t e n i n g the d i r e c t a s s o c i a t i v e s i g n i f i c a n c e of music i s at 
a minimum. Even should the d i r e c t associative f a c t o r be 
present, i t need not be, or i s only r a r e l y so w i t h c u l t u r e d 
l i s t e n e r s , the source of aesthetic pleasure or i n t e r e s t , f e 
o f t e n half-consciously mark the correspondence between music 
and e x t e r n a l movements and sounds, but t h i s i s seldom a suf
f i c i e n t base of aesthetic pleasure. 

Nor can such aesthetic emotion as I have been considering, 
be reduced to terms of everyday emotional experience, though 
such emotions may indeed be sympathetically aroused or heigh
tened by the music. But d e f i n i t e emotions, moods and f e e l i n g s 
do not enter i n t o the realm of musical aesthetic contemplation. 

As a l a s t r e s o r t l e t us again t u r n t o the r e l a t i o n of the 
subject to the aesthetic object i n our search f o r the explana
t i o n why' he perceives and enjoys c e r t a i n music as b e a u t i f u l . 
There are, as we have seen, c e r t a i n subjective c h a r a c t e r i s t i c s 
which are v i t a l t o the s t a t e of aesthetic absorption over and 



336. 

above the necessity f o r the music to be a s u i t a b l e aesthetic 
o b j e c t . Whether or not we take up t h i s a t t i t u d e to music 
depends f i r s t , on whether we are capable of t a k i n g i t up -
i . e . whether we are musically receptive - ; and secondly on 
whether the object i s apprehensible i n t h i s special way. I 
have dealt at le n g t h w i t h the a t t i t u d e of the subject i n 
ae s t h e t i c absorption. I t has been seen t h a t t h i s course of 
experience, l i k e any other, i s a developing course. The 
subject passes from a st a t e of n e u t r a l i t y w i t h r e l a t i o n to 
the object to a s t a t e of intense mental a c t i v i t y about the 
o b j e c t . S t a r t i n g from a bare u n d i f f e r e n t i a t e d awareness the 
course expands i n t o a f u l l e r and more systematised knowledge 
of the aesthetic object. This i s , i n c i d e n t a l l y , t h i s d i f f e r 
ence. I n an ordinary course of experience the awareness of 
the object i s a progressive awareness of a s t a t i c object. I n 
musical l i s t e n i n g , the object i s not s t a t i c ; i t i s progres
s i v e ; and our i n t e r e s t i n i t i s akin to our i n t e r e s t i n a 
developing, s i t u a t i o n . But we do not have to act w i t h regard 
t o the musical s i t u a t i o n . 

Wow the question as to the s u i t a b i l i t y of the object to 
arouse aesthetic emotion must be considered. To what extent 
i s a e sthetic emotion dependent on the r e c o g n i t i o n of a c e r t a i n 
q u a l i t y - the q u a l i t y of beauty - which may be ascribed to 
the music? The n a t u r a l c o r o l l a r y to t h i s i s the question: 
I s "beauty" i n music a q u a l i t y of the music qua object, or a 
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q u a l i t y of the music qua thing? 

Aesthetic experience, l i k e a l l experience, i s always an 
experience of an object by a subject. Thus i t depends upon a 
r e l a t i o n s h i p - a r e l a t i o n s h i p between a subject and an object. 
I t i s an a t t i t u d e of a subject to an o b j e c t . As such the 
nature and q u a l i t y of both subject and object must be taken 
j o i n t l y i n t o c o n sideration. The subject must be able t o 
perceive the object to be a u n i t y of parts standing i n a unique 
r e l a t i o n s h i p to one another and to the whole. The object must 
be such as to permit the subject to experience i t i n t h i s 
p a r t i c u l a r way. And i t must be such t h a t , being understood, i t 
arouses a f e e l i n g of s a t i s f a c t i o n and even joy or contempla
t i v e ecstasy i n i t s p e r f e c t i o n . 

The nature of the q u a l i t i e s which determine the aesthetic 
value (or beauty) of a work of music i s s t r i c t l y beyond the 
scope of t h i s paper. I have already touched upon t h i s question 
i n the previous chapter.. I t i s necessary only t o r e f e r to i t 
b r i e f l y here. I t i s always important, f i r s t , to view any work 
of music i n r e l a t i o n to i t s aesthetic h i s t o r i c a l background. 
The c u l t u r e d l i s t e n e r possesses a knowledge of the aesthetic 
p r i n c i p l e s of the a r t from an h i s t o r i c a l point of view, as w e l l 
as an awareness ( i t may be only i n t u i t i v e ) of the absolute 
p r i n c i p l e s on which i t i s based. 

I t may be i n f e r r e d t h a t a l l beauty i n music i s r e l a t i v e . 
What one age f i n d s a e s t h e t i c a l l y s a t i s f y i n g a l a t e r age f i n d s 
mediocre, weak, or u n i n t e l l i g i b l e . Yet there i s also a c e r t a i n 
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absolute and constant beauty i n the sensuous element of tone, 
melody and harmony, which music uses as i t s a r t - m a t e r i a l . A 
major common chord i s i n t r i n s i c a l l y b e a u t i f u l , whether i t 
stand by i t s e l f , or as a s i n g l e haven of consonance i n a 
modern atonal passage. ̂"̂ ^ I t may also, of course, possess a 
derived value from i t s p o s i t i o n i n the harmonic context. 
Musical tone has i n i t s e l f absolute beauty. Musical form 
( p i t c h and t i m e - r e l a t i o n s h i p s ) has r e l a t i v e beauty. Whether 
the l i s t e n e r f i n d s a work of music b e a u t i f u l depends l a r g e l y 
on whether he can recognise i t s correct place i n the musical 
background of a l l music. He must not expect, f o r example, the 
same q u a l i t y of o r c h e s t r a t i o n i n a Mozart Symphony which he 
takes f o r granted i n a Brahms Symphony, or a Strauss Symphonic 
Poem. I f Mozart's c l a s s i c a l s t r u c t u r e appears too formal and 
conventional a f t e r the more romantic treatment of the l a t e r 
composers, he has t o bear i n mind th a t such formalism i s a 
d i s t i n g u i s h i n g mark of the period and does not in d i c a t e a lack 
of v a r i e t y i n s t y l e . 

0 

How then, i t may be asked, i s the l i s t e n e r to d i s t i n g u i s h 
between the f a l s e and the t r u e - between, f o r example, a Bach 
fugue and a fugue w r i t t e n by a clever modern student? The B^ch 
fugue admittedly reaches the highest point of p e r f e c t i o n of 
t h a t genre. I t represents the musical culmination of the age 
which produced Bach. I n the expression of his musical ideas 

( l ) c f . Alban Berg's'Wozzek." 
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Bach went f u r t h e r than any musician' before him. The term 
"expression" here includes not only the t e c h n i c a l s e t t i n g - o u t 
o f the r e l a t i o n s h i p s , but the actual form or conception which 
the musical ideas took at the d i r e c t i o n of Bach's inward i n 
s p i r a t i o n . Thus the form i s re v e l a t o r y of the composer's 
inner nature. The arrangement of the musical sounds represents 
the s i n c e r i t y of h i s whole personal l i f e and experience.exoressed 
through his music without being i n any sense a t r a n s l a t i o n of 
a s p e c i f i c mood or conceptual idea, or a conscious d e s c r i p t i o n 
of the composer's r e a c t i o n to any e x t e r n a l emotional experience. 
The student may have produced a fugue academically c o r r e c t , 
made up of we l l - c o n t r a s t e d and balanced parts, and perhaps 
based on a theme s i m i l a r t o Bach's. Yet his work does not 
sound i n e v i t a b l y r i g h t i n the same way as Bach's. I t does 
not possess t h a t spontaneous s i n c e r i t y which marks the c l a s s i 
c a l work. The student, moreover, i s o r i g i n a t i n g nothing new. 
His aggregation of parts may r e s u l t i n an e x t e r n a l l y u n i f i e d 
whole, but i t does not possess the same organic u n i t y which 
rounds to p e r f e c t i o n the product of an o r i g i n a l c r e a t i v e act. 
The f i r s t i s a u n i t y of parts o b j e c t i v e l y conceived. The 
second i s the u n i t y of a complete c r e a t i o n s u b j e c t i v e l y i n 
s p i r e d . Bach's fugue i s new and unique experience. I t i s the 
i n s p i r e d achievement of a musician who was at once a pioneer 
i n t h a t p a r t i c u l a r form of musical expression, and at the 
same time the exponent who c a r r i e d i t f u r t h e s t . Because i t 
i s new and unique, evolved indeed out of e x i s t i n g forms, but 
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refashioned by a new v i s i o n , the l i s t e n e r also can experience 
i t , though at second hand, by the same kind of v i s i o n which 
i n s p i r e d the a r t i s t ' s c r e a t i o n . Though hi s v i s i o n i s the 
v i s i o n of r e - c r e a t i o n , not of c r e a t i o n , he nevertheless f e e l s 
something of the same spontaneity and t r u t h which distinguished 
the a r t i s t ' s conception. The student, however, s t a r t s o f f 
w i t h the i n h e r i t a n c e of the forms, as w e l l as w i t h the know
ledge of the whole output of Bach's genius. His work i s l i k e 
an emotional echo of Bach's music. The inner v i t a l i t y of the 
s t y l e i s extinguished. I t i s no longer genuine or spontaneous. 
I n achieving great music the composer must surpass the musical 
l i m i t a t i o n s of hi s time. He i s forever overturning o l d musical 
i d e a l s and advancing towards new ones. 

But s t i l l the question as to what determines our f i n d i n g 
the music b e a u t i f u l has not been s a t i s f a c t o r i l y answered. • 
The a e s t h e t i c a t t i t u d e i s dependent on a c e r t a i n q u a l i t y of 
the o b j e c t . Then do a r t - o b j e c t s only possess t h i s q u a l i t y 
of beauty, or are n a t u r a l objects ever aesthetic objects? 
Beauty i n nature e x i s t s , but i t becomes the source of aesthetic 
emotion only when we create out of nature a work of a r t of our 
own. Then we have an inward v i s i o n of beauty d i f f e r e n t from 
the e x t e r n a l manifestation of beauty i n nature as i t e x i s t s 
f o r the unsympathetic eye. 

I n t h i s context the f o l l o w i n g theory of Dr. Joad may be 
put forward: t h a t aesthetic experience depends i n part on 
the q u a l i t y of the object, as di s t i n g u i s h e d from our manner of 
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apprehending i t . Take again the case of the appreciation of 
a Bach fugue, "Regarded from the point of view of science 
the processes demonstrably involved i n such appreciation are 
strangely i r r e l e v a n t to the aesthetic e f f e c t . . . . To give 
an account of a l l the events which take place between the 
moment at which Bach conceived the musical idea and t h a t at 
which I hear a Bach fugue w o u l d . . f i l l a voliime. But of the 
one t h i n g t h a t matters, the beauty of the music, no word would 
have been said, nor would any account have been given of the 
pleasure which I experience i n the hearing of i t , or why I 
experience t h a t pleasure . . . .And the reason why the beauty 
and my pleasure i n the fugue are l e f t out of the s c i e n t i f i c 
d e s c r i p t i o n i s . . . . th a t beauty i s a character of the whole 
. . . . The statement of the theme of a Bach fugue consists 
normally of no more than a dozen notes. To s t r i k e them at 
random upon the piano i s t o s t a r t a chain of phys i c a l processes 
of the nature and apprehension of which the p h y s i c i s t and the 
p h y s i o l o g i s t between them might give a completely s a t i s f a c t o r y 
account. I t would be s a t i s f a c t o r y i n the sense tha t i t would 
include everything of importance t h a t there was to say about 
them.\ Arrange the same notes i n such a way as to form the 
statement o f the fugue theme, and hearing them you may be 
t h r i l l e d to ecstasy. The a c t u a l physical and p h y s i o l o g i c a l 
events that occur, the sound waves t h a t t r a v e l through the 
atmosphere, the v i b r a t i o n s of the ear-drums, are the same i n 



342. 

both cases; i t i s only t h e i r sequence which i s d i f f e r e n t . 
The order and sequence of the physical events i s , i n other 
words, an e s s e n t i a l ingredient i n the occurrence and appre
c i a t i o n of value; yet order and sequence are not themselves 
p h y s i c a l t h i n g s , and no account can, th e r e f o r e , be given of 
them i n s c i e n t i f i c terms. That i n the case of the Bach fugue 
i t i s the beauty which matters would be generally agreed; and 
beauty i s aes t h e t i c value. Hence we a r r i v e at the conclusion 
t h a t aesthetic value i s a f u n c t i o n of a whole, and cannot be 
grasped by the methods of science." ̂ "̂^ 

I t cannot indeed be adequately grasped by the methods of 
psychology. We may describe the experience of grasping musical 
r e l a t i o n s h i p s ; and we may see how t h i s grasp depends p a r t l y 
on memory-activity and p a r t l y on an inner r e c o g n i t i o n that 
c e r t a i n groupings and combinations of notes and rhythms make 
up a whole t h a t i s a e s t h e t i c a l l y s a t i s f y i n g . We may succeed i n 
r e f e r r i n g ( o f t e n only i n t u i t i v e l y ) c e r t a i n arrangements of 
notes back t o t h e i r a r t i s t i c development i n musical h i s t o r y . 
But we cannot put our f i n g e r on the reason why t h i s arrangement 
of notes i s f e l t as b e a u t i f u l and i s musically s a t i s f y i n g , and 
a near l y s i m i l a r arrangement f a i l s to move us. 

We may consider the case from a new aspect by r e f l e c t i n g 
upon those experiences where we f i n d the object b e a u t i f u l , yet 
do not have aesthetic f e e l i n g f o r i t . Here we recognise th a t 

( l ) C. E,' M, Jdad, P h i l o s o p h i c a l Aspects of Modern Science. 
p,205 et seq. 
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the object may a f f o r d an occasion f o r aesthetic experience 
without our necessarily having that experience, A p a r a l l e l 
experience e x i s t s i n the lower sense-realm of " t a s t e " . We 
may, d i s l i k i n g t he ta s t e of peaches, yet recognise th a t a 
p a r t i c u l a r peach comprises the essence of p e r f e c t i o n of peach-
t a s t e f o r those who enjoy peaches. S i m i l a r l y , a musician who 
does not care f o r the so-called " c l a s s i c a l " school of music, 
may recognise the p e r f e c t i o n of Mozart's music i n that genre. 
He r e a l i s e s t h a t such and such a flow of notes i s b e a u t i f u l 
and i n e v i t a b l e ( e p i t h e t s seeming to describe the greatest mus
i c a l c r e a t i o n s ) ; yet he does not experience an aesthetic 
emotion towards t h a t p a r t i c u l a r work. Such experience i s 
ae s t h e t i c i n the sense t h a t the i n t e l l e c t u a l base i s present; 
i t i s non-aesthetic inasmuch as the subject i s not emotionally 
warmed by the o b j e c t . This experience i s comparable to the 
occasion when we "see" the point of a joke without f i n d i n g i t 
funny, and so do not laughJ 

The aesthetic i n t e r e s t or emotion which colours musical 
absorption i s thus a synthesis of the i n t e r e s t i n and s a t i s 
f a c t i o n a f f orded by the i n t e l l e c t u a l element, or co g n i t i o n ; 
and the a f f e c t i v e element or pleasure and s a t i s f a c t i o n i n a 
p a r t i c u l a r kind of object which must be grasped c o g n i t i v e l y 
i n order t o be thus enjoyed and understood; i n e x t r i c a b l y 
blended w i t h the s a t i s f a c t i o n i n successful conation; w i t h 
the a d d i t i o n of .such basic pleasure-pain d i s t r i b u t i o n as the 
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obvious p h y s i o l o g i c a l e f f e c t s of the music ex c i t e . This l a s t 
element i s u s u a l l y fused w i t h the general a f f e c t i v e element, 
and i n the highest kind of l i s t e n i n g cannot be separated from 
i t . Moreover, i n aesthetic absorption - when i n t e r e s t i n the 
music possess from the very a c t i v e and comprehensive state of 
f o l l o w i n g the r e l a t i o n s h i p s to that m y s t i c a l state where the 
subject i s caught up and i d e n t i f i e d w i t h the music, i n t e r e s t 
i n the pleasure-pain d i s t r i b u t i o n i s at a minimum. This mys
t i c a l s t a t e of pure aesthetic absorption must, however, be 
d i s t i n g u i s h e d from passive hearing. 

I n aesthetic l i s t e n i n g the subject follows the r e l a t i o n 
ships, not o b j e c t i v e l y , but s u b j e c t i v e l y . He may have made 
them e x p l i c i t i n the past, e i t h e r as they occurred separately, 
i n d i f f e r e n t contexts, or i n a previous hearing of the same 
work. I f he has done t h i s i n the past, he i s now able to 
recognise and combine the same r e l a t i o n s h i p s as they occur i n 
new contexts. He thus takes them f o r granted, without having 
to repeat the process whereby he o r i g i n a l l y grasped them. His 
f i r s t grasp of c e r t a i n combinations may have been imperfect 
and incomplete. I n t h i s case his present absorption may r e 
main correspondingly imperfect; the subject may be contented 
w i t h accepting lacunae, and jumping over the gaps. Such 
imperfect f o l l o w i n g i s not s a t i s f y i n g to the thorough-paced 
l i s t e n e r ; yet i t occurs f a r more o f t e n than he suspects or 
w i l l admit. 
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F i r s t and foremost the u n s a t i s f a c t o r y nature of such 
broken and non-sustained l i s t e n i n g means tha t the s i g n i f i c a n c e 
of the whole work of a r t , as a whole, i s l o s t , or only p a r t i a l 
l y understood. Each part must be understood as c o n t r i b u t i n g 
v i t a l l y to t h a t organic musical whole, on the perfect grasp 
of which depends the f u l l e s t experience of beauty. The parts 
indeed may be r e a l i s e d as b e a u t i f u l i n themselves, and so af
f o r d a l i m i t e d measure of aesthetic enjoyment, but the aes
t h e t i c pleasure and s a t i s f a c t i o n derived from the understanding 
of the parts i n t h e i r r e l a t i o n to the whole f a r surpasses t h i s 
i n q u a l i t y and i n t e n s i t y . I n complete aesthetic absorption 
the e n t i r e musical work i s i n t u i t i v e l y grasped as a whole; to 
which the r e l a t i o n s h i p of the parts are understood, and taken 
f o r granted. I t " i s a d i r e c t , though extended, i n t u i t i v e grasp; 
the coherence of which i s destroyed should a t t e n t i o n wander, 
or the successive parts b a f f l e the l i s t e n e r and f a i l to s l i p 
i n t o t h e i r a l l o t t e d place. 

Thus i t must be concluded that musical aesthetic absorp
t i o n constrains an i n t e r e s t which i s exclusive of everything 
but the music; and which has as i t s base an i n t e l l e c t u a l (or 
c o g n i t i v e ) grasp of the system of formal r e l a t i o n s h i p s which 
i s the music. For t h i s i n t e r e s t i n the music qua music to be 
p e r f e c t l y sustained the music must be understood and enjoyed 
i n every d e t a i l . The subject must be receptive, the object, 
the music, must be such t h a t i t can be grasped as a whole, and 
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^ i n the process of being grasped give an impression of beauty 
and r e v e a l a s i g n i f i c a n c e of t r u t h and value which can only 
be enjoyed and understood i n terms of i t s e l f . 

Adelaide, 
February 1935. 
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APPENDIX "A" 

NOTES TO CHAPTERS V I I I AND X. 

o 

1. The Value of Timbre. Derived or I n t r i n s i c ; 
The question of the value of the timbre of c e r t a i n musical 

instruments whether derived or i n t r i n s i c , i s an i n t e r e s t i n g one, 
and would repay research. I n music c e r t a i n instruments have 
become associated w i t h extra-musical q u a l i t i e s and are always 
used by composers who wish t o suggest extra-musical e f f e c t s . 
The case of wind-instruments i s p a r t i c u l a r l y f a s c i n a t i n g , f o r 
t h i s whole group seems c h a r a c t e r i s t i c of open-air l i f e , p a storal 
occupations or r u s t i c merriment. The f a c t t h a t wind instruments 
were debarred from Church music during the Middle Ages as being 
bornfe of the "world, the f l e s h and the d e v i l " suggests that 
there was an inherent pagan q u a l i t y about these instruments 
which rendered them u n f i t f o r r e l i g i o u s worship. "̂""̂  Throughout 
t h i s time, they were l e f t t o the m i n s t r e l s , the jongleurs and 
the troubadours, and even x i n t i l la.ter played an important p a r t 
i n a l l kinds of secular a c t i v i t i e s "where the s p i r i t of Pan 
ra t h e r than that of Phoebus Apollo predominated". ̂ ^^^^^ 
XT) There i s , of course, vHr%^ the exception of the organ; but 

t h i s instrument was only used i n a p r i m i t i v e way during 
the e a r l y h i s t o r y of music. 

(2) The Musical Companion. Edited by A.L.Bacharach. p.138 
(3) I n the Pastoral Symphony Beethoven uses the b a s ^ n and 

oboe amusingly i n the A l l e g r o - the peasants' merry making, 
Th i r d Movement - where, according to Thayer, he d e l i b e r a t e l y 
c a r i c a t u r e s a village- b a n d known to him. 
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The long period of t h i s a s s o c i a t i o n w i t h r u s t i c l i f e 
undoubtedly explains much of the derived p a s t o r a l q u a l i t y which 
wind-instruments possess, but t h i s same q u a l i t y also seems to 
be i n t r i n s i c to the nature of these instruments., The examina
t i o n of one or two p a r t i c u l a r cases might throw some l i g h t on 
the problem i n question. 

Reed-instruments above a l l are recognised as being 
p e c u l i a r l y p a s t o r a l i n f l a v o u r . This may be p a r t l y explained 
by the f a c t that the note of s i m i l a r instruments or t h e i r 
prototypes has been f o r centuries associated w i t h the tending 
of animals and such r u s t i c p u r s u i t s . But can we also claim 
tha,t the timbre of these instruments i s i n h e r e n t l y p a s t o r a l ? 
For example, does i t resemble the cry of animals l i k e sheep 
or c a t t l e ? The b l e a t o f the sheep can be well-represented by 
our modern i n s t r u m e n t s , T h e r e i s the lower r e g i s t e r of the 
c l a r i n e t (chalumeau), f o r example, or the oboe. The f l u t e of 
which the Roman prototype was made from a l e g bone, i s also 
capable of producing low p l a i n t i v e notes. Other animal sounds, 
l i k e the lowing of c a t t l e , or the s t e n t o r i a n bellow of the b u l l , 
may also be heard i n the deep-throated notes of c e r t a i n wind-
instruments. Nor i s i t f a r - f e t c h e d to say tha t we may hear the 
croaking of frogs i n the deep notes of the bassoon or f a g o t t o . 
But such p a r a l l e l s seem acc i d e n t a l rather than i n e v i t a b l e , and 
must not be pursued too f a r . C e r t a i n l y some instruments are 
b e t t e r f i t t e d than others to i m i t a t e the sounds of r u s t i c l i f e , 

but whether t h i s i s merely the r e s u l t of coincidence, or whether 
Of. The sheep-incident i n Strauss's "Don Quixote". 
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these instruments have become thus i n e v i t a b l y associated w i t h 
p a r t i c u l a r p a s t o r a l occupations because of t h e i r i n t r i n s i c 
q u a l i t i e s , i t i s hard t o say. One simple and obvious explana
t i o n might l i e i n the f a c t t h a t the materials f o r fashioning 
p r i m i t i v e r u s t i c instruments - f l u t e s , reeds and horns, etc. -
were near t o hand and were thus pressed n a t u r a l l y i n t o service. 
They were u s u a l l y of a convenient size and shape (e.g., the 
f l u t e or horn) f o r c a r r y i n g about. Moreover, a note of 
f a r - r e a c h i n g carrying-power, yet not too s t a r t l i n g , would be 
most s u i t a b l e f o r use i n tending sheep and c a t t l e . 

I t i s well-known t h a t animals are p e c u l i a r l y susceptible 
instruments 

to musical sounds. But though experiments w i t h different/have 
been made on the w i l d animals at Regent's Park and at Le Jardin 
des Plantes,^"^^ few systematic experiments have been c a r r i e d 
out w i t h domestic animals. The e f f e c t of music on the m i l k -
production of cows has been noted i n Germany, but no d e f i n i t e 
enquiry as t o the e f f e c t of p a r t i c u l a r instruments on domestic 
animals has been made. I t would be i n t e r e s t i n g to note the 
e f f e c t of the same notes played on such d i f f e r e n t instruments 
as the f l u t e , the v i o l i n , the horn, trombone and the t i n -
whistle^: on a f l o c k of sheep accustomed to perform c e r t a i n 
movements at the c a l l of these notes on the t i n - w h i s t l e . The 
best e f f e c t s would depend on how f a r the d i f f e r e n t instruments 
could a t t r a c t t h e i r i n t e r e s t and a t t e n t i o n without t e r r i f y i n g 
them by t h e i r strangeness oir loudness. Should the player be 
able to give a f a i r l y close i m i t a t i o n of the o r i g i n a l c a l l , 
t l ) H.F.Gosling, Music and I t s Aspect's^ 
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he might deceive the sheep successfully. Thus the question of 
"habit " enters the caseo The sheep who have come to connect 
a p a r t i c u l a r c a l l of a p a r t i c u l a r timbre w i t h a Sjequence of 
events would be most l i k e l y t o re-act ap p r o p r i a t e l y only to a 
close i m i t a t i o n of t h a t c a l l . C u r i o s i t y or fear might also 
i n f l u e n c e t h e i r behaviour should the c a l l seem u n f a m i l i a r . 

The p r i m i t i v e cow-herd would use from experience a c a l l 
on an instrument l e a s t l i k e l y to t e r r i f y the beasts i n h i s 

charge. I t i s also l i k e l y t h a t a sense of f i t n e s s as w e l l as 
convenience might suggest to him th a t he should use a horn, 

f o r example, made from the a c t u a l horn of an animal, ̂"̂ ^ rather 

than import an instrument from a d i s t a n t place. He might also 

use a reed from a stream near-by, the hollow limb of a t r e e , 
( 2 ) 

or the bone of a dead animal. 
Whatever i s the extent of the associative value derived 

from the connection of wind-instruments w i t h the pastor a l 
occupations I have mentioned, i t i s generally recognised th a t 
these instriiments do possess a d e f i n i t e l y p a s t o r a l f l a v o u r . 
Apart from these e a r l y associations which c l i n g to them, wind-
instruments also possess i n t r i n s i c value due to the calm, 
peaceful, breathy q u a l i t y p e c u l i a r to c e r t a i n notes of the 
modern instruments. Notes of t h i s character i n e v i t a b l y r e c a l l 
(1) The Jews used the ram's horn. 

(2) The f l u t e , the oboe, the c l a r i n e t and the bassoon are 
a l l descended from the t i b i a f a mily. 
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the b r e a t h i n g calm of the world of nature. Above a l l , the 
tone of the French and German horn ~ languid, mellow and 
strangely reminiscent of d i s t a n t ages - seems more romantic 
than t h a t of any other wind-instrument. 

There i s the o b j e c t i o n , however, tha t the same type of 
instrument which played t h i s important p a r t i n p a s t o r a l l i f e , 
was also used f o r hunting, merry-making, and war-fare. The 
horn, the bugle, the f i f e and the trufflpet(wlth the bag-pipes 
and the percussion instruments as w e l l ) are the instruments 
of war. The soxmd of these martial., instruments may be 
reckoned as i n t r i n s i c a l l y w a r - l i k e f o r as we saw i n Chapter 
V I I I , l o u d s h r i l l sounds are i n themselves threatening and 
i n t i m i d a t i n g , a n d are thus, n a t u r a l means of defence or attack. 
They are also t h r i l l i n g inducements to warfare. There i s a 
great d i f f e r e n c e between the loud resonant notes of b a t t l e 
and the chase, and the calm breathy notes which characterise 
p a s t o r a l music. I t i s mainly t h i s greater i n t e n s i t y , and the 
c l e a r , s t r i d e n t q u a l i t y of m a r t i a l soiinds as opposed to the 
p l a i n t i v e breathy tone of p a s t o r a l c a l l s , which give t h e i r 
character t o the m a r t i a l group of instruments. 

But o f t e n the same instrument can produce notes which 
belong t o both types. The horn, f o r example, i s both r u s t i c 
and m a r t i a l . I t s long-sustained muffled notes are p e c u l i a r l y 
i n accord w i t h the calm breathlessness of the country-side, 
w h i l e i t s b r i g h t e r s ilver-tongued b l a s t has a thoroughly 
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m a r t i a l character. '̂'"̂  

I t must be borne i n mind, however, t h a t the associative 
value derived from the appearance of the instruments I have 
been discussing i n connection w i t h such d i f f e r e n t aspects of 
l i f e has been the cumulative r e s u l t of centuries. This added 
richness which music has gathered from so many sources i s 
extremely important from the associative point of view. 
Timbre gives colour and emphasis t o ^lusic; and even i n absolute 
music we recognise unconsciously the derived value of d i f f e r e n t 
timbres, even though the exact o r i g i n and nature of these 
f a r - o f f connections are l o s t to view. 

(1) Other wind-instruments possess t h i s double timbre-character; 
i n p a r t i c u l a r , the f l u t e , the c l a r i n e t and the oboe. The 
low notes of the f l u t e are cold and melancholy, i t s high-
p i t c h e d notes are warm and b r i l l i a n t . The oboe 
Rimsky-Kprsakov has described as " a r t l e s s and gay i n the 
major, p a t h e t i c and sad i n the minor". Clarinets may be 
e i t h e r j o y f u l or contemplative; bassoons on occasions are 
grotesque, mocking, sombre, or humorous. 
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2. Music and Speech; 

Between speech and t h a t p a r t i c u l a r branch of music we c a l l 
"song", there has always been the closest i n t e r - r e l a t i o n . Not 
only does each form of expression proceed from the same organs, 
but i t has always been a moot p o i n t as to whether song preceded 
speech, or speech song; or whether they both sprang simultan
eously from a common parent. Another subject f o r speculation 
i s the question whether the beginnings of music manifested 
themselves i n song, or i n some other way. The Oxford History 
of Music suggests t h a t melody through vocal utterance was th= 
f i r s t impulse to musical expression. I t i s true that e f f e c t 
ive instruments are comparatively recent and t h a t the t r a d i t i o n s 
of human song go f a r back. Nevertheless I cannot help t h i n k i n g 
t h a t p r i m i t i v e man was more l i k e l y to notice and enjoy sounds 
which he produced by means ex t e r n a l to his own vocal organs -
l i k e the beating of a s t i c k on a concave surface, the twang 
of h i s bow-string as the arrow l e f t i t , or the noise he might 
produce by blowing through a hollow reed - than to dissociate 
the sounds of his own voice from the f e e l i n g s they expressed 
and to enjoy them: aS' sound, or a rudimentary form of music. 
The f i r s t vocal utterances must have been so spontaneous and 
personal t h a t i t would be u n l i k e l y f o r man to take up that 
detached a t t i t u d e towards .them which i s necessary to aesthetic 
experience. At f i r s t emotional utterance i n song would be bound 
up w i t h the expression of hi s own emotions, and song as a r t 



354« 

would become dis s o c i a t e d from the actual experience only at 
a l a t e r date. But the attempt t o solve the o r i g i n of music 
i s a thankless task, and one which I have not attempted. I t 
i s not how music evolved which matters i n t h i s instance, but 
rather what music i s , and how we come to enjoy i t as a hi g h l y 
developed a r t or experience of beauty. 

Speech i s employed f a r more o f t e n as an a i d to the 
p r a c t i c a l n e c e s s i t i e s of l i f e , or as an i n d i c a t i o n to others 
of our own f e e l i n g s , than consciously i n the service of a r t . 
Song, or r a t h e r , music, occurs u s u a l l y as an a r t i s t i c manifest
a t i o n w i t h o u t any purpose other than to s a t i s f y the demands of 
the inner or s p i r i t u a l nature. Though the aforesaid i n i t i a l 
connection between speech and song, due to the means by which 
they both come i n t o being, i s very close, there are other 
p o i n t s of contact between these two forms of utterance. Common 
to both are v a r i a t i o n s i n p i t c h , pace, i n t e n s i t y , and timbre. 
The sound-material i s common to both speech and song; i t i s 
those q u a l i t i e s which give coherence and definiteness to t h i s 
as i t occurs i n each of these two forms, t h a t are d i f f e r e n t . 
The u n i f y i n g thread i n speech i s coherence of idea, or l o g i c ; 
i n song (vocal melody) there i s a u n i t y of musical ideas 
i n h e r e n t l y connected i n an organic u n i t y of form. 

The i n t i m a t e connection between rhythm and form i n music 
has been discussed i n Chapter IV. I n speech there i s also 

present the same element of rhythm, but I s h a l l c a l l i t "balance" 
i n order t o d i s t i n g u i s h i t from rhythm i n music. Balance does 
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give a c e r t a i n u n i t y to a l o g i c a l succession of words, d i f f e r e n t 
i n k i n d from the u n i t y of an idea which i s imposed on them. The 
idea i s presented i n a l o g i c a l sequence of words. But the words 
chosen to present t h a t idea also have a c e r t a i n balance. By 
balance I do not mean the exigencies of syntax, though t h i s no 

pa r t 
doubt plays an i m p o r t a n t / i n making the meaning clear. There i s 
a balance i n the value and the number or extent of the words 
needed to convey t h a t idea. This balance i s determined p a r t l y 
by the l i m i t i n g power of the breath, and p a r t l y by the memory. 
I t would be i n t e r e s t i n g to see how long a sentence conveying a 
single idea could be made to l a s t without confusing or expanding 
the meaning unnecessarily. Tests could be made to see what 
extent such a sentence could be u t t e r e d i n a single breath, 
a l l o w i n g no pause f o r emphasis, or f o r punctuation; and also 
to f i n d t o what extent such a sentence could be grasped as a 
whole of words without l o s i n g the u n i t y of the idea. 

The balance i m p l i e d by the c o n t r o l of the breath i s 
important w i t h regard to speech. The f a c t t h a t a s i m i l a r 
scheme of balance also c o n t r o l s vocal melody i s a point i n 
favour of Spencer's theory t h a t song developed out of speech, 
or a t l e a s t of the theory that they developed side by side. 
This close p a r a l l e l between the phrasing or balance of speech, 
and the phrasing or rhythmic form of melody i s also important 
from the as s o c i a t i v e aspect. I t i s p a r t l y owing t o t h i s 
s i m i l a r i t y of utterence and the p a r a l l e l arrangement of phrasing 
i n speech and song t h a t music i s regarded by many as a kind of 
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"^^-iiguage"o The d i v i s i o n s of music i n t o balanced phrases which 
u n i t e to form musical sentences and paragraphs closely resemble 
the d i v i s i o n s of speech. Musical utterance i s also impressive 
because i t s cadences resemble the r i s e and f a l l of the voice 
i n speech. 

There are innumerable other points of similarity;among 

others, music, by the use of c o n t r a s t i n g phrases, o f t e n appears 

to ask a question, and then to answer i t . Beethoven's Sonata, 

Opus 10, No. 2, has o f t e n been l i k e n e d to a conversation between 

two people, George Sand i s also s a i d to have described Chopin's 
, Ai.minor 

Scherzo i n B yas beginning w i t h a question twice repeated, which 
i s then answered, at f i r s t t e n t a t i v e l y , and, a f t e r the t h i r d 
r e p e t i t i o n , s t r o n g l y and emphatically. Such p a r a l l e l s , however, 
are endless. This resemblance of musical phrases to speech 
i n f l e c t i o n s i s only s u p e r f i c i a l . I n music i t i s j u s t as n a t u r a l 
to balance phrases of c o n t r a s t i n g character as i t i s to balance 
masses i n s c u l p t u r e , or colours and l i g h t and shade i n p a i n t i n g . 
Notice, f o r example, how o f t e n composers f o l l o w a fl o w i n g 
c a n t a b i l e theme, moving d i a t o n i c a l l y , w i t h a l i v i n g s p r i n g i n g 
theme, whose notes move by leaps. Such contrasts make up a 
n a t u r a l and a r t i s t i c f a c t o r i n the musical scheme of any work 
of music. Resemblance to the i n f l e c t i o n s of speech i s accide n t a l , 

(1) The vocal o r i g i n of modern European music i n the church 
music of the Middle Ages i s another f a c t o r which helps 
to account f o r the resemblance between the phrases of 
speech and the melody of today. 



357. 

being mainly due to the p r i n c i p l e of the need f o r v a r i e t y , and 
to the f a c t that both speech and music employ a s i m i l a r medium, 
sound, f o r expression. 

I t i s because of the vocal o r i g i n of song tha t music of 
a l l a r t s i s regarded as most i n t i m a t e l y connected w i t h man. 
That we can ourselves o f t e n re-express a musical theme created 
by another by means of such a personal method of communication 
as the v o i c e , means t h a t a l l musical experience takes on a 
derived personal s i g n i f i c a n c e . Music through song, becomes 
invested w i t h a l l the personal emotions, the hopes and fears 
and a s p i r a t i o n s , which are p a r t of our very being. I n no 
other a e s t h e t i c experience can the merely appreciative subject 
share so c l o s e l y and so s i g n i f i c a n t l y i n the o r i g i n a l act of 
cr e a t i o n . By l i s t e n i n g , o n l y , so long as i t approached the true 
i d e a l of a e s t h e t i c l i s t e n i n g , the l i s t e n e r re-creates the music 
f o r himself. By merely humming a fragment from one of the 
mighty symphonies of Beethoven, he i s able t o give himself the 
jo y of a c t u a l l y reproducing, though i m p e r f e c t l y , the music i n 
ph y s i c a l f a c t . A s i n g l e phrase r i n g i n g i n his head may become 
the cue to the imagined experience of a complex work. Here 
the musical l i s t e n e r has the advantage over the lover of the 
repre s e n t a t i v e a r t s . He can not only possess himself of the 
music i n a way tha t the l a t t e r could never do, but he can give 
himself a r i c h experience by qu i t e simple means. Would the 
lo v e r of s c u l p t u r e , f o r example, get the same s a t i s f a c t i o n of 
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achievement and self-expression out of modelling a f i n g e r i n 
i m i t a t i o n o f Michael Angelo's "David"? And since the l o g i c a l 
form of the statue i s eo much less obvious and i n e v i t a b l e than 
the formal r e l a t i o n s h i p s of music, he could not give himself 
a very successful imagined experience of t h i s work from the re
c r e a t i o n of so small a p a r t . 

This personal q u a l i t y which music derives from i t s 
associations w i t h speech, a l l i e d w i t h i t s deeply-rooted connec
t i o n w i t h the s e x - i n s t i n c t and the op p o r t u n i t i e s which i t gives 
f o r s e l f - d i s p l a y , u n derlies the whole s o c i a l s i g n i f i c a n c e of 
t h i s a r t . For music i s the s o c i a l a r t par excellence. Where-
ever people assemble together to promote some common aim, or 
whenever they j o i n i n a un i v e r s a l expression of s p i r i t u a l 
worship or e x a l t a t i o n or of n a t i o n a l f e e l i n g , as i n the celebra
t i o n o f a v i c t o r y , or the mourning of a hero, music i s the a r t 
best expressive of t h e i r u n i t e d i n t e r e s t s and f e e l i n g s . 
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