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SUMMARY

THE PSYCHOLOGY OF MUSICAL APPRECIATION.

The aesthetic response to music is the purest and highest

kind of musical appreciation.

iv.

In aesthetic listening the subject is absorbed in the music

gggimusic, identifying himself with the developing system
of musical relationships.

Musical absorption tends to inhibit extra-musical
experience.

Absorption or self-individuation in the music depends on

the degree to which the musical system is grasped and

followed.

Thus aesthetic listening has an intellectual basis. The

subject grasps, follows and understands the relationships
as regards pitch, rhythm amd the dynamic qualities. He
may know these only intuitively.

Progress from the lower levels of musical experience to
the highest depends on the subject's musical receptivity
and taste, and on how far these have been developed by
training and/or experience.

Musical meaning is only definable in musical terms; and

can only be understood by the subject who grasps the music

as an organic whole.
The associative features of music cannot be entirely dis-
counted in musical listening. At the highest level their

effect is at a minimum.
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The emotional element in aesthetic listening is bound up
with the intellectual grasp of the musical system. Extra-
musical emotion méy be éroused by extra;musical factors,
either objectively present (e.g. a programme) OT subject-
ively supplied. In aesthetic absorption such emotion. tends
to be inhibited.

Aesthetic emotion results from the subjective apprehension
of a unique and significant musical whole, possessing
beauty and value in the light of the subject's musical
background,

Aesthetic listening has no practical value, but conation
enters the experience. Underlying interest in the music
for itself is a certain exaltation due to self-individuation,
the power to predict, and the unconscious feeling of
creator-ship.

Musical experience is not apparently vital to all types;
but musical aesthetic enjoyment enriches the life and the

capacity to experience of the individual.



INTRODUCTION,

All hearing ies not listening. To no auditive experience
does this psychological truism apply more pertinently than to
music.  Merely to hear music is hardly to have a musical ex-
4perience at all, For music that is only heard is not exper-
ienced as music. It remains to those who only hear it simply
a kind of pleasing noise. Or music may be heard as an accom-
paniment to some more engrossing course of experience which the
subject is following. That this coursé of experience may be
stimulated or suggested by the music or by factors external to -
the music but subjectively imposed on or read into the music,
does not make it any the more a genuine musical experience,
Hearing music only becomes a genuine musical experience when
the subject does more than hear it. He must also listen to
the musie, He must listen to the music for itself, That
is, he follows the music.to the exclusion of all other objects.
His interest in it is an interest in it to the exclusion of all
other interests.

It is this experience of listening to music that will be
the subject of the following analysis, For the sake of con-
venience I have tried to keep throughout to this distinction
between "hearing" and "listening". "Hearing" includes "over-
hearing", when the minimum of attention is directed towards the
music, Such attitudes 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 attention to the music; but they still
remain, to a large extent, mere "hearing." Real listening
to music means that the attention is directed wholly to the
music, It is an intellectual response in that the music is
followed and understood in terms of its own meaning or music-
ality. It is also an aesthetic response inasmuch as the music
is followed and enjoyed for the sake of its meaning and beauty.

Thus, true listening to music, or aesthetic listening,
must be distinguished from all other kinds of musical responses
which are'only vaguely connected with the following of the
music as music. The highest kind of musical listening may be
described as aesthetic contemplation of the music. This is
aesthetic experience par excellence. It is as nearly a pure
musical experience as it is possible to have; and into it in-
trudes the smallést number of factors hostile to the true and
sustained appreciation of the music. There are other exper-
iences connected with the music which may also be aesthetic,
but only that experience which involves the intellectual grasp
of music as a formal (and beautiful) system of musical relation-
éhips is a musical aesthetic expérience.

Listening to music means primarily therefore, - paying

attention to the music. It also means following the music;

that is, grasping the relationships, and grasping them as a
system or a whole. Finally, aesthetic listening to music in-

volves an appreciation of the beauty of music; which is a



following and a delighting in music as formal beauty.

It is my endeavour to show that musical listening in its
highest form, aesthetic contemplation, depends on the subject's
ability to maintain an intellectual grasp of the music as
music, The aesthetic pleasure will be a pleasure. bound up
with this intellectual grasp, and can only be reached through
it, music being only experienced as beautiful in so far as it
is understood or followed as music. Aesthetic pleasure in
musical listening depends on an understanding of the "musical-~
ity" of music, and an appreciation of the beauty of the whole
which can only be reached through this "understanding."

The experience of "understanding" music is not a casual
experience in which any individual can indulge, irrespective
of his temperament, intelligence, training, and nationality.
Rather it is the result of an evolutionary process; evolu-
tionary both in regard to the individual, and to the race to
which that individual belongs, Different races have different
standards and conventions in art as in morals. In the case
of music these conventions have come to possess a deep tradi-
tional significance. They have, indeed, almost become in-
stinctive, The European system, for example, of dividing the
natural octave into a scale of seven related notes, or twelve
semitones, has come to be recognised as a fundamental division
by European peoples. Up to the present day most of our music

has been written in accordance with this convention of the



internal relationship of these notes within the octave. Even
the most progressive experimentalists of today cannot wholly
disregard the significance of this convention, Other races,
however, have used other schemes, notably the Chinese who have
a twenty-five note scale, and the Indians who also have divided
the octave into many smaller intervals., These systems have
likewise become backgrounds which are recognised as natural and
fundamentally artistic for music by the races which use then.
Yet though such a background of accepted musical conven-
tion is taken over by each successive generation it must be
remembered that it is also an evolutionary background. It is
susceptible to infinite modifications. It is never static but
progresses steadily onwards to a wider and freer significance.
This treatise is not, however, primérily concerned with
the study of this changing musical heritage,.which may be fol-
lowed in any history of the art of music. It is with the
individual listener that I am concerned; and the process by
which the listener arrives at an "understanding" or an "aes-
thetic experience" of music is also a progressive or evolution-
ary one, As with all experience he starts off from the barest
and least differentiated grasp of the object. The speed with
which he passes from experience at the lowest level, the purely
sensory, to experience at higher levels, depends partly on his
natural aptitude or readiness to receive impressions, and part-

ly on the éase with which he can relate, organise and system-



atise those impressions into a formal whole. This progres-
sive experience which passes from experience at the sensory
level to the successive levels of perceptual and conceptual
experience will be described in the following survey, I
shall also attempt to show that aesthetic listening, the high-~
est form of musical appreciation, can only be reached through
such successive stages. I+ must, however, be noted, that the
term "conceptual' as applied to musical experience has a pecu-
liar significance. Musical concepts - and this fact is of
supreme importance to my position - must be accepted as exist-
ing independently of any meaning other than a purely musical
one, for music, unlike all the other arts, does not undertake
to have any representational significance, but is absolute and
untranslateable. It must be emphasised again that aesthetic
listening is thus bound up with intellectual comprehension., It
is an inteilectual process and not merely an emotional reaction,
whether this latter be limited to an awareness of the fundament-
ally pleasant or disagreeable feeling—tone qualities of the
physical elements which make up music; or whether it be en-~
riched by an extra-musical significance or emotional meaning
which is imposed on the music; or whether it consist of that
legitimate affective experience which I later shall describe in
the chapter on aesthetic emotion in music.

Before I pass on to the main argument of my thesis -~ the

analysis of the experience of the musical listener - it is as
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well to define what I really mean by "aesthetic listening" by
giving a short description of a personal experience which has
always seemed to me to be one of the purest examples of aes-
thetic contemplation which I have ever experienced. A brief
account of the ci;cumstances which precede and make possible
such aesthetic experience is not out of place.

When we listen to music which we feel is beautiful it is
obvious that our experiencing it aé beautiful does not depend
solely on qualities in the music itself.(l) It is not only
what the music brings to us but what we‘bring to it that counts
in our experience. = What we bring to the music ~ in other
words, our receptivity - depends on many things, as I have al-
ready indicated. There is our temperament, - our inherited
predispositions depending partly on our race and nationality.
There is also the nature and structure of our physical make-up,
In illustration of the importance of this latter aspect we may
take the case of the ability to recognise pitch-relationships,
It has been noted that "our congenital ability in this respect
differs 1ndividua11y. There are some individuals, however,
who are not normally affected by musical relationships in spite
of a maximum of practice and éffort to pay attention to whatever

may be in their auditive consciousness."(e) Thus the actual

(1) This aspect is dealt with in Chapter XII.

(2) Max Reger. "Pitch Relationship" in Attributes of the
Sensations, Psychological Review. March 1904. P.99.
Charles Lamb seems to have pbeen of this class.
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structure of the ear and the correlation between brain and ear
must be taken into account as well as our past experience, the
degree to which we have organised that experience, and the
musical experience of the race. These are all determining fac-
tors in our musical experience; but there is also another
factor, not quite so vital as these, but none the less signifi-
cant., That factor is our immediate attitude at the moment of
beginningAto listen, What we bring to the music will depend
partly on our state of mind at this initial moment of listening.
It is perfectly possible either to take up an attitude of mind
or an emotional disposition with regard to the music, probably
predetermined; or not to do so. We may come to the music
ready, even eager to follow it, and to try to possess it con-
templatively or aesthetically, Or we may come to the music
with the sole desire to indulge ourselves emotionally., Either
we want to drown an existing emotional state (or mood) in a
welter of sound, or we wish to prolong to the utmost such an
emotional state, to take pleasure in indulging ourselves to
satiety. Or again, we may have to solve some problem, and
therefore put ourselves in the way of hearing music to afford
ourselves a relaxation from adjustment to practical 1life by
attending wholly to the music; or we desire to use the music
as a whet to sharpen our critical and deliberative powers in
order to attack the practical problem from a new angle, We

may come to hear the music ready to indulge in vague trains



of associative thought and imagery evoked and sustained by the
musical flow of notes. Lastly we may come in a critical frame
of mind, ready to follow the music in order to widen our musi-
cal knowledge by taking up an objective attitude with regard to
the musie, |

All these varying attitudes I shall discuss in greater
detail in the first chapter on "Musical Attention,! and also
any others which may be included with slight modification
among those just described. I shall content myself here with
remarking that they are all of common occurrence, so that a
music~lover will most probably go to a concert prepared to
respond to music in one of these ways. He may not have been
conscious that his attitude was pre-determined, but neverthe-
less he is in fact predisposed in one direction or another,

The very act of going to a concert means the taking up of a
certain attitude with regard to the music; even if it is done
with the highest musical motives. The music-lover usually
goes to ligsten, though there are certain exceptions,

But there are cases where the listener does not go in
search of the music with his mind made up to listen. The music
may come upon the listéner. It is an experience of this kind
which I had and here shall try to describe. (An instance may
be observed in the case of those members of the audience who
go to see, but stay to listen., Their attention becomes divert-

ed from their immediate and avowed object and is fastened on



thé music simply because of the overwhelming nature of the
musical stimuli, This, however, is not entirely the best
example of what I meant, although sﬁoh people do come to an
appreciation of the'music which is not deliberately sought.)

I recall one memorable afternoon when, passing a cheap
amusement-place in an Englishtcountry—town, an exquisite
musical phrase struck my ear'unexpectedly; Something familiar
about it caused me to stop and listen more attentively. It
was a phrase from the first movement of Beethoven's Choral
Symphony, a familiar and much-loved work. The surroundings
were at the same time squalid and romantic. At the end of the
street a qhurch—tower stood out against a deep blue sky, flushed
here and there with the first glow 6f a northern sunset. Im-
mediately about me was the jostling of a Saturday market crowd,
and from the amusement-room came raucous shouts and ribald
laughter. Yet I was forced to remain at the door for over
quarter-of-an hour, as I afterwards reckoned, held by the spell
of the music; It was not merely a case of sensuous indulgence
in beautiful sound contrasting with the sordidness of the im-
mediate surroundings, and enhanced by the natural beauty of
sky and sun. I welcomed and followed each familiar note-group-
ing, I felt with a thrill of recognition the beauty of the
ﬁood—wind notes as the theme given to them emerged against a

back-ground of strings. I felt these notes subside as the

strings rose into prominence only to hear them gradually emerge
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and swing into the extended treatment of the end of the move-
~ment, Every artistic device, every detall of thematic
development and orcheétral treatment, every pitch-and-rhythmic-
progression I followed and lived. "Lived" is indeed the only
word to describe my intense absorption in the music. All these
musical threads I recognised and followed, without, however,
objectifying them; I followed the music as though I were one
with it., My whole being seemed to expand and pulsate in sympa-
thy. -Where the music swelled to a crescendo I felt myself sim-
ilarly aggrandisized and ennobled; and again seemingly sus-
pended almost to breathlessness as the music dwindled and a
sudden hush succeeded. My mind, nay my whole body, seemed to
leap from note to note, not singly, but combining many such
movements as the complexify of notes increased. I became the
instrument transmuting the music, seéming both the player and
the creator. I was even more - I was the music. There was a
glorious sense of achievement and self-realisation; I was al-
most unconscious of my surroundings; nor was I under the stress
of any particular mood. I had not begun to linger out of a
conscious pufpose to enjoy. I was not predisposed to listen,
as at a concert. I listened because I could not help myself,
The music took possession of me withiits beauty.

At a concert there is always a tendency to take up an
expectant attitude; or to predispose oneself to "pay atten-

tion", or even to listen objectively. Such a conscious seeking
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of the aesthetic attitude like the predisposing of oneself to
follow every theme, to grasp and enjoy every detail of the
whole musical structure, seems to inhibit the attainment, at
least in the beginning, of the attitude of aesthetic contem-
plation, which is partly spontaneous. Yet such an attitude is
nevertheless a necessary one in the evolution of the true
"thorough-paced" listener, It is sometimes necessary to set
oneself to listen objectively in order to prepare the ground
for aesthetic listening at a later period, when musical rela-
tionships and the "form" of a work of music which at first
seemed uninteiligible, can be readlly grasped and understood
because of the greater facility which the training by objective
listening brings. Then this consclous awareness of setting
oneself actively to follow the music passes into the fuller
interest of being absorbed in the music. The music takes hold
of the listener and carries him with it., But the listener does
not cease actively to follow the music, He follows the notes,
though he need no longer make their relationships explicit, as
he does in objective listening. He grasps their musical connec-
tions in relation to pitch, duration, intensity, timbre and
texture. He follows and grasps the coherence of the musical
structure - beqoming increasingly aware of its progressively
complex yet unified nature. He discriminates, analyses and
synthegises at the same iime, grouping all his manifold im-

pressions of themes, rhythms, instrumental or vocal parts,
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arrangement and structural design - all of which make up the
musical "form" which is the work of art - into a complex
musical system which, in the most favourable circumstances,
finally satisfies him as being a complex and beautiful artis-
tic whole.

There is a certain difficulty in analysing this particu-
lar state of musical absorption, for one of the conditions
determining it, as I have already pointed out, is that the
subject ceases to be aware of himself as listening. He can
only attempt to recall the nature of his experience when it is
all over., Something of the same experience has been .ascribed
to the musician in the act of composing. To the truth of this
the musician himself bears witness. Gustav Holst writes of
the composer at the critical moment of inspiration:- "A com-
poser is usually quite unconscious of what is going on.“(l)
Presumably he means that the composer is unconscious as to how
the relationships of notes and rhythmic-outlines emerge in his
»mind. He cannot be unconscious of their nature and identity.
He is aware of these things in the first spontaneous grasp of
the new musical idea, though he does not make them explicit
until he has thought about them, and finally interprets them

in terms of musical symbols. Arthur Bliss describes the moment

of inspiration as a "state of clairvoyance in whichabstraction

(1) L. D, Green, On Inspiration. P.29.
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t

from one's environment and everyday life is momentarily com-
plete." He also adds that these moments are the "times of the
greatest receptivity, when all the senses are alive and re- .
sponsive to a marked degree."(l) Arnold Bax writes: '"We all
waste a certain amount of time in the attempt to express states
of feeling, the depths of which we are temperamentally incap-
able of plumbing . . . . the vision may suddenly become blessed-
ly clear, possibly through lack of self-consciousness."(e)
"1Mozart frequently said that the ideas of his creations came
to him as in a dream. Gluck said thoughts flowed to him, and
he knew not whence they came;'"(B) It is worth noting from
these quétafions how close is the connection between the exper-
ience of listening to music at the highest levei - aesthetic
listening - and the experience of composing music. Both depend
on the receptivity of the subject and his sensitivity to im-
pressions received either outwardly or inwardly. The ability
to listen, like the ability to compose, demands a highly devel-
oped pitch-perception, a well-organised rhythmic sense, and a
developed power of coherently following (in the case of creat-

ing, of constructing) an extended musical form; as well as a

feeling for the sensuously beautiful in sound and rhythm,

(1) 1Ibid. P.19.
(2) L. D. Green, On Inspiration. P.18,

(3) W. Mitchell, Structure and Growth of the Mind, P.3252.
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There must be also present in each case a comprehensive back-
¥ ground of musical experience, both inherited and acquired, |
which the subject can draw on unconsciously.(l)

There is still another important feature which is common
to the attitudes of the composer and the listener, In both
the experience of the composer at the moment of creation and
the experience of the listener who is following the music at

the aesthetic level, there is completé forgetfulness of self,

This might, however, be regarded as a tranglation of the self

into the terms of music, or a translation of the music into

the terms of self, so cloéely are the two involved, What takes
place is a kind of sublimated "self-individuation" on an intel-
lectual basis. I emphasise the fact that it is intellectual
(or conceptual, in the purely musical, formal sense) because
there is present a kind of super-awareness of every variety of
musical relationship in the music. That the relationships are
known or grasped can be recognised when we realise that the

composer must make them explicit when he comes to record his

(1) By "inherited" I refer to the almost second-nature know-
ledge of the musical relationships and systems which
have been established in the past and which are ac-
cepted in the present as a starting-off point for fur-
ther musical development, By "acquired" I mean the
vast familiarity with music which the composer and
listener have acquired since birth, both unconsciously,
through haphazard hearing, and consciously, through
study and objective listening., This familiarity must
also embrace a knowledge of styles and periods, as well
as a knowledge of the tonal, rhythmic and textural
values which make up the art of music. See Chapter I.
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musical ideas. The listener also does the same thiné when he
objectifies the music in order to criticise or judge it, or to
improve his musical experience by working out those relation-
ships which escaped him in an incomplete aesthetic appreciation
of a difficult work,

There is, however, not only forgetfulness of self, there
is abstraction from one's environment and from everyday life.
Ideas of an extramusical significance do not intrude into a
pure musical aesthetic experience. As we shall see in the
chapter on "Musical Attention" the course of musical experience
in aesthetic listening is so full and complex that there is no
room for other interesis.

Lastly, in both cases, the experience is not deliberately
achieved. It is a spontaneous experience.(l) The composer may
orepare the way by thinking along musical lines, but his inspir-

ation cannot be forced, It is a sudden flash of "vivid imagina-

tive thought", to use Mr. Arthur Bliss's words - thought, of

(1) W. Mitchell, Structure and Growth of the Mind, P.352,

Discussing "the thought in creating", Sir William Mitchell

finds that "the artistis object is individual; it
X takes form and expands by his absorption in it, There

is freedom from reflection, caution, and criticism;
instead of collectedness, there is a self-estrangement,
a being rapt, the unexpected spontaneity of a dream.”
This quotation is apt not only as an illustration of
the creative attitude, but as revealing how closely
the attitude of aesthetic absorption (see my own
experience) approaches it,
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(1)

course, to be interpreted in terms of musical meaning.

The listener may also attempt to woo this most complete and
satisfying kind of aesthetic absorption. Perhaps, not because
of failure or inadequacy on his part, but through some imper-
fection in the music, he cannot achieve it. The music may be
followed; each relationship is apparent; the structure or
formal outline of the work receives his unflagging attention;
yet the listener cannot pass into the state of aesthetic
absorption which is so desirable. In another case, it may
steal on him unéwares, and he only becomes conscious of himself
as listening to music when the music ceases.

It is seldom, however, that such a state of pure aesthetic
contemplation exists over a long period, Criticisms as to tech-
nique or sfyle, as to interpretation, or the defects of instru-
ments, or comparisons of the music with the work of other com-
posers or with the music of other periods, are bound to intrude
themselves, This is the case especially when the presentment
of the music is ihadequate, or unsatisfactory from an artistic
point of view. A good listener, however, is able, to some
extenﬁ, to remedy such defects by using his imagination. We
learn to discount the mechanical whirr of the gramophone or
the imperfections of recording in the same way as we disregard

the noise incident to the mechanical act of performance on any

(1) L. D. Green, On Inspiration. P.18.
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instrument, like the piano, for example., Composers show a
wonderful toleration of indifferent pianos. Liszt, for example,
could get along with a positively decrepit instrument., The
explanation is that musicians hear so vividly with the inner

ear that they are indifferent to the actual sensuous quality

of the sounds by which the music is conveyed., But though the
listener can thus discount the imperfections of the mechanism
used to body forth the sounds, and even, to a certain extent,
the imperfections of the sounds themselves, if is far more
difficult to disregard flaws in the interpretation of music,

and to achieve aesthetic absorption in spite of faults of in-
artistic execution. It is still more difficult - in fact,
impossible - to disregard flaws in the actual work of art. It
must be a work of pre-eminent beauty, composed with great tech-
nical skill and perfect artistry, adequately and artistically
performed, that does not obtrude some of the above-mentioned
defects on the listener. The perception of all such flaws mili-
tates against the pure contemplative attitude. Musicians have
confessed that they would rather hear one well-nigh perfect per-
formance of a great work of music in ten years, than hear the
same work indifferently performed a dozen times in a single year.
(One would certainly make the reservation that if it was a ques-
tion of never hearing such a work, or of hearing it only indif-

ferently played, one would choose the latter alternative.)
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Most often the listener himself is at fault, should he
be unable to attain the highest level of musical appreciation,
His musical experience may not be comprehensive enough tofollow
a complex work with perfect ease from beginning to end. He may
be able to grasp the musical relationships from moment to moment,
only to lose the thread of the musical development where a cer-
tain passage escapes him, He may pass from the exaltation of
the contemplative ecstasy to blank bewilderment as his ear is
confused by a whirl of notes. Such gaps in the progressive
following of the music do not entirely prevent the attainment
of the aesthetic attitude for short periods; but they destroy
fhe sense of coherence of the formal beauty of the music which
is the chief factor in determining aesthetic enjoyment, If the
"form" of a musical work cannot be followed in all its logical
musical connections it is obvious that much of its musical value
must be lost.

- The same effect occurs when the listener does not follow
the music all the time, but drops the thread in order to follow
some other course of experience, He may pick up the thread
again, but again he has lost the significance of the formal
beauty of the music. It is certain, however, that listening
at the aesthetic level cannot be reached easily. Such listening
requires a certain amount of mental effort, to begin with, This
we shall see in the Chapter on "Musical Attention", and in the

chapters dealing with the different aspects of listening at the
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-perceptual level. True musical listening is undoubtedly an
aesthetic experience of the greatest value and an ideal worth.
striving for. But even those who desire to attain it (and
there are many who do not, and who are contented with the
easier pleasure which accompanies musical experience at a
1dwer level) find it difficult to remain completely absorbed
throughout a whole work, To follow, without any intrusive
thought or feelings, the notes in all their relationships both
immediate. and extended, is a continual strain, even though it
may be a pleasurable one, in the main; and to do this demands
both practice and natural aptitude.

No rules can be laid down as to how the individual should
listen to music, or as to what is the most valuable attitude to
take up. To me the experience of music as a formal unity of
relationships seems to be more valuable as a significant exper-
ience of beauty than any indulgence in emotional or associative
interpretation of the music.‘ This thesis does not set out to
judge which is the more valuable - the pleasure which the sat-
isfaction of achieved purpose affords, i.e. the pleasure which
attends the successful effort to grasp and so "live" the music,
which in aesthetic absorption is united with interest and plea-
gsure in the music itself for the sake of its own meaning and
beauty; or the pleasure which is the result of being agreeably
stimulated (at the sensory level), or which attends the satis-

faction of making music express something whigh it is not in
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itself - i,e, taking pleasure in literary or emotional signif-
icance which is subjectively imposed on the music, The exper-
ience which brings the latter kinds of pleasure is not, from

my point of view, a pure musical experience at all, The oppor-
tunities of experiencing such infefior pleasure are very much
more numerous than those of having true aesthetic pleasure.
Almost any kind of music can give the lower pleasure, Such
music need not be followed "musically" at all, or only very
slightly. Nor does such pleasure increase with greater famil-
iarity or with a knowledge of the work, since it is mostly
those aspects which appeal readily to the senses which afford
this kind of pleasure. Nor need the musical relationships be
clearly followed in order to be given a "literary" or "associa-
tive" or "emotional" significance. A difficult and technically

erudite work, such as Elgar's Second Symphony would bring no

increase of either of these lower pleasures on successive hear-
ings., It is doubtful, however, whether such a work would have
any such instant appeal through its sensuous qualities, as they
would seem to the general ear to be obscured by the advanced
and complex idiom in which Elgart's musical thought is expressed.
In such a work it is almost impossible to enjoy its sensuous
effects (beauty of tone and all its dynamic qualities) from an
absolute point of view., The sensuous effects only emerge as

beautiful when the significance of their use to express the

musical meaning is understood. If the musical meaning is not
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followed, it is not always possible to separate, for example,
contrasting timbres from the welter of massed notes which

make up the amazingly rich texture of this work, Texture only
appears rich and beautiful as “timbre-combination" when the
musical knowledge permits the relationships of the notes to be
followed,(1) But the pleasure of the thorough-paced listener
who approaches this work from the intellectual aspect will be-
come increasingly richer and aesthetically more valuable with
every re-hearing, It ma&, however, reach the point of satiety;
but this is less possible in the case of such a complex work

2
than it would be in the case of a Haydn Symphony, for example? )

(1) Compare the passage for brass at the end of the funeral
march in Act II of Richard Strauss's "The Egyptian
Helen." To the unmusical ear this passage sounds ex-

cruciatingly hideous., There is no pleasure at the sen-

sory level. To the musician pleasure at the sensory

level is present underlying his interest in the passage

at a higher level, It is interesting because he can

perceive the movements of the parts and understands the

harmonic relationships underlying them, This also
permits him to enjoy the passage as pure sound, since
he can separate each thread from its context.

(2) Professor Edward J. Dent has stated that it is the novelty
of a musical work which appeals to him., When that is

gone the music has no more interest for him. I believe,

moreover, that he claims only a single hearing is
necessary to exhaust any work of music, Surely, I

X venture to suggest, there is some absolute value in
great music, some perfection of form or arrangement,
which even when familiar does not lose its charm, and
which persists as a source of aesthetic pleasure. Some
of Mozart's simplest melodies have a perennial beauty
for me. cf. Chapter VII.
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Though a first approach to the Elgar Symphony might be
difficult even to a thorough-paced listener, with increasing
familiarity the music gradually becomes more easy to follow,
The earnest listener soon rises to a grasp of the music in its
formal aspect, the necessary preliminary to the perfect exper-
ience of this work as a whole of formal-musical beauty. It is
this progressive musical expefience which finally culminates
in aesthetic listening, as I attempt to describe it in the
chapters on musical experience at the different levels of sen-
sory, perceptual and conceptual, It is my belief that any
other kind of musical experience which does not start from a
progressive grasp of musical relationships and thelr structural
connections and so culminate in the highest level of aesthetic
contemplation or aesthetic absorption, is not true listening to
music at all, There is the possible exception of objective or
critical listening, This also is an intellectual attitude and
is in a sense the basis on which the aesthetic attitude must be
built up. We have seen that it involves the perception of the
relationships and their purpose (or meaning) in the formal
scheme of a musical work, the following and recognising of.music
as a complex muéical unity or artistic whole., But the funda-
mental difference between this objective attitude and the aes-
thetic attitude is that in the one the relationships are made
explicit in order to be understood and enjoyed objectively, or

critically examined and judged., The other is a purely subjective
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state; a living expérience of music; a following of the
music implicitly; rather than a consciously-made analysis and
synthesis of the music from an objective standpoint., In aes-
thetic contemplation the listener accepts the music; his inter-
est is an aesthetic interest on an intellectual base - an inter-
est in the music for its own sake as being anvexpression éf
formal beauty.

Moreover, in the critical attitude there is the thought of
an underlying purpose, The music is not listened to in order
to be enjoyed, but to be criticised and judged (either on the
spot, when the listener constantly makes explicit the relation-~
ships and refers them to his standard, i.e, his musical back-
ground ; or later when he recalls the music in order to criti-
cise it.) But this purposive attitude may not be consciously
felt throughout the experience, particularly when the listener
reserves judgment. Its presence, however, is usually enough to
prevent the highest kind of aesthetic absorption., Further, the
listener may constantly make explicit the musical relationships
not only in order to criticise them, but in order to know them
again, either in a new musical context or in the same work
heard a second time, He may also be content to get satisfaction
from merely recognising these relationships, or by following
'explicitly the formal scheme of the work, when he recognises
for example, how the development of a movement in sonata form

is an expansion. of themes he has heard before in the exposition;
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or when he recognises an o0ld theme in a new key, and conscious-
ly records the relationship (or seeks to record it) by making
it explicit, without giving himself that mystical experience
of self-individuation or aesthetic absorption in the music,
This kind of listening occurs frequently in students of music
who wish to extend the base of their intellectual interest, or
~who are content to draw all their pleasure from an appreciation
of the skill with which the composer has handled the musical
material, withoﬁt desiring to identify themselves with the flow
of the music,

~Thus, in the objective intellectual attitude of listening
the relationships and their reference to the base are always
made explicit, if not actually during the music, later when
the music is recalled, which is like having the same musical
experience again, only less vividly.

In musical aesthetic absorption it is enough to be aware
of the relationships and to be able to synthesise them into a
coherent whole without making them explicit, But the listener
must be aware of them; that is, he must follow them, though
he need not think them, otherwise he sinks from the heights of
pﬁre aesthetic contemplation into a state of sensuous enjoyment
of sound, But in both the objective critical attitude and the
subjective aesthetic state, there is expectation, and also sat-
isfaction or dissatisfaction according as that expectation is

fulfilled or not. 1In the first case, what is expected to sat-
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isfy is thought about, and according as it does or does not

satisfy when it comes is approved or condemned. In the second
case, though the expectation may be definite enough, its defin-
iteness is not thought about - made explicit, We feel satis-
faction or dissatisfaction (varying in degree with the defin-
iteness of our expectation and the degree to which it is ful-
filled and thus depending on the extent to which we have organ-
ised oﬁr past musical experience) when our expectation reaches
its final goal at the end of the music; but we do not stop to
deliberate what are the elements Which controlled that satis-
faction or dissatisfaction.

In both musical aesthetic absorption and critical listen-
ing expectation and its fulfilment depend on an intellectual
awareness of certain relationships implicit in the one case and
explicit in the other; and also on the capacity to synthesise
these into a coherent musical whole. This intellectual aware-
ness of, and the corresponding interest in, the developing
musical whole are the fundamental facts of musical listening
at the highest level. Through them come aesthetic enjoyment
and aesthetic satisfaction.

The following section attempts to describe the way in
which the true listener descriminates and synthesises musical
relationships; and also to discuss the extent to which his

native capacity can be developed by practice and training. 1In

the second section I have dealt with those extra-musical ele-



ments, the emotional and the associative factors, which,

though unessential to pure aesthetic listening, nevertheless

are nearly always present in some degree in all musical

experience, I shall attempt to show that the value of these
elements in musical experience is not a musical value, but
that in many cases, the connection between them and music as
a formal art is so intimate and long-extending that it is

impossible to discount its importance,

L'y
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CHAPTER I,

MUSICAL ATTENTION.

By attention to music I mean attending wholly to music
for the sake of interest in the music itself, and not for the
éake of any other interest which is in some way connected with
the music., Thus there are many people who think they are
attending to the music when they are really following trains
of thought, or visualising a series of pictures suggested or
sustained by the ebb and flow df music. Even where such
asgociative trends, either of thoughts, of images, or of
dramatic events, seem very closely connected with the music -
when the music has a definite programme value, for example -
attention is not wholly centred on the music., It is divided
between the two interests -~ interest in the music for its own
sake, and interest in the pictures or thoughts which run paral-
lel to the course of the music. There may be present, though
not simuitaneously, an extra-musical interest - when the music
is heard for the sake of what it suggests or what it is supposed
to represent (in the case of programme-music) - and a purely
musical interest which is in inverse proportion to the degree
of the extra-musical interest.

Fusion of these two interests is not possible., Divided
attention, which means that there are two parallel sources of
interest, militates against either course being followed very

thoroughly. It will, however, be the easier course which will
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become prominent in attention., The musical course, so much
harder to grasp than the course of thoughts or images, or the
commonplaces of mental experience, will go to the wall, unless
there is a very strong conscious desire to follow it., But in
that case the very strength of the interest in the music tends
to inhibit the other interest. At the best, however, instead
of fusion, there may be a kind of intermittent or fluctuating
attention; interest swinging from one course to the other,

In an experience of this nature the music is given a
value beyond itself, so that it is no longer a question of
aesthetic interest in the wmusic alone, When the subject
"listens" or "hears" associatively (when he follows the music
for the sake of the associations it brings) it is not the
music he enjoys but the suggestions it evokes, He is so busy
attending to, and enjoying these suggestions, that there is
little or no place left for interest in the music. 1In such an
experience he is a listener only at intervals, There are per-
haps some intervals occupied with purely attending to the music
until an interesting train of thought or associative trend is
evoked, which is followed to its conclusion pleasantly accom-
panied by an agreeable musical background. Possibly the music,
by reason of its elemental forcefulness, may again thrust itself
upon the subject, and again become the object of his attention
for a time, until a new train of ideas is suggested.

Similar to this kind of experience where the music is



given a value beyond itself is the experience of the subject
who symbolises his 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 slightly organ-
ised, and may owe 1ittle or nothing to direct training, Such

a person may symbolise the flow of the music with its conflict-
ing and reconciling elements, into a formulating and a resolv-
ing of the eternal problems of 1life and death, joy and sorrow;
and see in the music an expression of those inner spiritual
conflicts which engage mankind. This listener may, for example,
translate the first movement of Beethoven's Fifth Symphony as
an expression of the prolonged striving of man to discover the
meaning of existence, whither it is tending, its ultimate value,
or some other question of a like fundamental importance. Along-
side his more or less discriminating atfention to the music goes
an intellectual interest in the philosophic issues into which
he symbolises the music. His final satisfaction depends on how
far he can make his speculations fit in with the musid. That
ig, he translates musical statements into .philosophic problems,
develops them durihg the musical development, and sees their
explanation or fulfilment in the final recapitulation and re-
solution or in the final cadence. All this is usually only
very vaguely realised. Such speculations may not be explicitly
formulated; The interest which attends this kind of experience
is more closely bound up with the music than is the interest

of the person who listens to music for its evocations, It
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presupposes the ability to recognise and folloﬁ a musical
statement ag a musical statement, to perceive and follow,
though it may be only in a vague and fragmentary way, its
development, and to recognise it again in a new key, and so
on, But these musical elements are only indifferently fol-
lowed from a musical point of view. Usually such a subject
gets the greatest amount of satisfaction from the slower and
simpler types of music, especially those where the themes are
well-defined and not developed in too complex a manner,
Obscure harmonies or involved contrapuntal treatment mean that
the listener is confused and prevented from following his
gpeculations, Music which is rich in fairly simple harmonies,
or which possesses appealing melody, is the type such a lis-
tener prefers. One subject who constantly indulges in this
kind of philosophic interpretation of music confesses to being
fonder of Beethoven's slow movements than almost any other
kind of music. Such slow movements, often easily followed
variation movements, are precisely the type of music I have
described. This kind of philosophic listener is usually
highly intellectualland emotional, but possesses very little,
or only poorly developed musical knowledge or technique. It
is just because this type is not technically musical that he
seeks to augment an otherwise barren musical experience by
filiing out his interest in the music by interest in the work-
ing out of his philosophic ideas. He makes up for the poverty

of his enjoyment of the music as music by giving it value be-



yond ite intrinsic musical value, in térms of what possesses
deep significance for him. It would be interesting to see
what changes in his attitude would follow should he receive
the training that he lacked., I have had no opportunity of
making observations in this direction, but I am sure that in
proportion as his grasp of musical relationships became more
clear and definite, his desire to amplify the musical meaning
by giving it a philosophical significance would lessen corres-
pondingly.

This is one example of divided attention in musical ex-
perience, More usually we have examples of divided attention
when the subject listens in the way I have called "associa-
tive." Many examples of the associative response to music
are discussed in detail in Professor'MyenisAstudy on "Individ-
ual Differences in Listening to Music."(l) Professor Myersgoes
to the underlying principle of the associative trends described
by his subjects and shows how the fundamental connections of
music with courtship, dancing, and rudimentary language, are
revealed in associative hearing., In a consideration of the
associations evoked by music, we come straight to the conten-
tious question of programme or representative music versus
absolute music, The following of a programme which the music
is supposed to illustrate may be discussed under the associative

attitude. The subject may get an immense amount of satisfaction

(1) ¢. S, Myers, "Individual Differences in Listening to Music";
in The Effects of Music, ed. by Max Schoen, pp.22and 35.
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out of this experience, according to the degree in which he
makes the programme fit the music, or vice versa, as the case
may be, Here is clearly a case of divided attention, Half
his attention must go to the music or he would lose the connec-
tion between the associations (the programme) and the music,
and half his attention must go to the programme or he is mis-
sing something which the composer (or perhaps the annotator!)
tells him is necessary to the proper appreciation of the music.
Even here he need not follow the music in a thoroughly music-
ianly way., It is often sufficient for him to relate certain
obvious imitative features of the music to the programme in
order to be perfectly satisfied. Take, for example, the march
in Tchaikovsky's "Pathetic Symphony." The every-day listener
of the associative type gets an enormous amount of pleasure out
of the obvious march-rhythm, the clever imitation of the jing-
ling of spurs and equipment, and the bugle éalls. The recog-
nition of these effects, plus a certain feeling of well-being,
derived from what I shall later describe as the "dynamism" of
music, is the music for him. He does not look for anything
more., The musician or intellectual (aesthetic) listener per-
ceives all this, for it is indeed meant to be perceived, but
only as secondary to the arrangement and development of the
musical material. |

But even musicians of taste and culture may listen pro-

grammatically, particularly when the music is obviously'pro-
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gramme™, Students, as well as children who are making their
first acquaintance with music (both as regards_listening and
interpreting) listen almost invariably in this fashion, Even
when the music is definitely not programme they are often

encouraged to listen programmatically in a mistaken attempt to

better their musical understanding! 1In many editions of music
for‘beginners the approach to music is often representative, or
through a programme, Take, for example, those pieces where a
short descriptive verse heads the music. Though such a method
may help to interest the child in the music by providing an
obvious connection between the music and his everyday life, in
my own opinion it is a practice to be avoided. It is not easy
to get rid of the conviction, once formed, that music should
be representative, - that it should express some sort of pro-
gramme, if not of events, of actions, or of emotions,

The description of a personal experience of a performance
of Strauss's "Don Quixote", (almost my first acquaintance with
the "Symphonic Poem" form, and the first time of héaring that
particular work) may serve as an example of the associative
response to music, In my experience of this work recognition
of the suggestiveness of the themes, as well as amusement and
interest in the technical skill (particularly the imitative
effects produced by orchestral colour, for example) was an

(1)

outstanding feature,

(1) I quote here the third theme of the Introduction which,
so say the critics, depicts the grandiloquent nature
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of the hero, and his habit of arriving at false
conclusions: .
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The elusive harmonies which follow the arpeggioed
common chord certainly give a sudden unexpected turn
to the musical phrase which would suggest (but most
likely only to the musician who can understand the
harmonic progression, and who is on the look out for
such parallels) this human fallibility of Don Quixote,
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A truly musical interest in the themes as themes, and in
their development and place in the formal structure of this
work was, in my case, subordinated to this extra-musical in-
terest in noting, following, and comparing how well, or ill,
the programme fitted in with the music. I also experienced a
certain critical inferest (not entirely aesthetic) in the suc-
cess or non-success of this parallel, complicated by a satis-
faction which varied according to the degree in which I was
able to reconcile the music with the programme. This interest
and this satisfaction were of quite different quality from
that aesthetic satisfaction I had experienced in the contempla-
tion of an extended work of absolute music.(l) Judging from
the faces of the audience mine was not an isolated experience,
Amusement was on every face - but an amusement incompatible
with a state of aesthetic absorption. It would be possible to
listen to this work from an aesthetic standpoint, but it is
doubtful whether such an attitude could be sustained for long
as it would be difficult to discount certain effects obviously
imitative of the story - the baa-ing of the sheep in Variation
II, for example ~ and the whirling of the wind-mills in Varia-
tion I, The mere knowledge of the title would be sufficient to
prepare the listener to expect such obvious suggestions,

2
Programme musié,) it has been claimed, may indeed possess

(1) See Introduction, pp. 9-11.
(2) It is interesting, though not essential to the argument,
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Footnote continued:

to inquire why a composer should choose to express him-
self in Programme or Impressionistic Music, A composer
may be skilled in certain forms of his art yet not pos-
segs the architectural faculty of building a major work
that is artistically beautiful from the standpoint of
musical form alone. For the organic principle of formal
unity he may therefore substitute a "programme! or an
"impressionistic idea", in order to provide himself with
an external framework into which he can fit his musical
ideas, Thus he employs a literary unity of form instead
of a musical unity of form so as to give his work a
superficial logical completeness or coherence. Such is
the method of Richard Strauss in any of his Symphonic

Poems.

The composer, however, may be able to combine the
two principles successfully, and produce a work like
Bach's B. Minor Mass, or Verdi's "Falstaff." Such
works are not wholly musical in aim, for they are also
frankly intended to express a definite non-musical con-
ception; so a compromise is made., Their value as nmusic,
however, is always assésged from the absolute musical
standpoint, and has nothing to do with the excellence of
the dramatic, literary, or religious conception,

The composer here chooses to write representative
music, not because he is deficient in absolute mugical
constructive power, but because of a desire to represent
extra-musical things 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 is pure descriptive music mod-
elled on Kuhnau's Bible Sonatas.

There is also music, which though not definitely
"programme", nevertheless relies on an "impressionistic
idea" for its unity. Such a work as Debussy's "La
Cathédrale Engloutie" produces a certain atmosphere,
which is suggested in the first place by the title., The
listener might hardly gather, of his own accord, the
impressionistic significance of the music without that
title; but to the listener who knows the story, or the
title simply, all the imitative effects of bells and the
muffled thundering of the sea will be very apparent,
Another listener, ignorant of the story, may hear only

musical effects,

- Debussy did not set off to imitate a particular
sound, He perhaps was inspired to compose with the
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Footnote continued:

remembrance of the story clouding his mood, and certain
details significant of the story crept into his music,
He obviously could not convey the story; he could
merely suggest certain aspects of it which could be
expressed spontaneously in musical terms.
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great musical value and beauty, but though it may therefore
be appreciated from the purely musical standpoint, such music
has rarely in itself sufficient organic unity or musical co-
herence to satisfy completely the musical aesthetic sense,
If a work of Programme Music is good as music what then is the
difference in the nature of the pleasure it arouses in the
listener who follows and enjoys it in terms of absolute music -
irrespective of whether he knows the story or the title or the
extra-musical conception - and the pleasure which the same
listener would derive from it knowing these and using them as
a starting-point from which to give the music a "literary" or
"associative" meaning? | |

I suggest that the thorough-paced listener who follows
the music as music, i.e. who enjoys the music for its owm
intrinsic meaning and beauty, would have an aesthetic exper-
ience of greater musical value than he who follows the music
for the sake of making the correspondence between the music
and the conception external to the music. Both may be aesthet-
ic éxperiences, but while the first has a purely musical value,
the second possesses less musical value, and derives a second-
ary aesthetic value from interest in the significance of the
story etc. There would also probably be a mixed element due
to interest in the success of the compromise between the music-
al aim and the extra-musical aim, Appreciation of the skill

which has gone to adapt the music to the programme, or vice
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vérsa, thus complicates interestiin the "programme" for its'
own sake, and a fluctuating musical interest, Possibly the
aesthetic value of the story may seem greater than the aes-
thetic value of the music as absolute music, yet nevertheless
such aesthetic experience must be distinguished from the pure
musical experience where the interest is in the music for its
own sake., The two aesthetic interests differ in guality.

The satisfaction and aesthetic pleasure I received in
following some of the themes and their musical development at
the above-mentioned performance of "Don Quixote" - enjoyed
“without appeal to their programme-context - was of a different
nature from the pleasure I received when I listened program-

- matically., When played on the piano at a later date, when the
music lost much of the suggestiveness due to orchestral colour,
those passages which possessed musical value did not lose their
distinction, while those which owed their effectiveness more to
the success of the imitative play of orchestral colour (as in
the "baa-ing of the sheep" episode) were less interesting. No
doubt @;4;;§$been more familiar with the musical form of the
work at my first hearing, and less taken up with the programme,
the deficiencies of the musical structure as compared with the
perfection of formal beauty in some major works of absolute
music, might have been more obvious. This conclusion is borne

out by a previous experience of Strauss's "Don Juan" heard on



the gramophone, Possessing only a vague and generalised
knowledge of the story of Don Juan, and being entirely ignor-
ant of Strauss's programme, I was forced to follow and enjoy
the music on its own merits, The aesthetic pleasure and satis-
faction derived from hearing this work (several times) were
fairly constant., The moments. where my interest flagged seemed
to correspond with the places where I thought the music lost
its point (where there éeemed to be no musical "progression"
or musical purpose). Probably a knowledge of the programme
would have supplied connecting links if only by super-imposing
a coherent outline of things and events external to the music

(1)

on the actual musical outline itself.

(2)

It may be claimed that interest in the associations
evoked by music, particularly where they may be considered
legitimate, as in programme music where the composer intends
the listener to rely on them to augment his musical experience,
increases the value of the aesthetic interest in the total

experience, Interest and enjoyment in the associations for

(1) I had a similar experience on hearing the record "The
Awakening of Helen" from Strauss's "The Egyptian
Helen".- No doubt during the performance of this
scene interest would be centred on the stage, so
that certain parts of the music would sink to the
level of an accompaniment to the dramatic action,

(2) See Ernest Newman, Musical Studies; Essay on "Programme
Music", P.161,




their own sake, as well as in their musical inter-relations,
may add to the fullness of the experience, But it is doubtful
whether it adds to the purely musical value of the experience.
In most cases, as has already been indicated, it has the re-
verse effect -~ it detracts from the value of the experience as
a musical experience., It may, however, be argued, that the

two developing interests in the two bases of the music and the
programme could be fused into a single interest. This leads

to the question - whether two aesthetic interests can be suc-
cessfully synthesised...Is it possible to fuse into one harmony
of beauty two experiences of beauty different in kind? Unless
perfect fusion is possible the quality of the aesthetic exper-
ience would depend on which ever source of interest occupied
the forefront of attention, Perfect fusion would depend (as I
have suggested in the case of such music as Bach's B Minor Mass)
on compromise. Compromise is possible if the bases of the aes-
thetic interests were not too remote, as in simple words and
tunes which are so familiar that they do seem to fit and blend
as one.(l) But in most cases such fusion is only very imperfectly
attained., Usually attention to the dual aesthetic object does
not develop, but breaks down into fluctuations from one source

(2)

of interest to the other parallel source of interest.

(1) Thus it is possible to enjoy aesthetically the alliance
of music and dancing, music and poetry, and even music
and colour-music (é¢f. one of Scriabin's last works);
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Footnote continued:

because dancing, poetry and colour-music all possess
the vital characteristic of music - motion, Poetry,
which is also expressed through the same mediums -
sound and rhythmic form - as music, suggests a very
close connection with music. This probably explains
the powerful effect of much great music which is
allied to words.

On the other hand, the combinations of music and sculp-
ture, or music and the representative art of painting,
do not seem to be so satisfactory, probably owing to
the fact that these two arts are essentially static,

(2) The writer has often tried to enjoy aesthetically both

the words and the music of a song. Where both are very
familiar, this is possible - but at a first hearing the
attempt is never successful, If I look at the written
words which the singer is singing, I don't follow the
music., If I listen to the singer, I almost invariably
miss the significance of the words, unless I force my-
gself to listen for them, when again I lose the thread
of the song.



Moreover, there is often not merely fluctuations of attention,
buf actual conflict (for example when the programme cannot be
fitted into the music at all.) Such warring of interests
tends to neutralise rather than to enrich the aesthetic enjoy-
ment of the two objects, It is because the two courses of
interest are different in quality that the listener cannot re-
concile them, and so he gets aesthetic enjoyment fron neither,
A fusion of purely musical interests is of course possible, and
often is the source of the highest form of musical aesthetic
pleasure, as in the experience of any contrapuntal music, A
good example is the strict canon which forms the Minuet of
Haydn's Quartet in D Minor, Opus 76, No. 2.

In considering‘the question of “associative listening" we
must never forget that music is untranslatable into any other
terms than itself. Music is expressed by means of sound-symbols
whidh have no other significance than a musical one, Their
agssociation with the natural world of sound and movement is
only| superficial, and, as I shall show later, imparts only an
indefinite extra-musical associative value to musicfl) Music
is a 3ystem of tonal and rhythmic relationships which can be
conceived or followed intellectually, as we conceive or follow
and grasp, a course of thought, or a mathematical problem; with

the essential difference, of course, that here the basicrelated

(1) | See Chapters IX and X. -
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entities are not formal, oonceptuél entities, or expression-

less symbols, but sensuous apprehensible qualities, Any such
intellectual following of music (on which pure musical enjoy-
ment depends) could have no element in common with the grasp

of a series of extra-musical concepts, or of external images

and events,

Writing of the musically cultured person who is listening
to music at the highest level, Professor Myers says, "So ldng
as the former,attending merely to music gua music, can maintain
his high level of aesthetic enjoyment (I infer he means "music-
ally aesthetic enjoyment") associations are debarred from con-
soiousness."(l) . . . And again . . " In order that the asso-
ciations may be enjoyed for their beauty, either the music must
bé wholly neglected, and the story, the wealth of colour, en-
joyed as if it were a work of art - which is seldom possible -
or the associations must blend or fuse in thelr general meaning
(on which their beauty depends) with that of the music. Other-
wise they can have no aes?hetic value, but are merely affective-
ly toned with pleasure or displeasure, or at most excite in the
listener feelings of joy or distress according to their cogni-

tive or emotional content."(e)

(1) ©. S. Myers, "Individual Differences in Listening to Music";
in The Effects of Music, edited by Max Schoen, P,23,

(2) 1Ibid, P.23,
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But in the first case, taking this quotation statement
by statement, the aesthetic enjoyment depending on the wealth
of images etc. is not a musical aesthetic enjoyment, There-
fore this is beside the point in an analysis of musical exper-
ience. Secondly, to repeat what I have already emphasised,
it is rare for the associations to fuse in their general mean-
ing with that of the music. There may occur moments of fusion,
but prolonged fusion does not occur throughout the whole devel-~
oping course of the purely musical experience, Moreover, the

meaning of music is peculiar to itself; the only kind of fusion

possible throughout the whole duration of the music would be a

fusion of the feeling-tone engendered by the associations with

the feeling-tone enzendered by the music. This does not mean

that the associative trend is fused with the musical trend; -
only that the general emotional attitude of the listener's mind
would be coloured by the presence of a certain feeling-tone
aroused by the assoéiations. The associative trend need not
necessarily go on at the same time Witﬁ the musical trend.

In support of his argument'Professor Myers quotes the
answer of one subject who makes the distinction, framed by
Professor Myers, between unfused assocliations, and associations
of aesthetic value which fuse with the music. "'I object to
these suggestions, for I find that the music . . . is not lis-
tened to for itself , , . But when the suggestions and the

music actually blend, there is the completest and greatest
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enjoyment, greater than when there is music alone.'" There may
be greater enjoyment, even granting the possibility of sustained
fusion, but there is not greater musical aesthetic enjoyment.‘
Moreover, how does Professor Myers reconcile the statement "I
object to these suggestions because the music is not listened to
for itself," with the fact that the subject allows the intru-
sion of suggestions so long as they absolutely blend with the
music? If the suggestions blend absolutely, then he can hardly
be aware of them at all, otherwise his attention is not given
wholly to the music; they must also take on a purely musical
significance to be inseparable from musical meaning, which is
significant of itself alone., In this case how can the associa-
tions increase the aesfhetic enjoyment? As Professor Myers
himself points out, if the subject listens to the music for the
gsake of the music itself, he tends to inhibit these suggestions -
how then can there be fusion of music and suggestions? Further,
and this point is passed over by Professor Myers, where all the
interest is in the "meaning" of the music - when we are attend-
ing most actively to the music - there are no, or very few,

suggestions simply because there is no room for them! Few

individuals can truthfully assert, even those most musically
cultured and practised listeners, that they have followed and
grasped the point of every detail, every progression, each
subtle distinction in harmony or polyphony, each scarcely per-

ceptiblé change in tone-colour or dynamic force; or have
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singled out and followed in its relation to the whole each
line of counterpoint - all of which make up the musical whole.
And to be interested in the music, to experience the music
aesthetically, is to follow and enjoy, if only incompletely
and without perfect comprehension, all these innumerable
complex relationships and to fuse them into a single coherent
musical whole, The most active attention to the music must
tend to inhibit any other course of attending to a secondary
object, such as followirng associations, simply because the
musical object is so complex.

Therefore we must conclude that the associative attitude,
or "programme" listening, in which may be included all such
experiences as dramatising the music, translating it into
emotional or philosophical terms, or into terms of other sym-
bols or images, such as colours, scents, muscular movements
as in dancing, etc.,, does not imply sustained and active atten-
tion to the music as a single aesthetic object, and therefore
degrades the meaning of complete aesthetic absorption. This
attitude comprises an intermittent following.of the music, for
either associative trends evoked and sustained by the music are
followed and enjoyed for themselves, and then the music is only
attended to at intervals; or the listener attempts to blend
the associative trends suggested by the music, or by its title
or programme into some sort of fleeting or imperfect fusion

with the music.
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The only type of associative attitude which will not
impair aesthetic absorption is that which occurs when a cer-
tain mood or feeling-tone, engendered by the fore~kn6wledge
of a programme or title, or suggested by obvious imitation,
colours the listenert's attitude. This mood or feeling-tone
may blend with the feeling-tone aroused by the following of
the music as music, But very often, though the idea of a
programme may be present at the beginning, as the origin of
this mood, etc., it soon disapprears from consciousness when
attention to the music becomes more and more sustained, and
where interest in the music for its own sake becomes more
absorbing.

There is another response to music which cannot be
classed under the "associative" attitude, but which is con-
nected with the question of Musical Attention. I refer to the
immediate "physiological" response to the physical qualities
of music.(l) Here the subject does not follow the relation-
ships of pitch and rhythm, ekcépt superficially. He is con-
cerned with the direct effect of volume, timbre, texture and
pace. He does, in a sense, attend only to the music, but he
attends in a special way, for there is no develdping or exzpand-
ing interest. Professor Myers describes a somewhat similar

attitude in his analysis of the "intra-subjective attitude."(a)

(1) See Chapter XI. .
(2) .C. 8. Myers, "Individual Differences in Listening to Mus-
ic"; in The Effects of Music, ed. by Max Schoen, pp 30 &31
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Here the response is mainly physiological and this attitude
corresponds with those cases where Wundt describes the atten-
tion as being "passive" rather than "active',

Any distinction between "active® and "passive' attention
implies a difference of quality not merely in degree, Active
attention is mainly distinguishable from passive attention as
being consciously selective., This distinction applies very
well to the‘present argument as serving to discriminate between
the attitude which consists in following and being acutely
aware of, musical relationships, and that in which the music
is heard rather as a physical force which impresses itself on
the unresisting but not actively receptive subject.(l)

In this immediate response to music, which Dr. Vernon Lee
has discussed very fully under the heading of the "Cecilian"

2)

and the "Dionysian" types of listeners,( the subject is almost

forcibly impressed by the violence and pace of the music,

(1) This kind of passive attention must not be confused with
the state of aesthetic absorption which I described
in the introductory chapter. 1In the latter state the
active following of relationships passes into the
contemplative attitude; +this is, in a sense, passive,
inasmuch as the effort of grasping the relationships
is lessened, or is felt as subsidiary to interest in
the music as an aesthetic whole, and so passes from
consciousness., The awareness of the relationships
throughout the aesthetic experience still remains very
definite; though the relationships need not be ex-
plicitly formulated. Passive attention in the sense
in which I now use it means a bare acceptance of cer-
tain physical qualities as distinct from the grasp of
these as related.

(2) Vernon Lee, Music and Its Lovers, Pp.123, 124,
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The dynamic qualities of music are experienced and enjoyed
because of their elemental appeal. The sense cannot escape
them, = This response resembles aesthetic absorption in so far
as the subject may identify himself with sound and rhythm

as moving and impressive elements, but he does not take into
account their formal relationships &hich in aesthetic absorp-
tion are felt as fundamental to the enjoyment of music as a
work of art., Each sound, regarded as a single sense-object,
ma& also be experienced as intrinsiéally beautiful, and so

may have a value of ite own, but this will then be an exper-
ience of beauty which is altogether different from that which
is derived from the grasp of these as constituent elements
and in their formal significance as music. Here the subject
surrenders himself to sensuous enjoyment of sound. In aes-
thetic listening, though a certain sensuous enjo&ment of these
physical effects must colour the thle experience with its
particular feeling-tone, interest in the formal relationships,
and in their recurrence and contrast, as well as interest in

. their expression and clear exposition by means of their dynamic
treatment, becomes so full that it must subordinate to an ex-
treme degree the enjoyment of the physical effects for them-
selves alone, It is difficult to attempt to separate the enjoy-
ment of music as an artistic unity from our enjoyment of the
elements used to embody the relationships which make up this

unity. But in aesthetic listening of the purest type, the




beauty of the physical qualities of the music is taken-for
granted and pushed to a back place. If beauty is absent,
howevef, it will be missed; or if these elements are not
intrihsically beautiful their poverty in this direction may
Iessen the aesthetic satisfaction and enjoyment, But the
cultured listener does not over-indulge himself in the plea-
sure which derives from the experience of these sénsorial

" effects. He may even object to their prominence, when they
hinder his attending to the music., Beautiful tone is taken
for granted, in the performance of a violin concérto, for
example, but overmuch vibrato, or portamento, or too much
emphasis on similar sensuous effects, are artistically objec-
tionable,

Enjoyment of the dynamic effects of music and the other
sensuous aspects of sound etc. compensates many an uncultured
listener for the barrenness of his aesthetic experience., Such
ehjoyment is also without the effort and strain which, except
in very accomplished musicians, accompany aesthetic listening.
Moreover, aesthetic listening may not always bring aesthetic
enjoyment, though there must always be present the satisfac-
tion which attends successful effort., True aesthetic enjoy-
ment is often fluctuating, since the aesthetic experience when
fully realised depends not only on the degree to which the
subject is successful in following the music, but also on the

degree to which the music is found worthy of being followed.
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For though aesthetic listening is not judging, in all such
aesthetic experience there is judgment implied, even if it
occurs only as an unconscious (or implicit) reference to some
conventional standard of taste, or to the listener's own back-
ground of musical experience, The cultured listener uncon-
sciously sums up the music as he listens, and makes a running
comparison with his background of musical knowledge. When the
music falls short of what is aesthetically satisfying, (what

he finds beautiful), it ie either because he is incapable of
perceiving its coherence, or because the music itself lacks the
unifying coherenée which is necessary to its adequate realisa-
tion and aesthefic enjoyment. This may occur because of defects
in its actual presentation -~ ugly tone, or inferior inteérpreta-
tion - 6r because of the poverty, commonplace character, or in-
artistic arrangement of the musical ideas themselves,

Aesthetic enjoyment of music.then, occurs far less often
than enjoyment of the sensuous qualities of music., Note that
this latter enjoyment is almost equally keen whatever the kind
of music. Large masses of sound, of contrasted orchestral
timbres, are often the most effective means of inducing it,
though the simpler types of melody and harmony may make a simi-
lar appeal., Such effects, however, may weary further the hear-
er when he-is already tired; for often the violence of the

physical impact seems to have the force of an actual blow.
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What distinguishes absorption in mere physical effects
most strongly from aesthetic absorption is the fact that the
interest and satisfaction which the subject feels are not
progressive, The hearer may follow the advance of sound, but
only in a superficial way; that is, he feels that the sound
flows on at a certain pace, and that there are changes in
intensity, and.so on. But itis a barely differentiated follow-
ing. He has practically no awareness of a sound-pattern ex-
tended through a duration of time. His experience of the rhyth-
mic element in music, for example, is an experience of a moving
progression of single stimuli, unrelated - or related in the
most obvious way. He does not recognise their connection with
a pattern: each unit is experienced as separate; or heard,
at the most, in proximity to its neighbors, without the signi-
ficance of its artistic relationship being grasped. The pace
of the music is felt as fast or slow or moderate, but the con-
stituent elements of form, the rise and fall of phrase, the
recurrence and contrast of themes, and so on, are not differ-
entiated or followed. The qualities which this individual en-
joys are music's dynamic effects; on the side of tone, intens-
ity or volume and resonance; on the side of rhythm, pace and
recurrent accent or stress. There is a bare awareness that
these qualities are éhanging, increasing, or diminishing; but
how, or to what extent, is not taken into account, Such an

experience may not even involve the actual perception of beauty
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at all, The subject is often content to enjoy the sounds etc.
in the way described without perceiving them as beautiful in
“themselves, He is merely conscious of the agreeable or excit-
ing feeling-tone aroused by them,

This attitude is thus mainly a physiological or "vodily"
response to the music. By "bodily" I include effects on the
circulation, the breathing, the blood-pressure, kinaesthetic
activity, and so on.(l) There may be acceleration or retard-
ation of the heart, quickened or slow and heavy bresathing (this
latter.is of very common occurrence, even in aesthetic listen-
ing), and a general heightening of nervous tension. Such fea-
tures often have external expression in involuntary movements,
like jigging the foot or nodding the head, or waving a fan in
time to the music, We may see the full expression of the ac-
tivity which accompanies this response in the spontaneous danc-
ing of children, and of other naive and unsophisticated beings.
(such as savages or surviving types of primitive races) who are
not inhibited by self-consciousness. This spontaneous expres-
sion of enjoyment of the physiological effects of music is con-
trolled in the higher types; while listeners who strive towards
aesthetic listening tend to repress such expressions by substi-

tuting higher centres of enjoyment,

(1) ¥r. Max Schoen has summed up the writings on this subject
in a single chapter, The Beautiful in Music. Chap.VI.
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This physiological response, it follows, is mainly a pre-

occupation with feeling-tone - a pre-occupation with the func-

tioning of what Dr. Vernon Lee calls the protopathic side of

the brain, It is a finding of sensory stimuli pleasant or dis-

agreeable in themselves, without discriminating or systematis-

ing them, i,e. without taking into account the satisfaction

(1)

which epicritic functioning affords. The variations of

feeling-tone are enjoyed for their own sake, and are not sub-

limated into a higher aesthetic experience., This enjoyment of

feeling-tone is not accompanied by a growing perception of the

increasing complexity of the musical relationships, as in aes-

thetic listening. The latter is a grasp, which while increas-

ing in complexity (in its extent, and in the variety of the

constituent parts which it embraces), is yet growing steadily

clearer and more organised; Dbecoming single and unified as the

grasps of the parts, multiple and in themselves complex, blends

into the grasp of the whole.

(1)

cf. Vernon Lee, Music and Its Lovers, P.131, Dr, Lee ex-
plains protopathic activity (following the lead of Sir
Henry Head), as the "primordial-affective' activity which
includes the emotional and practical responses of conscious
mind to such impressions from the outer world as fall under
the alternative heading pleasant and complaisant, andwhich
set up movements expressive of attraction or repulsion; and
this no matter through which of the senses these impressions
are conveyed, and with no interest in these impressions be-
yond the emotional and practical reactions they have set up!
Protopathic functioning has been localised in the thalamic

- portions of the brain; epicritic functioning is localisedin

the cortical (or critical) portions of the brain. The latter
is a "secondary function discriminatingand discriminatingly
registering the impressions from the outer world conveyed by
our senses." The two functions are rival yet co-operating
activities.
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Attention is co-existent with developing and expanding
interest. Interest also becomes more unified as it develops.
In the "bodily response” there is no expansion of the interest.
Interest in the sound-element remains stationary, and active
attention is at a minimum, Interest may also decrease, as sound
effects become wearisome,

This leads me to the question which I have already partly
answered when discussing programme-listening; Is the interest
in aesthetic listening always and solely an interest in the i
musical system of relationships - in the "musicality" of music?
I have already suggested in my observations on associative lis-
tening that there cannot be a perfect fusion of progressive
interests where the bases of the interest are incompatible, But
can there be a fusion of interests separately aroused by a
single object? To put the case more explicitly - Can there be
fusion of the interest in fhe musical system, and interest in
sound enjoyed for the sake of its intrinsic beauty, oi enjoyed
simply for the sake of the pleasurable or exciting feeling-tone
it arouses? Interest and enjoyment are here almost synonomous
terms, Interest in sound for its own sake is part of that
bodily response to music which is associated with protopathic
functioning, | |

Enjoyment as experienced with regard to the successive
feeling-states aroused by the sensory material of music is

bound up with this interest. Both this interest and this
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enjoyment, as we have seen, can and do exist apart from inter-
est in the music as music - i,e. as a work of art, But can
they also exist simultaneously with this interest? Interest
in sound for its own sake, whether this implies recognition

of its intrinsic beauty or not), does exist in aesthetic lis-
tening, inasmuch as the subject may be aware of the pure
qualities of sound without giving them a foremost place in
attention, Unless music is to be regarded-as a problem of
mathematical relationships, symbolised in tones,(l)we should
expect the experience of listening to musié to include aware-
-ness of the intrinsic value of sound, of different wave lengths,
harmonics, etc., and awareness of the feeling-tone aroused by
this absolute material, in addition to the satisfaction and
interest which attend the successful discrimination and syn-
thesising of the musical relationships. The presence of agree-
able or disagreeable feeling-tone, as I have before pointed
out, colours the whole experience., The finding of the relation-
ships interesting and satisfying or the reverse in music must
always be qualified according as the primary elements of sound
and time, through which they are conveyed, are of agreeable or
exciting feeling-tone. Only if the listener finds that the

formal beauty of the work of art (the unity of these relation-

(1) Following a work of music from the score alone is an
experience which approaches the concéptual experience
involved in grasping a problem in pure mathematics,
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Footnote continued:

It is unsatisfactory as a musical experience because
though the sensory qualities of sound in its different
agpects, intensity, resonance, duration and timbre,
may be supplied by the imagination, there is absent
the very prominent reality of the actual physical

impact of the notes on the ear. Moreover, the listener

is less likely to supply the infinite variations of
touch, phrasing, rubato, etc.,, which make the actual
performance of a work of music a living expression of
beauty. The comparison of music with mathematics
reminds us again that the former is also a system of
relationships, But in music the entities which have
these relationships are not merely conceptual values,
as in mathematics, but sense-objects - the results of
effective stimuli impinging on the human organism.
The fact that these are not pictorial or representa-
tive, as in the other arts, does not give them concep-
tual value, until realised in a scheme established by
the composer,
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ships in all their aspects, dynamic as well as formal) is
secondary injimporténce to the sensuousness of these primary
elements (which may be exaggerated to make up for this defect)
is his enjoyment of the music as an art-object impaired.

Though sensuously beautiful timbre may set off musically
beautiful relationships (beautiful in the sense of being "in-
evitable" or "artistically right", because of their position

in the context), the presence of this quality will not make

up for inferior or inadequate musical development. For in
aesthetic listening'it is not the predominance of pleasurable
feeling-tone which gives the experience its value., Many works
which we enjoy as beautiful (i.e. which afford occasion for
satisfying aesthetic experience) may be made up of sensory
material which is in itself intrinsically disagreeable, Pas-
sages of harsh, unresolved discords, or fundamentally disdgree-
able intervals may afford, in their oohtext as part of a devel-
oping musical whole, and also in contrast with more obvious
and agreeable harmonies, the greatest possible aesthetic satis-
faction,

We may conclude then, that certain features of the physio-
logical response are involved in aesthetic absorption, but only
as controlled by, or subsidiary to, a higher field of aesthetic
interest. A subject may be conscious of the agreeable feeling-
tone consequent on the perception of sounds as beautiful in

themselves; this interest, however, must be submerged as
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interest in the sounds as related becomes more complex., But
the feeling~tone may continue to colour the mood in which the
subject listens. There may also be present a heightened sense
of bodily activity, both functional and kinaesthetic, though
the voluntary expressions of this latter activity are con-
trolled or repressed. These may bé present throughout the
whole course of the musical experience without the subject
being aware of them.

Where interest in the sounds for themselves, or enjoy-
ment in the feeling-states engendered by their absolute qual-
ities, takes the place of interest in the relationships and
the satisfaction occasioned by these and the successful grasp
of these relationships (including satisfaction in the gensory
effects as conveying the artistic whole), there can be no true
musical aesthetic experience, The subject may have an exper-
ience of beauty - the static beauty of a natural object - but
this is different in kind from the progressive and developing
experience of the beauty of a musical work of art which he has
in aesthetic experience.

I have referred several times to the experience of the
critical or objective listener as most neérly approaching the
level‘of true aesthetic listening. We now need to consider,
with special reference to the question of musical attention,
in what way does the attitude of critical listening differ

from the attitude of aesthetic absorption?
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The distinguishing feature of objective listening is the
process by which the critical listener follows the musical
reiationships attending to them not opurely because of his
interest in them for themselves, but because he has an extra-
aesthetic aim in view. He attends to them because he desires
either to extend his technical knowledge, or to make an ex-
plicit judgment on the music, He does not desire an immediate
subjective experience of beauty only, an experience satis-
fying in itself, as in the case of the state of aesthetic ab-
sdrption. In the first place he wishes to enlarge his musical
background by thinking the relationships explicitly as he goes
along, or later, in retrospect. This means that his active
attention never changes to passive in the sense I have indicat-
ed in my description of the attitude of aesthetic absorption.

He consciously directs his attention to the music and objecti-

fies it, not merely to enjoy it, but to make clearer his
thought of it, He may also objectify.it, not thus, in order
to enlarge his musical background, but in order to judge the
music with reference to that background.

I have now reached the last characteristic of musical
attention in aesthetic listening - the question of musical
education and the fundamental dependence of musical interest
and enjoymeﬁt on the ligtener's musical background. In aes-
thetic absorption there must always be present reference (not

necessarily explicit, as in critical listening) to what I may
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describe as an intellectual base, Attention to the music,

the growth of musical interest, and the satisfaction ac-
companying it, depend mainly on the presence of this musical
background. Attention will be undivided, and interest will
be correspohdingly full énd progressive according as the sub-
ject can make the music fit into his musical background, The
success with which he does this depends on his natural capa-
city, and the degree to which this ié developed, through the
organisation of his past musical experience. It is often by
first listening critically that we arrive at listening aes-
thetically, 1In that kind of listening which culminates in
complete musical absorption we must be able to take the re-
lationships for granted. Usually we can only do this if at
some_time in the past we have consclously thought them, made
them explicit.

There is, of course, the reservation that sometimes they
are so simple that they can be intuitively grasped. For
instance, the relationship of the unison and that of the
octave are self-evident. _ The fact that primitive races sing
spontaneouslj in perfect fifths, a practice which may be occa-
sionally noted in the unconstrained group-singing of childrén,
seems to indicate that the interval of the fifth is also one
which is immediately apprehended as forming a natural or fun-
damental relationship. In the case of the more.complex rela-

tionships it is difficult to determine how far a 'seemingly
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spontaneous recognition and understanding of these are depend-
ent on the familiarity gained during the early years of child-
hood; and how far on an inherited aptitude,

In aesthetic listening when we follow a complex musical
progression we do not think the developing relationships
explicitly. There is no need to give a name to each separate
interval, for example - to note the relation of each note
with its neighbor, or to the key, or to the tonality in which
the music is written. 1In following a musical phrase we do
not observe by how much this note is louder than that, etc.,
and that the climax of the phrase is brought out with a cer-
tain dynamic effect, These things are realised implicitly,
and their significance is understood in the light of past
musical experience. The proof of our knowing them without
having to think them is that we can, firstly, fit them into
that part of the musical system which we have already grasped,
and secondly that we are led from them to expect certain de-
velopments, more or less definitely conceived, to follow after
them. It is necessary to add the proviso "more or less," for
we are not always surprised if a development follows differené
from the one we might logically expect, so long as it, or a
similar development, has occurred at some time in our past
musical experience, But if it is a new development and we
cénnot instantly fit>it in the context on the pattern of other

developments with which we are familiar, then we may have to




59.

think it, even to criticise or to judge it, before including

it in the musical scheme, We have to make it explicit. This
is the reason why so many students and amateurs tend to listen
objectively, when hearing for the first time a work written in
an unfamiliar idiom. But in aesthetic absorption it is because
the subject does, within broad limits,foretell what will happen
from moment to mdment, that he gets that intimate feeling of
possession, of creation, which I have described in the Intro-
duction, The effect is also the same if the development sur-
prisés him by its unusuvalness, as long as he recognises it and
approves it as "artistically inevitable! when he does hear it.
An extensive and systematised background of musical experience
is necessary if the musical development is to be anticipated
by the listéner. He thus approximates to the composer; he

who "appreciates" becomes, in a sense, he who "creates." Thus
the highest type of aesthetic listening is truly conceptual,
The listener, moreover, feels that the music is hiw own, that
he is the force placing note after note, varying the rhythm,
and contrasting fimbre.(l) This feeling of possession which
almost amounts to a sense of creation is particularly prominent
when we listen to music which is familiar, and the development
of which we can therefore confidently predict. We may take the
case of -the listener who is following a simple melody without

(2)

harmonic accompaniment, The musically cultured listener in

(1) The feeling of personal ownership or creation is particu-
larly strong in those who interpret music. Though the
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Footnote continued:

interpreter cannot radically alter the scheme of time-
values he can nevertheless slightly vary the time-
relationships and so imprint on them the stamp of his
personality by the use of rubato. Pitch-variations
must be rendered accurately (though in the case of
stringed instruments there may be all kinds of subtle
nuances of intonation. See Lillian Littlehale's study,
Pablo Casals, where the author discusses the principles
of "Expressive Intonation" as conceived by the great
tcellist, P. 192 ff) There are, however, infinite
possibilities with regards to variation of timbre and
intensity, .though these must always be subordinated
to the exposition of the musical idea,

Though skill in interpretation is not an essential of the

equipment of the aesthetic listener, it is nevertheless
desirable to be able to interpret, even if inadequately.
In no other way does the s1gn1ficanoe of mus1cal rela-
tionships strike home so directly.

single line of melody will always strike the listener
with more powerful directness than a melody enriched
with an harmonic background. The added harmonies some-
times cause a certain conflict of interests, and may
distract the attention from the melody. A single tune
affects the listener powerfully because of the direct
effect of the lineal relationships. Miss Wilson (in
Sound and Meaning in English Poetry, P.26,) thinks
that such tunes have therefore a greater emotional
effect than any other kind of music. Perhaps this
writer does not distinguish clearly aesthetic emotion
due to "musical significance" from the "physiological
pleasure" which is often aroused by such simple melodies.
Moreover, in many cases, the emotional meaning of folk-
melodies, for example, is indissolubly associated with
the words., It is not so clear that-a beautiful theme
taken from a work of absolute music would possess the
same external emotional significance which a folk-tune,
steeped in the associations of generations, would have,
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the first place hears the melody as & melody, - i.e., as a
pattern, and not merely as a sequencé of sounds. It is not
merely the occasion for a series of unrelated sense-impressions
(compare the pre-occupation with thalamic functioning which is
characteristic of the physiological attitude) which convey no-
thing of their intrinsic musical connectedness, The listener
gfasps the melody as a coherent sound-pattern extending through
time. He perceives it as a system of tonal and temporal (rhyth-
mic) relationships, defined more clearly by their dynamism, and
possessing intrinsically pleasant or beautiful sensuous appeal
because of the varying timbre,

What the subject who listens to an unfamiliar melody really
.experiences may be expressed diagrammatically in this manner:-
A, aB, abC, abcD. etc. A, B and C stand not merely for the
pitch—posifions, but as sense objects possessing at least five
different attributes - pitch, duration, relative emphasis or
accent, intensity, and timbre. When the subject hears the
second element B, he does not hear it as an isolated entity but
as tinged with the memory of A, He hears a B. But his exper-
ience is also a B?, where"?" signifies "What next?"., This
expectation as to what is to follow is only partially satisfied
by "C"; for in the very act of satiéfaction it is stimulated
further, until final satisfaction is reached when the last note

dies away - A?, aB!?, abCl!? . . . . . . abc....yZ!
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Thus listening to a melody as a coherent system of sound-
relationships involves active following of the melody. 1In the
experience there is present memory-activity, and alternating
degrees of expectatibn and partially satisfied expectation
until the final goal is reached, when satisfaction is complete.
There is also a developing interest in the relationships accord-
ing as they satisfy or fail to satisfy the listener as being
aftistically beautiful - i.e., as being coherent, and forming
a musical unity which is impressive or significant,

When a familiar melody is heard, and recognised, the
recognition of the tune colours the whole experience, giving
it an additional personal significance., Taking T to represent
the whole melody,‘the experience might be represented thus:-
A; aB?; abc!? ; abc (or T)!! D? etec. (The recognition of
the melody, as I have shown here, comes after the melody has
started.) Expectation is still present throughout the whole
experience, but it is far more definite than in the first case,
Throughout attention is'actively directed towards the following
of the music, and interest mounts higher and higher until the
end is reached,

The experience of listening to the first movement of
Beethoven's Fifth Symphony in C Minor is similar to this., If
the listener knows what he is going to hear, he waits for the

statement of the opening theme. His initial attitude depends,




ags we have seen, partly on his mood, and, more generally, on
the type of listener to which he belongs - associative, emo-
tional, critical, or aesthetic. In most cases he is certain
to follow the relationships to some extent, The success with
which he becomes musically absorbed will depend on, first, his
musical knowledge, and capacity, and the extent to which he
can use that knowledge and capacity to grasp the music and fit
it into his background, in order to be able to understand and
enjoy the present experience; and, secondly, on the extent to
which the music satisfies his demand that it should be artis-
tically beautiful,

In every attitude of musical listening, close and undivid-
éd attention marks the experience. In aesthetic and in criti-
cal listening attention is coincident with a developing inter-
est which expands and becomes at once more definite and more
unified as musical relationships are followed and systematised.
Attention is coincident with developing interest, and interest
with developing thought. In developing musical attention each
successive musical idea (or internally unified group of rela-
tionships) is followed to its musically logical conclusion, It
is followed and grasped as a part of an extending and developing
musical system, or formal pattern which is the musical work of
art. Absorption in the music is reached only when attention is

fullest yet least undivided. As the system of musical thought




becomes more and more complex interest becomes correspondingly
complex, At the same time interest becomes more unified.
Sustained attention in the experience of musical listening
cannot include attention or interest in any object external

to the music. This applies particularly with regard to asso-
ciative and to emotional (in thé sense of "physiological')
listening; and also, with a reservation; to critical listen-
ing. In critical listening, however, there is thought of a
purpose underlying the pure experience of listening, Here
music is listened to, not simply for the sake of the experience
itself, enjoyment of the beauty of the music, but in order to
ilmprove the ability to listen, or in order to judge or criti-
cise, Attention to the music, as it impligs full or growing
interest in the music, tends to inhibit all other interests.
The extent to which attention to the music can be sustained
will depend on the musical aptitude of the listener - his
receptivity - and lastly on his background of musical exper-

ience,




CHAPTER 1II,

MUSICAL EXPERIENCE AT THE SENSORY LEVEL,
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CHAPTER 1I,

MUSICAL EXPERIENCE AT THE SENSORY LEVEL,

The most thorough-paced listener must begin at the sensory
" level before he can reach the highest stage of musical apprecia-
tion -~ aesthetic absorption - which was described in the Intro-
duction; though his progress from level to level may be quick-
er or slower accérding to his aptitudes, and we shall see as we
go along. I shall therefore attempt to describe the course of
musical experience, first in so far as music is heard at the
sensory level, then as it is grasped and followed at the per-
‘ceptual level, and finally where it is understood, and imagin-
atively conceived or re-conceived, when musical experience
passes into the highest level, the conceptual, We shall see
that "perception is developed in the interest of sensory prob-
lems, and conception or. thinking in the interest of perceptual

1)

problems.“( And we shall also see how the interest at the
higher levels is, in musical experience, an intrinsic interest
purely. Throughout this progressi&e analysis of the experience
of listening to music, I mean to emphasise (using cértain musi-
cal examples in illustration) how listening at the conceptual
level - aesthetic absorption - depends on a growing intellec-

tual grasp of the music as music. This intellectual grasp

(which is closely connected with an intrinsic interest in the

(1) W. Mitchell, Structure and Growth of the Mind. P.391.
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music), and the satisfaction which attends its successful
play, are two of the dominating factors in aesthetic listening.
Intellectual grasp is therefore accompanied by affective and
conative eleménts, as will be seen in the following analysis.
The first section deals mainly with the intellectual (or cog-
nitive) and conative aspects of musical listening. Since
music cannot be wholly excluded from the realm of the repre-
sentative in art - in many cases it makes a compromise between
representation and absolute form - both because of the intrin-
sic nature of sound, and because of the associations which
have crept into music during its artistic development, I have
found it necessary to include three chapters on the associa-
tive value of music, These form section two, In the third
section I shall discuss the affective element in listening,
giving special prominence to my theory of an aesthetic emotion
sustaining and informing this intellectual grasp of the music,
on which it mainly depends. The chapter on the dynamic ele-
ments of music in Section I must be linked up with the analy-
sis of the course of following musical relationships in pitch
and time; from which elements the dynamic aspect can hardly
be separated. The perception of pitch and rhythmic ;elation-
ships is vital to music; but just as vitgl is an appreciation
of the formal aesthetic value of the dynamic elements - intens-
ity, timbre and texture. As I have shown in Chapter I, the

listener must beware, however, of giving to these physiologic-



ally compelling qualities pride of place over those elements
of pitch-relationship and rhythm which are bound up with the
formal aspect of music as a work of art., Organised and heard
in subordination to, or'rafher in illustration of, these formal
elements, the "powers of sound" form a valuable and impressive
part of all musical experiencé. This any listener will admit,
no matter how accustomed he is to following music in score,
who has listened to the same work silently in score, following
it imaginatively, and also in reality at an actual performance,
In the latter experience he is keenly conscious of all the
impressiveness of balanced and contrasted sound. I only need
stress #gain the danger of allowing interest in the sounds as

" sounds to overcome interest in the sounds because of their
place in the music as a work of art.

The response to music at the sensory level forms the basis
of all musical listening at higher levels., It is the response
of ehildren, of unmusical or untrained adults, and of primitive
" peoples possessing no, or only rudimentary, art forms of their
oﬁn. It is also the response of animals to music.

This type of response in its relation to musical attention,
and to the physiological effects of music, was mentioned in the
previous chapter. It is necessary for the pufposes of this
analysis to amplify what was formulated there only in part.

We saw that it is the reaction to the physical properties of

tone and rhythm that ie the outstanding feature in this type
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of musical experience. It is thus mainly a physiological
response, A pure form of this response may be seen in the
effect of music on animals, where we are reasonably sure that
no interpretation of the sounds or rhythms at a higher level
creeps in,

It is well known that certain animals are peculiarly
affected by particular kinds of sounds. Gosling records some
interesting experiments made with various instruments on the
animals at Regent's Park.(l) It was found with regard to violin-
music that "all the animals tested, except cobras (snakes do
not possess ears - they only feel vibrations sympathetically
through the body) and wolves, manifested pleasurable curiosity
while listening to soft, sad music, and a violent dislike to
loud, harsh and discordant sounds. They seemed to prefer the
minor to the major modes of all musical keys - bears and ibexes
especially 80 - althoﬁgh the minor key appeared uniformly fatal
to lupinéfpeace of mind and equanimity." The writer possessed
a cat who was sent into a state of trembling excitement and
fear by high? shrill notes heard on the gramophone, remaining
completely unmoved by notes of medium pitch and full timbre,

A dog in the same house-hold howled in unison (or rather with
an approximation to the same pitch) when he heard a woman's
voice singing, or high passages played on the piano or gramo-
phone. Curiously enough when, through constantly hearing the

gramophone or piano played, he learnt to listen in silence to

(1) H. F. Gosling, Music and its Aspects, P. 53.




music written in the classical tradition, passages illustrat-
ing the chord-combinations used by modern composers raised
"yelps of protesting criticism,

Helmholtz writes that the high 'E'''' played on the violin
has a particularly startling effect on dogs;(l) and Miss
Katharine Wilson imagines that this same note is the pitch of
(2)

the hysterical bark of certain terriers, This suscepti-~

bility of animals to musical sounds of a particular pitch and
intensity, usually high and shrill, has been explained by the
fact that owing to a particular resonance property of the ear
they are unduly affected by sounds of a certain timbre, and
witﬁin a particular pitch range. The same effect of pain or
displeasure owing to this resonance prdperty of the ear has
been observed with regard to humans when listening to notes
within a certain range at the top end of the piano. The ef-
fect is even more disagreeable when notes in this pitch-region
are played softly, for to the disagreeable affective-tone of
extreme pitch is added the effort and strain of hearing notes

played pianissimo.

(1) Helmholtz, The Sensation of Tone, P. 169,

(2) ZKatharine Wilson, Sound and Meaning in English Poetry,
P. 23.




Thus we see that it is the physical qualities of sounds
which are the source of the feeling-tone which colours the
response at this level. Sounds may be characterised as regards
pifch, intensity, duration, and timbre; and the recognition of
the fundamental pleasantness or unpleasanthess of these quali-
ties 1is part of this response,.

Experiments as to the effects of varying degrees of pitch,
intensity and duration of single musical notes on young child-
ren have been recorded by Otto Ortmann.(l) In those cases where
the subject had received some musical training it was found
difficult to obtain hie reaction to the sounds as simple ele-~
ments of intrinsic value. The results, however, conclusively
pointed to a general decided preference for notes of medium
pitch, duration and intensity., It was found that the effort
involved in sustaining the attention to notes characterised by
these qualities in an extreme degree, definitely coloured the
experience with disagreeable feeling-tone.

The pleasure in, or dislike,of, timbre for its own sake
may be illustrated by numerous examples, One subject on being
questioned by me confessed that the warm tone of the violon-
cello invariably moved him to tears; irrespective of the kind

of music played on it. On the other hand, the violoncello is

(1) Otto Ortmann, "Types of Listeners"; in The Effects of
Music, edited by Max Schoen, Pp. 43 to 45.




my own pet aversion whenever its sensuous tone is over-empha-
sised, particularly in the upper register, Unless this in-
strument is played with great artistry and restraint, it may
become maudlin or vulgar, For example, when the air "Kol
Nidrei" is played as a 'cello solo, it is just those notes and
timbres which the music emphasises which seem to me most ob-
jectionable, The rich and voluptuous timbre of the 'cello
usually makes it a popular instrument, however; though the
more strident note of the violin is equally popular both with
children and with adults. Untrained or unmusical subjects,
especially, are often more easily moved by its keen and sol-
vent timbre than by that of any other instrument.

Among the musically cultured, pleasure in timbre for its
own sake occasionally takes the place of the higher aesthetic
pleasure, which includes recognition of its value to illus-
trate and enhance form, This is shown by the popularity among
musicians of certain singers who owe their reputation not so
much to their artistry or musicianship as to the exquisite
beauty of their voice., A highly cultured musician of my ac-
guaintance, of pronounced intellectual. tastes, confessed that
he derived enormous pleasure from the vocal acrobatics of a
certain famous coloratura soprano, If timbre is an absolute
source of pleasure, however, it is also an absolute source of
pain, We read, for example, how the child Mozart fainted on

hearing a trumpet played in the next'room; and how, at the
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sound of music, the young Chopin would burst into tears,
These reactions, however, reveal over-sensitiveness to volume
of sound as well as to timbre; for it is not always possible
to separate these two qualities., Berlioz is an example of
the opposite extreme, obsessed by volume for its own sake,
His music "abounds in the use of striking and multiple sournd
effects, He refers to Mozart's use of a solo trombone in the
tTuba Mirum' of his 'Requiem': ‘'Poor Mozart, who is content
with a'single trombone when five hundred would have been
hardly sufficient!'" To the musical listener, however, who
is "endowed with delicately poised sensibility, volume is en-
tirely a matter of proportion.“(l)

Preoccupation with such features as these is experience
at the sensory level. So, too, is the experience of certain
unmusical people,who, when they declare their fondness for
music, really mean that they enjoy the vague rush of great
masses of sound through their ears. Possibly a great deal of
Wagner's popular appeal for the general public can be explained
in this way. It pas been suggested, indeed, that it was just
"those amateurs who were not obsessed by intellectual predis-
positions" who accepted Wagner without reserve in the first

place; while "those who were presumed to know most about

(1) M. D. Calvocoressi, Musical Criticism, P.45.
Berlioz also showed great discrimination in his use
of tone-colours. He was the first to react to the
tone-quality of drums, and not merely to their
rhythm,




~music . . . . doubted that he was mainly a great musioian."(l)
This conflict of opinions is obviously due to the fact that
the two types demanded different things from the music. The
former type belongs to just that class I have been discussing,
to whom the appeal of music is completely contained in the
sensations to which its sound-material gives rise; and accora-
ing to the power of music to affect them thus most strixingly,
they base their judgment. Wagner's music, particularly in

such magnificent sound-passages as the storm-effects in the
"Overtuie to the Flying Dutchman," and in the march from
"Tannhauser" where the richly blatant harmonies have been
likened to the music of a glorified Salvation Army band, is
rich in those blaring sound-effects which delight the sensory
type of listener.

The response at the sensory level has to do, therefore,
with the unsystematised and ungrouped sensory material, In
regard to music, this response is limited to what is actually
present in the auditory response itself., That is, it is res-
tricted to a single tone, or to a chord heard as an unanalysed
whole., The first is distinguished in itself as regards its
pitch, intensity, duration and quality. "A simple tone is

felt as definite the more it has been distinguished from

(1) George Dyson, The New Music, P.20.
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others by reason of the aspects it has in common with themn,
e.g. pitch, loudness, duration, or emotional quality (=timbre).
This work of knowing an object is done at the sensory level
without thought of aspects in the abstract. The sensory ob-
jéct that is made definite and complex by the separation of its
aspects remains altogether an object of sense."(l) We must,
moreover, remember that though the sensation of a musical tone
ig compounded out of the sensations of several simple tones,
the analysis of this musical tone into its constituent funda-
mental and partial tones is not made at the sensory level.
Moreover, when we assign such a compound tone to any deter-
minate musical instrument it is not a process of sensation,

but of perception.(E)

(1) W. Mitchell, Structure and Growth of the Mind, Pp.212, 213

(2) "Impressions on our senses, in so far as we become con-
scious of them only as conditions of our body, andg,
in particular, of our nervous apparatus, are called
sensations; but in so far as we form from them a
mental image of external objects they are termed
perceptions., When we apprehend a certain sound as
the tone of a violin, we have a perception; we
conclude that a certain instrument exists which
usually produces tones of that tkind'."

(Helmholtz, The Sensation of Tone, P.94). Repeated pro-
ductions "of the same sum of partial tones in our
sengorium leads this sum to come to be regarded as
the compound sign for the musical tone of the violin
. . . The oftener such a combination is heard, the
more accustomed are we to apprehend it as a connected
whole, and the more difficult to analyse it by direct

observation." (Ibid., P.98).




At the sensory level the chord is heard as a single object
of sensation in the same way as a musical tone, really a com-
posite whole, is heard as a single sense-object. Tones and
chords are responded to as individual or simple sensations,

In music each successive stimulus is experienced as an indepen-
dent unit, existing for and by itself. There is no co-ordinat-
ing of these simple units into higher units; that is, the
character of each unit remains independent of its environment.
It is not affected by the preceding stimulus, nor does it
affect the succeeding unit.v This absence of the formation of
higher units is the distinguishing mark of musical experience
at this level. But such a response - that is, the response to
a chord out of its environment - is only theoretically.possible
as a purely sensory response to music. Any subject who has
the slightest familiarity with music would find it almost
impossible to listen to each of a succession of chords in
harmony without the effect of one chord being qualified by its
proximity to another, Even to an unmusical listener the effect
of a concord after a passage of harsh chromatic harmony which
he can neither follownor understand, possesses a value which is
due to its context, as well as to its intrinsic unity and repose.

The response to the absolute quality of consonance and
dissonance is thus included in the experience of music at this
level. Experiments as to the relative affective value of the

various intervals within the octave have given the following




order of preference. The distribution is from pleasant
feeling-tone towards disagreeable feeling-tone, thus:-
major 3rds, octaves, minor 3rds, major 6ths, minor 6ths,
augmented 4ths, perfect 4ths, perfect 5ths, minor Tths,
major 2nds, major T7ths, minor 2nds.(l)
It is precisely the preference for intervals in this
order characterising the response of the uncultured which
explains the popularity of such well-known tunes as the
"Barcarolle", from "The Tales of Hoffmann. " the catchy airs
of Verdi's.early operas, and the numerous vopular ballads of
today. The over-emphasis on such obvious sources of pleasant
or exciting feeling-tone gives a sentimentality to the music
" which is particularly palatable to the musically uncultured.
The harmonic accompaniment of the popular tune "Two Eyes of
Grey™", to take one example, is made up of these thirds and
sixths, which combined with the sickly progression of the
melody gives an excellent illustration of the maudlin tune-
fulness which depends aﬁong other things on the predominance
of those intervals which have been found to be physiologically
agreeable, But the progressive development from enjoyment of
such popular airs to an appreciation of a better type of music
is shown in the musical progress of almost every child who has
the advantage of even slight musical training, or of becoming

familiar with good music through concerts, gramophone or

(1) Otto Ortmann, "Types of Listeners" in “The Effects of
Music, edited by Max Schoen, P.47.
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wireless, ete, Such progress shows how the individual response
changes, by training and experience, from the response at a
low level to that at a higher level,

Even composers of the best calibre do not, of course
refrain from making use of 3rds and 6ths; but in these cases
they possess artistic or formal value which is additional to
their value as being physiologically agreeable, The opening
theme of the first movement of Brahms's clarinet quintet is
a good example of the artistic use of a succession of Brds
and 6ths which are redeemed from stickiness by the grace and

artistic fitness of their combination.
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This theme is heard as part of the whole movement, and there-
fore is not judged as a single entity. The perhaps excessive
wistfulness of the theme is thus counter-balanced by the
second theme which is more vigorous and rhythmically robust.
Moreover, its musical effect is modified by the pace and ru-
bato with which it is played. This theme could be sentiment-~
alised if these intervals were dwelt upon too languorously and
so overemphasised. Though works of a high musical standard
may indeed includé many such intervals, they do not rely on the

predominance of these for their value as works of art. It
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would be difficult to find a piece of music which does not
include 3rds and 6ths, unless we except some modernist ex-
amples. Bui in good music such intervals are mainly effect-
ive from their place in the musical context. Hearing them
in their context means that they are no longer experienced
at the sensory level, Their power of satisfying or pleasing
thus depends on their forming part of a complex effect, in-
stead of being in themselves a simple one,

But apart from their effect in the larger groupings which
I shall discuss in a later chapter on listening at the percep-
tual level -apart then, from the question of environment which
may make a chord, ugly in itself, beautiful as part of a pro-
gression-=1it must also be recognised that a chord, disagree-
able in itself at a first hearing, may become neutral and even
agreeable, after several hearings, though the experience still
remains at the sensory levél. This fact is important for it
is partly (only partly, however) the explanation of the grad-
ual widening of what we understand as "consonance" to include
more and more extreme dissonant combinations as consonant.
The only perfect natural consonance is thé octave and the
unison, But the intervals and chords which are felt to be
satisfying in themselves have increased throushout the last
few centuries until even such combinations as the following
can be enjoyed as consonant in the broader sense if heard

often enough.
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Both (a) and (b) are examples of a combination of two tonal-
ities, and as such they can be experienced as significant at
a higher level than the sensory., Yet regarded merely as an
unanalysed simple unit each of these chords is capablevof
arousihg positively agreeable feeling-tone after several repe-
titions.

- This growing tendency for dissonant combinations to be
regarded as consonant is partly due to the weakening eifect
which persistent repetition of a stimulus has on the response
to that stimulus. It may also be, as I have suggested on
Pages 74 and 75, that the response to any chord-groupings can
seldom be confined to the sensory level, We constantly res-
pond to dissonant combinations as part of an imagined envir-
onment, This occurs when we resolve discords mentally by
supplying the concords. Such a response is at a higher level
than the purely sensory.(l) Nevertheless, the constant occur-

rence of certain dissonant combinations throughout the more

(1) An example of how we resolve a discord consonantly in
imagination may prove helpful. Itwill also be possi-
ble to proceed by means of this example to a more
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Footnote Continued.

detailed explanation than has been possible in the
text, of the widening of what is termed "consonance'
in a general sense, to include certain real dissonant
effects, originally felt as dissonant, but now re-
garded as possessing a satisfying consonant meaning,

When we hear the final chord at the end of the first
act of Debussy's "Pélléas et Mélisande", its resolu-
tion is understood and imaginatively supplied, as at
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With increasing familiarity the ear comes to dispense
with supplying resolutions imaginatively, and ends in
accepting such chords as final in themselves, as stand-
ing for a concord., Such a chord as the final one in
the example is accepted "as a point of rest, as a com-
bination of notes reduced to its simplest terms, and
having no necessary. implications. And this chord may
then become, as it actually has in certain contemporary
schools, invested with the finality, and incidentally
with the monotony that adheres to any conventional
formula." (George Dyson, The New Music, P. 64.).

When, however, chords like the above example are inwardly
resolved in accordance with the accepted conventions
of tonality etc. it is because their fundamental
connections with the traditional roots have not been
lost. They are heard at the¢ conceptual level, But
when they come to be experienced as simple or con-
sonant in themselves, then the hearing of them is back
at the sensory level as far as it is ever possible for
such chords to lose entirely the impress of the mould
which first formed them,
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recent history of music has insensibly modified the feeling-
tone aroused by these particular chords, although, as I have -
indicated, this change has also been helped by the effect of
the context in which such chords occur, The magnitude of

this change in feeling-tone may be clearly realised if we
examine the gradual evolution of'harmony from the sixteenth
century up to the present day. At first the simplest disson-
ances were suffiéient to give artistic contrast; but as music
progressed,'mofe and more complex dissonant effects were uti-
lised to obtain the same degree of artistic relief to what has
now become excessive consonance., The significance of the
variation in dissonance between the first position of a major
common chord and its first inversion, to give one example of

a variation which was considered sufficient contrast in Pales-
trina's time, is lost to the listeners of today, whose ears
are inured to the dissonances which have become commonplaces
in modern music,

It is interesting, in this connection, to trace the his-
tory of the dominant seventhy a chord which, once experienced
as harsh and fundamentally disagreeable; has now lost much of
its dissonant effect and taken on the comparative mellowness
of a concord. It must again be recalled that consonance and
dissonance, in music, are only relative terms. In the begin-
ning of the modern harmonic development this discord, like

all other discords then considered extreme, was either eschewed
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or only used with careful preparation and followed by as care-
ful resolution. Later music dispensed with preparation, and
modern music is dispensing with resolution. In the same way
the now satisfying minor common chord was once eschewed as an
ending because it was felt to be less consonant than the
major common chord, and therefore did not give that effect of
finality and stability which was felt as essential to a musi-
cal ending., For the minor third, the dissonant interval, was
substituted the major third, itself not entirely consonant

but felt as being closely related to the tonic by reason of
its occurrence in the harmonic series of that note., This use |
of the "tierce de Picardie" in the final cadence was extremely
common up to the time of Bach, Today the minor common chord
is felt to possess an absolute consonant value, Erom these
examples it can be clearly seen what a difficult matter it

is to discover how far any discord, particularly when it is a
commonplace one, like the dominant seventh, is experienced as
intrinsically agreeable or disagreeable, and how far it is
experienced as such through the musical associative values
which cling to it. As a fundamental discord containing dis-
sonant intervals whose overtones clash, the dominant seventh
is, in itself, '"piquant." It is exciting. Because of this
inherent exciting feeling-tone, and also because of its close
natural as well as musical relation to the tonic common chord,

it arouses expectation. The feeling-tone aroused by this




chord, therefore, is for the normal musical subject modified
according as that expectation is realised in terms of music
or of physics, or of both, When the listener has a normal
musical biasg, he is only satisfied by the chord's proceeding
either to an actual resolution, or to an imagined one, It
is thus impossible to assess the value or extent of the
“intrinsic feeling~tone aroused by this chord when it is heard
by listeners even of only moderate musical experience, Any
experiments which I personally made with regard to the feel-
ing-tone aroused by discords at the sensory level, had to be
made either with extreme discords, which possessed very little
consonant value, either intrinsic or derived from association;
or on subjects who were naturally unmusical. The latter were
not really successful subjects, as usually where the subject
was unmusical his aporeciation of slight differences in chords
' able

. inca
‘was not very acute. I found a certain subject QUit629 pre-~

ferring example (a) to example (b)
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To return to the questionrof feeling~tone with regard to

the response at the sensory level we find that the following

conclusion may be reached. As a general rule the fundamental

pleasant or disagreeable feeling-tone aroused by such tonal




stimuli as I have been considering, arouses almost involun-~

1
tary attention.( ) But the tonal stimuli which produced this

effect are not followed up in their relation to one another.

(1) Examples of such acts of inw luntary attention also occur
when the subject is recalled from following associative
trends evoked by the music by a sudden unexpected dy-
namic effect, The reaction to an abrupt fortissimo on
an unusual discord of the listener who is actively
following the music is also often a reaction at the
sensory level,

In the following passage from Beethoven's 8th Symphony,
the unexpected change of harmony at the point marked
with the asterisk is experienced almost purely at the
sensory level on the first time of hearing this work.
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This same effect occurs a second time, but the sudden
fortissimo on the C#, instead of returning to F, 1is
followed by a complete change of Key, Thé effect of

the C# is now much more than "not C", as in the first
case, The change is followed at a higher level than

the sensory, and is recognised as a prelude to further
musical development. Similar dynamic changes in harmony
occur throughout Beethoven's music. Doubtless Haydn also
knew the effect which such sudden changes of dynamics and
harmony had on his audiences, when he introduced the
famous fortissimi effects in his London Symphony in
order to recall the attention of the audience to the
music.,
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Thus we see that an important characteristic of the response
at this level is that it requires the minimum of intellectual
effort. This is clearly revealed in the response to rhythm
as well as to pitch, of the individual who enjoys music at

the sensory level, He follows rhythmic stimuli as repetitive,
but uncohnected; not as forming a pattern or unity of time-
relationships in the way the perceptual listener grasps these,
He has the impression of pace, but does not connect or con-
trast variations 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 artistic unity,
Attention at the sensory level is involuntary and static,

The interest is not a growing interest, but remains a static
interest in the physical material of music. This is the most
obvious reason why the layman prefers to enjoy music at this
level., There is demanded nothing from him. Moreover he likes
the popular and physiologically agreeable tunes becauée they
are easy to follow, or even need not be followed at all, but
just enjoyed, because their value to such subjects lies in

the large degree of pleasant or exciting feeling-tone they
arouse. The layman is satisfied with this effortless pleasure
which the musician eschews because of the commonplaceness and
barrenness of the effects which produce it. The musically un-
tréined layman thus receives a maximum of pleasure with a min-

imum of effort. The cultured listener, on the other hand, has




to do intellectual work in order to enjoy his musical exper-
ience. He demands more than physiological pleasantness and
is willing to expend himself in order to obtain the final
aesthetic pleasure and satisfaction which he values,

Normally the sensory responsé to music occurs in connec-
tion with, or as the basis of, other more complex responses
such as the associative or the emotional responses on the
one hand, and the critical or aesthetic responses on the
other. As a basis on which our further and more complex ex-
perience of.music is built up it has been necessary to give
‘thig slight indication of the salient features of the sen-
sory response, Each listener must start off at this level,

In some individuals, like Mozart who is the example par ex-
cellence, the progress from this bare response to music, as
undifferentiated sensory material, to the aesthetic response
which involves. first, perception of the relationships of music,
and then grasping and understanding the connections of the
formal unity of music as an art-form, is extremely rapid. Such
subjects possess, as we shall éee, an inherited aptitude or
predisposition for grasping musical relationships with a mini-
mum of practice, But it must be emphasised again that nomatter
how quickly the subject attains to aesthetic listening, his

experience begins at the sensory level,




CHAPTER III,

LISTENING AT THE PERCEPTUAL LEVEL,
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CHAPTER TIII,

LISTENING AT THE PERCEPTUAL LEVEL.,-

Listening to music at the perceptual level forms the
response of all trained musicians, of the less well-trained
adult and child, and of those who, while not technically
trained, are familiar with music through constantly hearing
or attempting to interpret it. It is an advance from the
first type of response towards a more complex and organised
type of experience, and follows upon the sensory response
with training or further musical experience.

From the aesthetic point of view musical experience at
the perceptual level is obviously much more valuable than the
experience at a lower level, It has already been pointed out,
however, that the purely sensory . response is more of a hypo-
thetical possibility than a practical reality. Except in the
case of animals or of subjects hearing music for the first
time, or of those who are tone-deaf, it is rare for musical
experience to be limited to a bare sensory grasp. There can
be no rigid line of demarcation drawn between the two levels.
Sensory experience shades into perceptual experience in a
scarcely definable way. Even the toné—deaf person, for example,
~can discriminate between tones that are high, and tones that
are low in pitch, though he may not recognise definite inter-

vale,
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Just as it is impossible to say where the response to
music is only a sensory response and where it passes into
perceptual experience, so it is impossible to do more than
ihdicate the range and variety of the perceptual type of
response, and suggest how perceptual experience of musicpasses
into conceptual experience, . The perceptual response to music
must therefore vary considerably in value; from the exper-
ience of the infant of fourteén months who follows its mother's
gsong with approval and endeavours to imitate the rise and fall
of the pitch-line, or who marks the rhythm by gleefully clapping
his hands;(l) to that of the cultured listener or composer,
whose experience may transcend the perceptual level and rise
to the conceptual. Between these two extremes there are all
grades of perceptual experience; and we shall now proceed to
see what are the distinguishing marks of all such responses . to
music,

In the perceptual response to music, the interest is no
longer confined, as at the sensory level, to a bare interest

in the sense-~impressions immediately present to sense, It is

not solely an interest in the sound-material of music for its
own sake as bare sound. It is a growing interest in the music
itself, an interest which becomes more and more complex, yet

more definite, as the music progresses, It is an interest

(1) W. Stern, Psychology of Early Chilghood, Pp. 352-3.
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directed, not consciously perhaps, towards a musical goal,
the final achievement of which brings a certain measure of
satisfaction, as will be seen.» The experience is definitely
conative inasmuch as the subject strives to follow the music.
with which he tends to identify himself, In the less exper-
jenced listeners the striving is more apparent, as the grasp
of the music requires more of an effort.

Since the interest in the course of the musical exper-
_ience is an intrinsic interest - interest in the music for
its own sake - there is progressive expectation. Expectation
is present in a varying degree from the beginning to the end
of the course. This expectation is conditioned in extent and
definiteness, in quality and direction by the past musical
experience of the subject and by the degree to which he has
organised that background of past experience. Thaf is, the
quality of his present experience - his aesthetic interest and
satisfaction - depends on a (musically) intellectual basis.
This growing interest involving that expectation and pursuit
of a musical goal, becomes at once more complei and more
definite and unified as the end of the course is reached. It
becomes complex as the extent of the music in all its variety
is unfolded; it becomes unified according as the musical
goal is more definitely expected or predicted. Interest thﬁs

depends on grasp; grasp means the perception, the following,
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and the understanding of the musical relationships, But the
grasp or recognition of the significance of the relationships
is not always easy. The ease with which the relationships
are perceived and followed (and conséquently the success of
the grasp of their musical significance - which is the basis
of aesthetic interest) depends on the receptivity of the
subject to those musical relationships._ Receptivity to musical
relationships includes general sensitivity to musical sense-
stimuli, as well as the ability to perceive the relationships
of these, and to predict further musical development on the
analogy of familiar relationships. The pérception of and
interest in these musical relationships, the effort involved
in grasping and following them, and the expanding interest
accompanying the expectation of further musical development,
are the qualities which chiefly distinguish the response to
music at the perceptual level.

The wider and better organised is the individual'’s musical
background, the more easily will he perceive and follow the
relationships, for he will be able to take more for granted.
Thus the greater will be his interest in the music, His music-
al expectation - the ability to predict - will also be more
definite; though within more extended limits. That is, the
greater the extent to which he can make use of his past exper-
ience, so will his progressively growing expectation in the

course of following the music be more complex, and at the same
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time more definite.

This may be foilowed more clearly by means of actual
musical examples, Let us first take the way in which a chilg,
a student and a musician respectively would listen to the
following progression or simple harmony exercise, example (1);

or better still, to a perfect cadence as illustrated in example

(2):
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If the child has no training in harmony or has had no oppor-
tunity of becoming familiar with similar progressions through
hearing or playing simple harmonies, unless he is gifted with
an exceptional natural grasp of musical relationships he is
not likely to have a definite expectation as to what chord
will follow the dominant common chord at (a) in example (1);
still less as to what will succeed the same chord in example
(2).

He will, in all probability, experience a certain dissat-
isfaction, perhaps a feeling of suspense or unrest, if the
music is left hanging in the air at (a)., This feeling would

probably be tempered with a strong inclination to hear again




the .sound of the first chord. This is partly explained by
the effect of instability which the dominant chord gives,
when it has been preceded by the tonic as in the first exam-
ple. Being at once a development out of the tonic chord (its
notes are included among the upper partials when these are
left free to vibrate haturally, and are not cut out, as in a
piano), and also being in strong natural contrééf”ig'if; the
o _

dominant chord has a natural tendency to return again to the
tonic chordw(l)Thus, in the first example, the effect of this
chord (a), is determined partly by environment or context,
and partly by its natural tendency towards suggesting the
tonic chord., From its position in the musical context, its
effect is also controlled by the sound of the tonic chord
which is carried over through the succeeding chords, and is
therefore felt as tending to recur again, The pitch-outline
of example (1) is felt as a movement away from the tonic to a
point in strong contrast to the tonic, and a movement back to
the tonic.

But with the child the effect of the chord (a) may not
have any more complex result than the arousing of a bare feel-
ing of dissatisfaction, with the hardly realised desire to re-
turn to the initial feeling of stability or repose aroused by
the first chord. It is an indefinite expectation coloured
with exciting feeling-tone. In the untrained adult listener

the experience may take on a little greater definiteness,

(1) Ww. Prout, Harmony. Its Theory and Practice, P. 87.
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He will probably predict a return to the first chord; but
if he heard, instead of the resolution in example (1), the

follow1n progressicp“;__w
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there would not be much difference in the satisfaction which
would attend the final chord, He certainly would not feel
the discomfort a musician would feel ‘at the consecutive oc-

~<=, e?‘ \ L ;,,_f‘l

taves, the proceeding from the 5%333 }o the ogﬁe?e in the
treble and bass, and the falling of the leading note to the
fifth instead of its rieing to the toﬁic. A beginner in
harmony would have a much more definite expectation as to
what would succeed the chord (a); and also a correspondingly
definite degree of satisfaction according as the resolution
of this chord fulfils his expectation. The obvious progres-
sion to the tonic chord would be his first thought. Should
it occur as in (3), he would probably dislike the bareness of
- the consecutive octaves; and there would also be disappoint-
ment caused by the leading note's falling, this not being in

agreement with his expectation of an orthodox musical relation-
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But if he is a little more advanced musically, his ex-
pectation as to what will follow the chord at (a) ﬁill not
be limited to the example given, It may include a realisa-~
tion of a wide choice or variety of resolutions. He may be
prepared either for the tonic common chord, or for the minor

common chord on the sub-mediant - an interrupted cadence.
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His interest and expectation are thus in two directions;
equally definite; - though neither may be explicitly formu-
lated - towards resolution in a perfect cadence, or resolu-
tion in an interrupted cadence. He does not have to think
these resolutions in terms.of their technical names, or even
-of their constituent notes; though, if his ear is acute and
his trainiﬁg thorough, he will at once perceive any variation
from the formally correct resolution. As a layman he need
not have received any technical training in harmony at all,
and still expect, recognise and differentiate between these
two obvious resolutions solely because of his familiarity with

similar progressions from their constant occurrence in music.




Suppose, however, taking now example (2), the dominant
seventh chord is not followed by either the resolution or
the tonic or the submediant, but by such an enharmonic mod-

ulation as occurs in the following passage:-
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or, keeping to the key of the original example:-
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If the student or layman has had only a limited musical ex-
perience, such a progression may never have occurred in his
experience, or if it has, he may never have noticed it (be-
cause he was unable to "grasp" it). Then, should it occur
in such circumstances as render his following of the chords
more easy, as in a simple passage like the example played on
the piano, he will probably experience some sort of shock of

surprise. The musician or more advanced student, or even

93.

the practised layman who has been accustomed to following such
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progressions implicitly, even if he does not understand them
explicitly, knows too well how much variéty is possible in
harmonic progréssions to be greatly surprised, though he may
have a moment's hesitation before he accepts the unexpected
turn things are taking. His surprise would depend partly on
the context in which such a progression occurred. He might
get just such a shock as the musically unsophisticated person,
" if he were to hear a similar progression out of its proper
énvironment - as it would be if inserted in a straightforward
simple harmonic passage of Haydn, for.example.
But suppose, instead of its resolution, he hears the
first dominant seventh followed by another, as in the follow-

ing passage from Debussy's ﬁ",L,a_,Qa_-tbédL@ls, _Engloutie.":
assage from Deb )
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If he is hearing such a passage for the first time, when he

finds that each dominant 7th is succeeded by another, and yet
another; from his general knowledge of harmony (or experience
of music) which would include a knowledge of sequences, he is
not surprised when he finds that each dominant 7th instead of

resolving, vasses onwards to another, The satisfaction of his

expectation is delayed from chord to chord; while his expec-




tation as to what will happen is becoming more and more
definite, This delaying of the satisfaction of resolution
as well as the sense of instability yielded by the changing
tonalities, gives him an impression of impermanence and
insubstantiality which he in turn transfers to the music.(l)
This is, no doubt, the effect Debussy intended. Again it
must be insisted, his attitude to such progressions, and the
degree and direction of the expectation aroused, depends to

a large extent on the context in which he hears them, More-
over, there is also bound up with this the question of the
larger background of varying styles; as well as the tonali-
tive system in which the progression is written. If we lis-
ten to a nocturne of Chopin, we do not expect the same qual-
ities - i.e. the same formal construction, or the same kind
0of pitch and rhythm relationships, that.we expect in a Bach
fugue, for example. Up to a certain point music is heard
and enjoyed relatively to its musical-historical background.
"Objectively speaking, it is beyond doubt . . . that the dif-
ferent styles of expression of distinct works and schools are
due to a completely different collocation of the musical ele-

2
ments."( )Therefore to appreciate a work of a certain school,

(1) See Chapter XI.
(2) E. Hanslick, The Beautiful in Music, P.89.
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our interest in that work, and our demands as to the kind

of satisfaction which shall follow the musical expectation
aroused, must alﬁays be in accordance with the necessities

of technique demanded by that school., This is always borne

in mind by the musically cultured listener who follows a

work in a style with which he is familiar, (He need not have
heard that particular work before in order to place its school.)
When the same listener follows an unfamiliar work, the author
and the style of which he does not know, he has to form his
own judgment of these things from his background of general
musical kndwledge, though he need not do this explicitly, while

1)

the work is progressing.,

(1) This question of the recognition of different styles in
music, and the effect which this implicit recognition
has on aesthetic enjoyment, comes up again in connection
with "taste"., What is musically right in one place,
may be musically wrong in another, The intrusion, for
example, of the fine-sounding cliché in a straightfor-
ward passage would sound wvulgar and out of place to a
discriminating listener. Wagner could write with effect
chromatic passages like the opening theme from "Tristan
and Isolde", or the example from "Tannhauser”, which in
another's work on a different scale would sound banal
or maudlin,
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These examples avoid the sticky sentimentality of a song
like "The Rosary!' where the melody trickles down in
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We thus see how the complexity, the definiteness and
the direction of the expectation, as well as the attendant
interest, of the listener's experience at fhe perceptual level,
are dependent on the scope of his past musical experience,

It will be necessary to examine how he forms that musical
background, Immediately we are brought back to the question
of the perception of musical relationships. Only by constant-
ly attending to music can he extend his grasp of musical re-
lationships. By increasing his power of musical perception
he adds depth and richness to his musical background, since
he is able to take more and more for granted,

In attending to the music he need not objectify the re-
lationships - i.e. think about them - as long as he feels
them - i,e., follows them. Though at first he may not dis-
tinguish them clearly, if he continues in his effort to listen,
and does not remain content merely to hear, he will soon come
to a clearer grasp of them, though he may never be able to
name them, But the developing of the capacity to perceive
relationships by listening only is slow work, and in the
ordinary listener never, or rarely, reaches the degree demand-
ed for the perfect appreciation of musical works on a complex
scale. The layman listens with an effort; though the effort
grows less and less with practice, But opportunities for
listening may come but seldom, so his progress to the heights

of aesthetic appreciation may never rise far by these means
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alone, Here the advantage of technical training must be
recognised. By objectifying musical relationships - as any
gstudent of the‘"theory of music" learns to do - he achieves
a clearer grasp of them. He is then able to follow them
subjectively (as in musical absorption)~when he hears them
again, Technical training is a short cut to aesthetic listen-
ing inasmuch.as it increases the power to grasp musical rela-
tionships and to take them for granted. The only disadvantage
lies in the possibility which too often actually occurs -
that the subject may become interested in objectifying and
analysing the relationships, and in criticising their arrange-
ment, that he neglects to live them and enjoy them as music.(l)
It is by recognising and following the immediate relation-
ships of musical sounds in all their various attributes that
we begin to grasp and become interested in, the "meaning" of
music. This recognition is followed up, in aesthetic listen-
ing, by the formulating of the more immediate relationships
into a wider embracing relationship; in other words, into a
musically coherent system, or significant musical whole., The
ease with which we can eventually grasp the music as a com-
plete and satisfying art-form, and the extent and satisfying
nature of our interest in this art-form thus depend on our

power of taking these relationships for granted. That is,

(1) cf. Chapter I, P.H6. .
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the factors of aesthetic enjoyment depend very largely on
our background of musical experience. As we have seen, in
musical listening, there is no need to think each successive
relationship, but we must know it; and may think about it
if there is need to do so - as when we try to follow a new
work in an unfamiliar idiom; or when we are learning new
relationships.(l) But though in listening to music we often
take the relationships for granted, we must nevertheless have
reoogniéed them, or have had explicit thought of them, some-
timé in the past, before we can take them for granted. Our
background of musical experience - our power of taking music-
al relationships for granted - thus varies firstly according
as we possess sensitivity to sound and rhythm so that we are
able to recognise and grasp musical combinqtions and pro-
gressions; and sécondly, according to our ability to know
them again, and to use them, by taking them for granted, in
order to grasp aﬁd follow more complex relationships. Thus
our present listening depends to a large degree on the extent
to which we have organised our musical knowledge in the past
to form a background to which to refer new musical facts.
What form, in music, do these relationships take, and
how do they differ from the relationships which are followed

and grouped in our appreciation of the other arts?

(1) ef. Chapter VII,
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An analysis of the process of following musical relation-
ships, and of their organisation with regard to the apprecia-
tion of a work of music as a work of art, must obviously be
first .approached from the two aspects of pitch and time. The
first aspect involves the perception of a succession of pitch-
points, recognised as corresponding to certain fixed degrees
in the natural sliding pitch-scale - these degrees being chosen
and fixed in accordance with an arbitrary musical convention(})
as a related succession of pitch-values; and a grasp of their
relaéion to a particular tonal centre. These two conditions
are fundamentally connected., For either the succession of
pitch-points is recognised as related through their common
but varying rélationship with a certain tonal centre, or the
recognition of a tonal centre to which certain notes more or
less closely related is reached through the perception of the
pitch-points as being related. It is almost impossible to
distinguish which of these two grasps comes first in the per-

(2)

ceptual experience of any subject. -

(1) There is, as we shall see, a certain basis of physiologi-
cal fact -~ Chapter IV, P. 120.

(2) One student possessing an average musical sensibility and
a developed sense of almost perfect pitch (devel-
oped through practice, and not inborn), almost in-
variably named the interval between two notes re-
motely related, and of which one was known, directly,
and without any reference to a tonic to which they
could be both referred. Another student with not
such a good musical ear, always heard the same in-
terval in relation to a tonic which she supplied in
imagination. For example, the interval Ab to F#on

the piano was rightly named by the first student as
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Footnote Continued.

as an augmented sixth: her ear g1v1qg an absolute
value to the space through practlce in recognising
such intervals as absolute in themselves, The second
student referred the same interval to a tonic Db;

for she recognised the intervals as forming a domln—
ant seventh in a certain key, and not as an absolute
pitch-value between two single notes,
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This double musical relationship which notes in music appear
to possess is partly the effect of association, the pitch
value of one note often being determined by its being heard in
relation to another, which it suggests - e.g. the leading
note suggests the tonic, It is also explained by the fact
that certain basic pitch-relationsnips are recognised as
fundamental, Such are the octave, the unison, and the perfect
fifth. From the notes which make up the natural harmonic
series music has singled out as a fundamental basis the notes
of the major common chord; though these we now know in a
modified relationship, as well as in their natural physical
relationship.

Pitch-relationships are concerned with tone, They conm-
prise -all pitch-variations, taken singly as in the perception
of melody, or in combination either as in harmony, when tones
are combined veftically; or as in counter-point, when tones
are combined horizontally. Pitch—relationship also includes
the recognition of these asAbeing in tonality, or in contrasted
or combined tonalities. For a single work of music may be
written in several tonalities occurfing either successively,
as in any major work of the classical style; or simultaneously,
as in music where two tonalities are heard at the same time.
Stravinsky's "Three Pieces for String Quartet" or "Saturn" in
Holsts's Suite, "The Planets," illustraté the latter aspect.

Pitch-progression thus means the general progression of the
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tonal material of any work of music, in regard to the immed-
iate relations of notes to one another and to a key, their
extended relations to the whole work, and their relation to
the tonality system in which the work is written. The key

is only a higher unity to which the notes may be raised. The
grasp of the key-relationship of & theme in C Major in a work
whose main key is F Minor, and which is written according to
the classical tradition, might be expressed thus:- (a x)n’
where x = key of whole work, a = key of particular tune, and
n = tonality system, All departures from the élassical har-
monic system, or modern European tonality, involve to some
extent recognition of this traditional basis of tonality.
Developments such as modality, neo-modality, chromaticism, etc.
possess absolute value, but they also possess (for the modern
1istenef) a derived value from the classical system of tonal-
ity. '"Pure chromaticism would ignore the whole hierarchy of
historical associations. It would dethrone all particular
scales, for example, as having no more than relative importf%)
Thus it can be distinguished from multiple tonality; for
though the latter "logically involves all possible combina-
(2)

tions of tonalities,” and thus approximates to chromaticism,

it still possesses inherent traditional or conventional value.

(1) Gebrge Dyson; The New Music, Pp. 93, 94.
(2) 1bid |
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The question of the second fundamental aspect of music,
time, must be left to a later chapter.(l) But since music is
progressive in time, this means that pitch-elements as well as
time-elements are realised as progressive. Both pitch-progres-
sion and raythm imply movement in time; pitch-progression
also implies~movement in space, in so far as the pitch-scale
is felt to be spatial, or to possess direction.(e} Therefore,
because these basic elements of music involve both movement
in time, and direction in pitch, they cannot be coherently
grasped except as possessing the most>defipite degree of re-~
~ latedness. Music is a fluid art. It is a "becoming." As
gsuch, it is obvious that in order to preserve consistency and
logic of musical thought (or meaning), only the simplest and
most easily grasped relationships can be used. Unlike the raw
material of the static drts, painting, sculpture, architecture
(and even to a certain extent literature) where the eye can
tfavel over and compare and synthesise the parts at leisure,

the material of music permits no turning back. Therefore the

relationships of music must admit of instant grasp.

(1) See Chapter V.

(2) The question of the effect of movement in space which
changes in pitch have on the musical listener has been
treated by Stumpf; but he offers no sound explanation.

’

See Tonpsychologie Vol, I, P, 302.
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The coherence of music debends on an immediate perception of
relationships which are capable of being raised to include a
higher degree of relatedness by means of the grasp of their
connections, by being taken for granted, and by the activity
of memory.(l) This is necessary if the music is to be under-
stood and enjoyed as a single formal whole, or art-work,

It behovés us, therefore, to examine the necessity for
thése relationships, to analyse the way in which they are
recognised and note the degree to which the recognition of
an immediate pitch-relationship in music may be thus extended

to embrace more complex successive relationships.:

(l) The term "immediate" must be understood as relatlve°

Where the subject by training and practice has extended
his musical grasp, a greater number of notes will be
recognised as related in a single grasp, and increasingly
complex relationships will be recognised as related.
Indeed, where the music is sustained throughout its
complexity of parts by an embracing unity of artistic
purpose - by a formal logic of musical meaning - then it
is possible for the ear to grasp and follow extended and
complex relationships by a kind of prolonged yet direct
perception which is different from the more elaborate
process of analysis and synthesis which calls in memory-
activity proper characteristic of conceptual listening.
This latter functioning we may see in the grasp of the
sonata-form as a complex system of themesand their devel-
opment occurring in related keys.  Here we are progres-
sing beyond the experience at the perceptual level, It
is just as well, however, to stress the fact that by
training and experience it is possible to extend the
power of direct perception to embrace more complex and
extended relationships, both of pitch and time, thancould
be possibly achieved at an initial grasp. In such an
extended perception the related elements are neld in sus-
pension, as it were, until the reconciliation of a cadence
which knits them all together, This perceptual grasp must
be distinguished, to stress this point again, from that
extended grasp of the complete work, involving as it does a
complex act or series of acts, of synthesis, which is
included in the experience of music at the higher level.




CHAPTER 1V,

PITCH -~ RELATIONSHIP.
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CHAPTER IV,

PITCH-RELATIONSHIP,

First and foremost it is necessary to explain why, out
of the abundant material of the natural pitch-range which is
at our disposal, the notes of music are limited to so few;
and why these are fixed at particular definite intervals in
pitch. The number of musical notes used in any form of the
art varies within extremely restricted limits. In modern
European music, the number of‘fbngs;in use is limited to a
scale of twelve;%émitonesJove;‘é range of seven oc}aves. Other
races usé a varying number of notes - the scales o§i6riental
and Celtic music are based on the pentatonic scale,(l)though
in the first case this is expanded to include as many as
twenty-four notes, But though contemporary European musicians
are now attempting to exploit the use of quarter-tones,it is
unlikely that such an expansion of the pitch-material will
. become a commonplace in music for a considerable period. The
vast existing musical literature written in the classical
system, as well as the limited resources of the instruments
now in use, will provide an effectual means of controlling
such an increase of the notes at the disposal of music, No-

where, except in the world of natural phenomena, do we find

the occurrence of the natural sliding pitch-scale. The howling

(1) ‘The pentatonic scale is usually regarded as the basis of
all modern scale—forms,
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of the wind, the cry of the baboon, and the splash of falling
water, employ the whole gamut of natural 'sound; but in these
natural soundes there is no music as we understand it. Music
is controlled by aesthetic conventions, never stable, but
nevertheless formulated according to certain vital psychologi-
cal demands, One of these demands is that the elemehts which
make up music may be grasped by immediate perception,

I have emphasised the fact that music has an "infinitely
rich but totally amorphous plastic material® in musical tones
whigh may be shaped into form without the restrictions of the
other arts.(l) Music is not representative; it is presenta-
tive. But though it is free from the restrictions of repre-
sentative art (except in particular instances; like Programme
music, where, however the restrictions are more or less arbi-
trary) music is not less rigidly controlled by conventions
peculiar to itself. The essential character of music is tone
in motion, But unless the tones in music possessed definite-
ness of position in pitch, and altered their direction by par-
ticular intervals in pitch, their motion could not be followed,
If transitions in pitch were made by sliding it would be im-
possible exactly to determine the degree of changed direction,
One cannot isolate and compare points or parts of what is a ceon-
tinuous stream with any exactness, The formal aspect of art,

particularly with regard to musit, demands such an analysis of

(1) Helmholtz, "The Sensations_of Tone, P,3284.
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the parts, and a synthesis of these into a whole., Since the
essence of music is motion, and thus its individual parts can
only reach the ear in succession, they must be of such a
quality as to be readily, clearly and exactly grasped. "This
is only possible when the steps of this motion (the change in
pitch of musical sound) their rapidity and amount are . . .

(1)

exactly measurable by immediate perception.” The distance

between successive notes must be definite and positive, and
the alterations in pitch must proceed by regular degrees which
can be intuitively grasped. From here it is only a step to
the formulation of the musical scale as a standard to which
to refer the relative position in pitch of the notes used in
music. The history of the scale is bound up with the history
of the whole art of music. The emergence of the notes which
form the modern diatonic scale is partly due to the natural
affinities and contrasts of sound, and is partly a matter of
gslowly evolving convention, Thus, the relationship of the
unison and the octave is naturally self-evident. So is, to
a certain point, that of the natural perfect fifth, The major
~third, however, is a conventional interval, not a natural one,
Herbert Spencer tells us that music in the form of song
developed from emotionally heightened speech.(e) Many other

-authorities connect. the earliest appearance of music with the

dance, There are still others who maintain that song

(1) Helmholtz; The Sensationsof Tone, P.387.

(2) Herbert Spencer, The Origin and Function of Music.
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developed independently of speech out of mants delight in the
absolute beauty of tones and rhythms.(l) Whatever may have
been the beginnings of the art, the first manifestation of
song was probably in the form of a single sustained note,
perhaps the accompaniment to some primitive form of dance-
ritual. When the monotony of this single note was relieved
by a second sustained note at another pitch, there was, in
its essence, the art-form of music. This second note has been
placed as occurring about a perfect fourth below the first,
though this would be subject to considerable variation, Such
a relationship, besides being felt as a strong contrast in
pitch-value, also possessed the significance of external
feality. It could, for example, be produced by a merely me-
chanical adjustment of the same string which vibrated as a
whole to the first note.(g) Moreover, in a resonant bass voice
it could be heard as a constituent of the fundamental note,
These examples are sufficient to show that the choice of
the basis of the related notes of music depends partly on
physical and partly on aesthetic principles., The physical
principles which are at the back of the formal relationships
of music are such as "can be deduced according to the laws of

natural science from the physical nature of sounds, and from

(1) Ernest Newman,"Spencer and the Origin of Music": in
Musical Studies.

(2) Pythagoras stretched strings in order to fix the pitch
of the relative notes used in music.
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. (1)

their known physiological effects on the human ear." The aes-
thetic principles are those which have "resulted from the free
action of the human mind; independently of any physical con-
siderations."(e) This we may see in the modifications which
are continually taking place in the construction of scale
systems, and to a very advanced degree in the gradual change
in fhe'treatment of dissonanée from before the seventeenth
century up to modern times.(z) But "in many cases the aes-
thetic principles which have ruled the forms of music have not
been (entirely) arbitrary, but derived from some more general

(4)It may thus

laws that admit of being studied and conceived."
be conceived that "the artists who originated these forms have
done so unconsciously according to some natural promptings
which have forced upon them the ultimate attainment of the best
forms of combination."(5) As we have seen in the example on
page l08regarding the establishment of the dominant or perfect
fourth below (or pérfect fifth above) a particular note. as
being in marked aesthetic contrast to that note, it is possible

to trace the forming of the simplest pitch-relationships of

music back to acoustical laws,

(1) W. Pole, The Philosopnhy of Music, Chapter I.

(2) Ibid.

(3) This has already been referred to in Chapter II, Briefly,
before 1600 dissonance required both preparation and
resolution. From then to the twentieth century prepara-
tion was dispensed with, but resolution was still artis-
tically necessary. In modern music dissonance requires
neither preparationmr resolution,

(4) Ivid._ P 2. Pole here refers to the arguments put forward by

- Helmholtz, in "The Sensationsof Tone." Chapter XIII,

(5) W. Pole, The Philosophy of Music, P.13.
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But even these simpie, fundamental relationships have
been greatly modified during the evolution of music. Such
modifications have been partly the result of arbitrary changes
made by musicians, as, for example, the taking over by Pope
Gregory III of a debased form of the ancient Greek modes ag
the basis of Church Music. They also are the result of the
limitations imposed on musical sounds by the technical defi-
ciencies of the instruments which produce them. For example,
the system of equal temperament was adopted as a direct re-
sult of the difficulty of modulating to remote keys on certain
instruments tuned to just intonation. Finally, there are the
modifications imposed by artistic expediency. Such is the
explanétion of those pioneer efforts made by many composers
of today in order to escape from outworn musical traditions,
such as the discarding of tonality. It was artistic expedien-
cy which led Beethoven to write music beyond the resources of
the instruments at his command; jJjustifiable since he thus
anticipates many of the developments of today. This is also
the justification of Mozart's writing the famous discordant
passage in the Introduction to the C Major quartet of 1785.
Thus we see that the choice of the degrees of pitch used in
modern music was constrained partly as the result of natural
laws, and partly owing to the modifications of these laws bf

certain arbitrarily framed conventions.
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It is now necessary to describe how we locate and identi-
fy the pitch-position of a musical sound as being such and
such. The perception of the pitch of sound has been explained
by Helmholtz as being due to the sympathetic vibration, set up
by sound vibrations, of the basilar membrane of the inner ear.
Different parts of this organ are attuned to sounds of differ-
ent pitch, and respond only when these particular vibrations
occur.(l) Thus air-waves reach the ear, are propagated along
the passage, and cause corresponding vibrations or tremors in
the drum-membrane., These are communicated to the auditory
nerve and from thence are transferred to the brain, When a
single musical note is sounded the effect of this stimulus is
transferred through the air as a single compound wave; since
a musical note is not a simple tone but a compound one, includ-
ing a fundamental tone and its overtones. The ear has the
faculty of analysing any compound wave submitted to it, and
vresents those elements which form it separately and indeven-
dently to the mind.(a) There they are reassembled to form the
musical note, When a number of musical notes are sounded
simultaneously, as in orchestral music, there is a similar

only ‘more complex process. The final effect is not a confused

noise because of the conflicting nature of the many overtones;

(1) Helmholtz, The Sensations of Tone; Chapter VI. Pp.188ff.

(2) Ohm's Law. The ear refuses to recognise any sound-wave
unless of the simplest form., Consequently it must
discover the simple elements of a compound wave and

make them separately audible,
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for the notes are reassembled in the mind according to the
experience which the subject has had in assigning notes of a
particular quality to certain instruments.(l) The verception
of the direction from which certain sounds proceed helps to
simplify the correct assigning of the different notes to the
instruments which produced them, Sight also plays a more
important part than is realised in the discriminating of the
tone~values of different instruments., The sight of the rhyth-
mical bowing of the violins in unison, for example, or the
play of the fingers on a wind-instrument may help a listener
to assign certain notes or passages, the source of which
puzzles him, to the right instrument. In attentive listening,
moreover, he is also helped by tﬁe coherence of the passage
which is given to a particular instrument, But recognition
of timbres in listening to orchestral music is pre-eminently

a matter of familiarity and association. The trained listener

is at once aware that certain groups of fundamental and partials

mean a particular instrument.

But in order that the listener may perceive the progres-
sive pitch-relationships of the series of notes which (either
singly or combined) make up music, there must be some central
point to which they can be related. This occurs when he hears

notes in relation to a key. Perception of key-relationship in

(1) Helmholtz, The Sensations of Tone, P.98.
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music involves the recognition of tonality. The psychological
necessity of a tonal centre to which to relate notes so that
their formal relations as music might be understood is the
underlying principle on which has been founded our whole liter-
ature of music during the last three hundred years. Up to the
twentieth century keye-relationship formed the basis of musical
form. All music had, till then, been written "in tonality."
Therefore an extended perception of the relationships of "key'
and "tonality" is necessary to the true appreciation of the
formal (that is, the musical) significance of this music.

Even the principles of contemporary music are based on an
implicit recognition of the associative value of the tradi-
tional conventions of tonality. So firmly, indeed has tonality_'
become established as the principle underlying all pitch com- |
binations, that the perception of music as being in tonality
has become almost instinctive., Such developments as polytonal-
ity, the whole-tone scale system, or any arbitrarily chosen
tonality system like those framed by SchSnberg, cannot, at the
present day, be heard as absolute systems. The effect of the
long ~established classical tonality system may be no more than
a sub-conscious one, but in the response to music written in
other systems it is impossible to rule out its underlying
influence, It is inconceivable that the human ear, which for
so long has been accustomed to music written in the classical

tonality, can now disregard it entirely. The growth of tonality
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and its influence on listening have been slow, but since, like
most of the conventions on which music is based, it has a foun-
dation of natural law, its effect has been far—reaching.(l)

How is it possible to throﬁ classical tonality aside in a
single moment, and set up another system which has not grad-
ually evolved along with the musid expressed according to its
laws as Schonberg and his school wish us té do?

Whatever, in the future, may be our reaction to music
written according to atonal (= otner than tonality) systems,
at the present day it must be modified by the traditional
associations of tonality. Thus we see that the perception of
pitch-relationships in music is bound up with a deep-rooted
recognition of the fundamental nature of tonality modifying the
attitude to music, whether the music is felt as expressed in

(2)

terms of tonality or as being different from it,

(1) Helmholtz traces.the development of the classical European
tonality systemto its root in the major common chord as
it occurs in the harmonic series, Since in its natural
physical occurrence the major common chord is made up of
tones whose vibration numbers are related in simple
ratios, Helmholtz suggests that the recognition of such
a perfect natural relationship makes the chord funda-
mentally and inherently satisfying. The major common
chord, as we know it, no longer possesses the same unity
of physical relationship. But though it is now only an
approximation to the true combination it has become
stamped by custom as the basis of the harmonic system
of European music. It is still recognised as aesthetic-
ally satisfying and is the expression, in music, of per-
fect stability. Helmholtz, The Sensations of Tone.

Chap. XII. P.332,

(2) But though to the European mind the classical tradition of
tonality has thus become more than an aesthetic convention,
and through long familiarity has even acquired almost in-
stinctive force, yet we must remember that "beside it,
and before it, other tonal systems have been developed
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Footnote Continued

from other principles, and that in each system the
highest pitch of artistic beauty has been reached

by the successful solution of more limited problems.”
Helmholtz, 'The Sensatiomof Tone, P, 382
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In following music at the perceptual level, to recapit-
ulate, notes (i.e. points fixed in pitch according to aes-
thetic convention based on natural law) are immediately
perceived to be in relationship to one another, both through
their occurring together, and through their intrinsic rela-
tionships to a common tonal centre, or key, the recognition
of which involves an implicit acceptance of the tonality
system.(l)But not only must the immediate pitch-relationships
of notes be readily or intuitively perceived; they must also
be graspgd in their musical relationships, as making up a
developing art-form, The first depends on the natural scope
0 the span of attention and the degree it can be developed
to embrace more and more single pitch-elements as forming a
related group. The second comprises a logical development
of thought in which the verception of the balanced contrast
of such internally related groups is extended until it has
involved a complete grasp of their final reconciliation, which

corresponds with the end of the music., The further analysis

(1) Should the music be written in a new tonality system,

. dodecaphony for example, or any other system which
lacks the stamp of traditional usage, then the rela-
tionships of notes are harder to perceive at a first
hearing, and will continue difficult to grasp until
the new system has acquired a'certain hold through
familiarity. Often music written according to a new
system appears simple on paper, but is difficult to
understand through the ear, The following example
from Schonberg's "Pierrot Lunaire" may appear musical
jargon even to cultured listeners. It seems to be
written according to principles founded on a purely
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Footnote Continued.
intellectual or mathematical basis, and not in accord-
ance with the natural preference of the ear for particu-
lar groupings or arrangements of sounds.
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The following system of twelve notes, whose intervals are
symmetrically arranged about a central axis is used by
Anton von Webern in his "Symphony for Small Orchestra."
But the knowledge of this system does not help the
ordinary listener to understand the music.
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Footnote Gontinued

It is significant that twenty years before the emergence
of this modern school of composition with its bias
towards intellectualism at the expense of the aesthetic
value of beautiful sound in music, the Viennese aes-
thetician Hauslick quoted Grillparzer IX, 142, in
supDort of his statement that the elements of music "are
~in some occult manner connected with each other by
certain natural affinities" which "are instinctively
felt by every experienced ear." - "The effect of music
. is perceived and assimilated directly by the

senses, and the verdict of the intellect comes too late
to correct the disturbing factor of ugliness,”

(The Beautiful in Music. Pp. 71 & 72 and Footnote to
P.72.) This criticism may be pertinently applied to
some of the works of modern composers, Often the

"noise obscures the meaning," for "the extraordinary
chanaes in idiom or method of musical expression" and
their "strangeness of sound prejudice the musical public
against the intellectual reception of contemporary
music." (H., J. Foss, ‘Music in My Time . Pp, 58 ff.)




of this process which, either directly or indirectly, calls

in the functioning of higher centres, 1 mﬁst leave until
later.(1)~Though perception can be extended to embrace in-
creasingly complex and longer musical progressions as related,

| the‘grasp of the complete system of tonal relationships as
forming a significant aesthetic whole is no longer experience
at the perceptual level. It involves memory-activity and imag-
ination, since it implies.both ability to recall past relation-
ships and to foretell new developmentson their analogy, and
thus permits of a constructive grasp and interest in the formal
significance of music - the unity made up of these related
groups.

The span of attention (or consciousness) represents the
extent of the perception of a series of stimuli which are
directly perceived as péssessing internal unity or stability.
It is an immediate perception, being determined in its extent
partly by the native capacity of the subject} and the degree
to which his recéptivity has been developed through training
or experience, It also depends partly on the nature of the
stimuli. In listening to music at the perceptual level atten-
tion is restricted to stimuli objectively present, and hence
excludes the operation of memory proper, and of imagination.

In the perception of a musical progression of auditory stimuli,

e.g. a melody, or chords in harmony, the progression is first

(1) See Chapter VII,
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of all recognised as a progression. That is, the perception
of any one note, or group of notes in a composite whole like
a chord, is determined by the preceding and succeeding notes.
A note is responded to in its environment. "Melody," there-
fore, "can be present in consciousness only if the response

to a first tone carries over the response to a second tone.
Harmony in its artistic form exists only if a preceding chord
leads into a succeeding chord. Rhythm exists only when the
time-distances between at least three pulses are given."(l)
Dr. Ortmann, from whom I have quoted thése statements, follows
them with the conclusiont "Without perceptioh there can be

no melody, no harmony, no rhythm, The rule of melodic and
harmonic succession, and of rhythmical diversity have been
formulated as a result of the existence of perceptual reaction."
This is obviously true., Nevertheless, the recognition of the

coherence of note-relationship in music is not merely achieved

by the grasp of notes as simply occurring together. They must
be grasped in a formally connected way, as we shall see 1ate§?)
AlBut their position in the span of consciousness is impbrt—
ant from the point of view of verception. 1In the space of
consciousness there can be opresent only a limited number of

elements, some definite, at the forefront of attention; others

far less definite and only on the fringe of attention. That

(1) Otto Ortmann, "Types of Listeners"; in The Effects of
Music, edited by Max Schoen, P.54.

(2) 1bia.
(3) See Chapter VII,
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is, the different sound-stimuli possess value relative to
their position in the span of consciousness at any given
moment., In musical experience some sounds may remain only
on the fringe of consciousness, never receiving individual
attention, A good example of this is the effect of the accomp-
animents in bass and treble which are subordinated to the
combined fugue and prelude theme in the last part of césar
Franck's Prelude, Choral and Fugue. These additional notes
nelp to swell the cumulative fortissimd effect by making a
harmonic background of which we are only vaguely aware.(l)'
In the climax just before the cadenza of the same work
there is a chord-passage leading up to a crashing dominant
seventh on Fuy. Here it is the general dissonant effect of
C major common chords over a pedal F# which occupies the
attention, not the relative effect of each separate chord.‘
This progression and theé cadenza which follows is felt as
leading up to the final resolutioh which comes with the return
of the prelude theme in B Minor. The discordant elements in
this passage are "held in suspension® as it were, the attention
waiting expectantly for the final return of the tonic key.( )

A parallel exists between the effect of this passage on

the listener, and the silent reading of a sentence, We do not

(1) César Franck. Prelude Choral and Fugue. See Fugue,
Bars 178 ff,

(2) Cesar Franck. Prelude Choral and Fugue, See Fugue, -
Bars 127, 1238, 129 - leading to cadenza and re-
entrance of prelude-theme at bar 154.
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stop to consider each word separately, nor do we spell it,
though we should notice the fact, in all likelihood, were it
wrongly spelt. The mind holds each separate element lightly,
ready to direct its meaning towards any goal to which the
sentence as it hears completion, tends, Often, as in our
experience of the passage from César Franck, we only find the
key to the understanding of the whole sentence in the last
word. Or we may perhavs see where it is leading before we
have progressed beyond the first two or three words, just

as we often foretell the direction of an obvious musical
progression,

Pursuing this analogy we find that through all the suc-
ceeding stages the interest is sustained, although the meaning
may sometimes remain in abeyance until the complete thought is
formulated. Or just as we do not bother to read the whole sen-
tence carefully, and skimming over the grammatical structure
single out salient words, so we may catch the thread of the
music without troubling to follow every detail. We are far
more likely to do this than to consider each note, chord, or
even phrase as a separate entity. They are all interpreted as
parts of a whole, The musical meaning of each note, chord or
phrase is thus relative to its position. What sounds right
‘and musically logical in one place may not therefore sourd

logical and inevitable in another,
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Pcsition in the musical context has a noticeable effect
on the relative feeling-tone of a particular chord. 1In the
following example the chord of the added sixth has a differ-
ent effect when preceded by a variation of itself, as at (a),
from its effect when preceded by a common chord on the saume

bass note as at (b).

() (6)
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In example (a), there is a movement from instability to less
instability; from unresf to comparative rest, In example

(b) there is an opposite movement, from stability to instabil-
ity - from a position‘of rest to one of unrest., It can be
realised from this example why the disagreeable feeling-tone
aroused by any discord becomes a matter of relative rather
than absolute unpleasantness in music. The absolute degree

of disagreeable feeling-tone of any discord depends on the
number and nature of the dissonant intervals in the chord

in proportion to the number of (conventional) consonant inter-

1)

vals it contains,

(1) It is the amount of clash or coincidence of the over-
tones belonging to the notes of a chord which deter-
mines its consonant or dissonant value.
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In actual fact, the degree of dissonance of any chord is felt
as relative to its musical context. What.is felt as harshly
discordant in a simple harmonic passage may have an almost
congonant effect in music written in an extreme modern style.
These foregoing examples show how the relative value of
the elements which are included in the perceptual response
depends on their position., Can we assume that these elements,
notes, chords, etc., can be grasped as related through the
connection of proximity alone? That is, is the relationship
of "togetherness" a sufficient artistic justification for
their combination? As has been pointed out, the perceotion
of note-relationship usually carries with it an implicit
reference to a fundamental principle of pitch-relationship,
such as a tonality system. But can a note-progression be
regognised as vitally related - as musically significant -
without such implicit reference to a tonal system? Whether
notes occurring in a series can be grasped without such ref-
erence depends on the time-length of the progression; on the
number of notes wnich form it, and on the nature of the inter-
vals between successive noteé. If these latter are not such
as correspond with the familiar intervals of a familiar tonal-
ity they cannot be grasped at a first hearing, except in the
rare case where the subject possesses absolute pitch. For

example, notes proceeding by intervals involving quarter-tones,



or other intervals foreign to European music, are extremely
difficult to grasp. Usually whatever the nature of the inter-
vals there is reference, implicit or explicit, to a key, or
to a tonality system. Certain familiar or frequently occur-~
ring intervals (like the progression of the leading-note to
the tonic) are grasped intuitivély. All intervals occurring
within the diatonic scale can be grasped with a minimum of
practice by a normal musical subject. So also can many chro-
matic intervals., The grasp of certain chromatic intervals is
often based on their implied connections with a common key,
or a system of keys, Some intervals may need to be thought
ouf; made explicit, before their relationship can be grasped.
That ié, they are consciously referred to a standard to which
they are both intuitively perceived to be related, in order
that.the relationship between them may become apparent. This
standard may be a key, a key-system, or a tonality,

A practical illustration of this, though in another field
than listening, may help to make my meaning clear, Reproduc-
ing is in a sense allied to real listening, for, excent where
it is mechanical, the reproducer must listen inwardly in order
to reproduce accurately, Try to sing at sight the following

three examples:—
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It is easier to follow them interiorly than by actual singing,
The progression of the voice from Bbto AHto G , is easy
enough if the accompaniment is disregarded. - Doh te 1lah -
in.Bj?major, or mi (minor) re doh, in G minor, are all
easily singable, But since AD and GP have occurred in close
proximity to the AY , and GH , it is very difficult to sing
the latter notes truly against the accompaniment. A true
semi-tone is more difficult to sing than a larger interval
under any circumstances. Aq is almost certain to be sung too
sharp.

The difficulty in following examples (1), (2) and (3),
either aloud, or inwardly, lies mainly in the fact thét they
are not composed of familiar progressions which are recognised
at once as establishing a particular key or tonal centre.

The Wagnerian fragment, in particular, is angular as melody;
The intervais cannot be grasped intuitively by the ordinary
sdbject. Nor can the ordinary layman grasp them with implicit
reference to a harmonic background (i.e. to a key, or key-
system) as the harmonies underlying this passage are too
abstruse to colour the music associatively. Either the pas-
sage must become familiar through repetition, in which case
the notes come to be grasped as related through their proxim-
ity alone -~ a relationship of which it is difficult to feel

the logic, and which, to the normal musical ear, is unsatis-

fying and also rarely possible to achieve unless the fragment
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is isolated from its context for the purpose of study - or a
harmonic background (implying reference to a series of chang-
ing keys) must be supplied, either explicitly or implicitly.(l)
VWhere the musician has a keen musical perception there may be
only implicit reference., Thus the first five notes may be
neard as occurring in the key of C Minor; the F#becomes "not
G", and as such provides the maximum amount of chromatic con-
trast, occurring as it does on a long and accented note. This
might be said to be the climax of the phrase, The last five
notes are heard in relation to the key of'Efamajor, which
conveys an implicit reference to C minor, its relative minor
key. The change to EJ major after the F# implies either a re-
cognitidn of the absolute vitch-value of a semi-tone, or famil-
iarity with a chromatic chord containing F#, which will serve
as a link between C minor and EPmajor. If the passage is
thought about, however, it is most likely that the melody will
be felt to convey a modulation from C minor to ED major, com-
plicated by the insertion of a note remote to both keys. That
this note occurs at the musical climax makes the tension most
striking. The artistic purpose of this effect militates against
F4f being felt as the enharmonically changed gb , the minor 3rd
of EP. Such an enharmonic change would not occur in a passage
for the voice. G D is also less effective in this contéxt

since it is more closely related to both C minor and El7lmajor,

(1) c¢f. Chapter VII.
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and therefore provides less contrast than Fqﬂf. Wagner evi-
dently had an onametapdeic effect in mind here, and the use

of the F 4 introduces a shrill harsh remoteness suggestive of
the west wind., This passage is hard to sing, since there is

no accompaniment to guide the voice, Melodies, on the other
hand, of traditional type and form (according to the principles
of key-relationship) are easier to sing or to follow than
passages like the examples quoted. The musical interest lies
in the readiness with which they can be grasped, and on whether
the relationships are felt as musically satisfying and signifi-
cant. The readiness with which they are grasped is partly
dependent on the simple and obvious nature of the intervals,

or on the fact tﬁat an appropriate harmonic background may be
supplied imaginatively.(l) (I am here concerned only with the
objective aspect)gg) There is therefore usually implicit

reference to a tonality systen,.

él) Chapter VII,
2) A similar illustration of the importance of the implicit
reference to a key in the perception of intervals
occurs in the ear-tests which form part of elementary
music examinations, Simple intervals are directly
perceived (and named, though naming is not important
to my case ) through an implicit reference to the key
in which they occur. In the case of more complex inter-
vals, such as the diminished Hth between B and F in
relation to a given note Ep, for example, the relation
of the interval in question to the given note is only
in exceptional cases a matter of direct perception,
|
: 2 o
| 7
| bho
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e.g.

o
The relationship may have to be explicitly formulated
in any of several ways. First, both B and F may be
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Footnote Continued.
related to the key of Eb; the one recognised as an
augmented fifth above, and the other a major ninth
above. Or Ep may be felt as D4, in which case B is
recognised as a minor sixth above.

The subject may also immediately perceive B to
F to form a diminished fifth from his familiarity with
that interval; and may relate it directly to Ep as
the mediant of C minor, in which the interval occurs.,
The actual supplying of names is not the important part
of this analysis; the important thing is that the re-
lationships of intervals which cannot be intuitively
grasped in themselves, or which cannot be taken for
granted because they are familiar, is recognised by
formulating them in their relations to a fundamental
known system which includes both notes., By experience
and association the subject learns to listen to notes
as occurring in particular keys, Tonality thus in-
directly determines the scope of pitch-perception.
Unless the subject possesses a sense of absolute pitch,
he relies on grasping musical intervals through their
occurrence in a familiar tonality system. Training in
pitch-perception soon increases the power of taking
complex relationships for granted, without having re-
course to such complex processes as I have described;
for there soon comes a time when there need no longer
be conscious reference to the larger inclusive rela-
tionship which was once called upon in order to eluci-
date intervals once too difficult to be immediately

apprehended.
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Experimental evidence as to the greater ease with which
notes of a melody in tonality can be followed in comparison
with that in which the notes of a melody in non-tonality are
followed, is not lacking. Otto Ortmann concludes from experi-
ments that "When tones were given on the piano in non-tonality,
i,e, in an unfamiliar environment, and when these tones follow
one another at the rate‘of approximately one per second, the
memory span, or number of tones that is héld as a unity in
consciousness varies from two (for very young and auditorially
weak persons) to six or seven for older or talented persons.” 1)
In the case of melodies in tonality, there is abundant evidence
of the greater ease with which thesé can be grasved at a single
hearing. Musical history records cases where musicians have
grasped, not a simple melody of half a dozen notes, but whole
compositions, at a single hearing. The ease with which tonal-
ity melodies can be grasved is due to the fact that such melo-
dies afford more points of contact with the listener's back-
ground of musical experience than the non-tonality melodies.

He can "take mdre for granted" in the former experience, and
thus the span of his attention can be extended t0 wider 1imits.

But would the perception of successive notes occurring to-

gether in a common relationship to some familiar tonality system

(1) Otto Ortmann, "Types of Musical Listeners" in The Efrects
of Music edited by Max Schoen. P.55.

(2) see Chapter VII,
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be enoﬁgh to establish a recognition of their musgical coher-
ence? Setting aside for the moment the question of time-~

- relationship and the union of pitch- and time-relationship in
the phrase, the sentence and the paragraph, etc., all of which
must enter into the analysis of the extended grasp of a com-
plete musical work, let us examine how far this recognition

of pitch-relationship as occurring in tonality is satisfying.
That is, without taking into account the relative duration or
emphasis of notes and considering only the degrees in pitch

by which they move, we ask, what constitutes their value as
music? Do they become musically coherent - aesthetically satis-
fying - simply because they‘happen to occur together, and can
also be grasped in relation to a tonality system?

Take, for example, the choral ode of Beethoven's Ninth
Symphony., Why are these notes combined in this way so satis-
fying? The same notes, differently arranged would not convey
the same musical meaning. The chords which make up the follow-
ing phrase are grasped as a significant musical progression,

As they stand, they are musically intelligible and artistically

effective.
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The perceptual response to music implies therefore perception
of order., Notes are perceived to be in a certain order which
is grasped as musically logical, This perception of the sig-
nificance of order in musical pitch-progressions is first of
all bound up with the question of "suggestiveness." Each
note or chord as it occurs in music tends to suggest, to the
attentive and experienced listener, another, As we have seen
in Chapter III, the ease, variety and definiteness with which
ghese suggestions occur depend to a large degree on how far
the listener is open toAsuggestions. That is, they depend on
his background of nmusical experience, and the extent to which
he has organised that background. Thus a cultured listener
will perceive possibilities which will be ignored by the inex-
pefienced layman.‘if The fact that a particular note or chord
can be predicted (not necessarily explicitly) means that when
this note or chord does occur it has the effect of seeming in-
evitable, Should it not occur, the listener is temporarily
disappointed, but here he has all the interest of novelty;
besides being in a position to augment his musical experience
by storing up the new relationship. Moreover, when the unex-
pected ndte does occur, it does not seem the less inevitable
as long as it fits in with his standards as to what is music-
ally logical.

Thus we find that the thorough-paced listener hears each
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note as related through its conventional pitch-relationship

with the next - usuvally with an implicit reference to a tonic

or tonality system in which they both occur - and also through

what might be described as its musical or logical relationship

with that note. The perception or recognition of this logical

relationship depends on the degree with which a certain note
suggests to the listener, another as its inevitable successor.
These two aspects of note-relationship are inevitably bound up
with one another, The example of the inevitable progress of
the leading-note to the tonic serves as a good illustration of
my meaning, The expectation that the leading-note will move
inevitably to t he tonic owes its definiteness to the force of
natural laws as well as to aesthetic conventinn. The leading-
note tends to lean to the tonic, to be absorbed within it,
partly because it occurs so close to it in pitch, and also
because the tonic is felt as implicitly governing all the notes
which stand in an immediate diatonic relation to it., The re-
cognition of the diatonic scale as a basis element in the
forming of musical relationships is due to a gradually evolved
aesthetic convention, as has been indicated elsewhere,

In the experience of following thelexample quoted from
Bach's "St., John Passion®", each chord is felt to antic¢ipate the
next, which is heard as inevitable, even when the slightly un-
usual supertonicvmajor seventh chord occurs where an ordinary

six-four progression might be expected. This beautiful effect
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which frequently ocaurs in Bach at the cadence of a minor key,
may have, at first hearing, an effect of novelty; Dbut at a
second hearing its artistic logic is confirmed and it becomes
inevitable. The effect of each chord is relative to what
precedes and what succeeds it, as we may see if we consider
again Beethoven's Choral ode. Here each note is felt to pre-
pare the way for the next; actually anticipating it in the

case of the educated listener., That is,the significance of

this passage can only be realised if each note is perceived to

stand in close and inevitable relationship with those which
come before and after it. |

To sﬁm up.the conclusions I have reached, it can be stated
that in perceptual listening notes are grasped as related in
three ways: first by their occurrence together in a pitch
progression; secondly, they are perceived as related because
each note also bears an implicit reference to some sort of
tonal system to which it is related in common with its neigh-

bors; thirdly, these relationships are perceived as being

musically logical in so far as one note anticipates the next,

so that the subject comes to recognise the progression as
inevitable. Finally I shall now show how the listener comes
to recognise each note as it inevitably occurs as making part

(1)

of a formal whole or musical art-form. It is according as

the listener follows the notes as making up a logical whole,

(1) There is also their rhythmic relationship, as discussed
in Chapter V, '
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that he grasps the musical significance of these as music.
That is the listener must grasp the musical progression as a
progression from an initial point of departure passing through
successive apprehensible intervals of pitch, and coming to an
end, the arrival at which affords complete satisfaction be-
cause of the reconciliation of all the elements of surprise
and expectation, tension and relaxation, pleasant and dis-
agreeable feeling-tone, which have made up the course of the
experience, Moreover the progression must have sufficient
contrast, balance and variety in order that interest in it
may be sustained from the beginning to the end.

A consideration of the notes of the well-known ballad
"Barbara Allen", justly valued for its beauty and coherence of
musical form, will serve to illustrate the manner in which
the attentive listener grasps the significance of the whole

art-form through following the parts.

’ 1
7 [

, \\\‘ \

The eight notes which make up the first phrase are obviously
felt as closely related first through their key - D major.
From the first note the stability of D major is established.
The melody begins on the key-note, the point of greatest
repose, and rises by easy steps to the dominant, Here is the

musical climax of the first phrase, affording the maximum
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amourt of pitch-contrast to ﬁhe tonic., Because of the con-
trast of pitch-value the tension or feeling-tone is corres-
pondingly high at this point. This is the emotional climax,
as well as the musical or structural climax, of the phrase,
Ffom this point the music returns by familiar stages of the
diatonic scale to the tonic. Thus we have a progression from
a note - the tonal centre of the key of D major, and felt as
the point of maximum stability or repose in relation to the
other notes of the key it controls - through simple and easily
grasped pitch—intervalé to a point felt to be in the greatest
.oontrast to the starting-point. Thence follows, by similar
eagy stages, the inevitable return to the tonic, the initial
point of repose. Thus this phrase possesses that balance of
form which affords the greatest amount of satisfaction in the
aesthetic appreciation of any work of art. There is a swing-
ing up to a high point from a low, when "high" implies con-
trast, both as regards vosition in pitch (here within the
limits of directly or intuitively perceived relationships) and
also as regards feeling-tone or tension. Thus, in the first
place, in %&e following the pitch-outline of this phrase we
grasp a certain unity of form, The eight notes which form
this phrase are grasped as making up a significant whole, They
are felt to be musically coherent.

The impression of unity which we receive from the balanced

rise and fall of any physical phenomena is fundamental, We
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receive similar impressions daily with regard to the physical
make-up of our own bodies., The respiration, the beating of
the heart, walking and running etc. all involve balanced
movements, We also have constant experience of the unity
which can be perceived in the rising and falling movements

of waves and tides, and in the flow of darkness into day, and

(1)

This unity or balance of rising and falling is most obvious

sO on,

in the musical example gquoted. Can we assume that the percep-
tion of such an ebb and flow involviﬁg‘a grasp of the signifi-
cance of a balanced whole is essential to aesthetic musical
experience? That is, does the experience of music involve the
perception of a swinging away from a point of repose up to a
climax or point of maximum contrast and suspense, which pro-
duces a feeling of instability ana a heightened emotional
tension, and then a corresponding return back to the initial
state of repose?(z) I think it does. As we saw in the previous
chapter, the following of musicai relationships arouses inter-
est and expectation. This interest and this expectation become

more and more complex and intense until a maximum is reached at

(1) See Chapter V.

(2) 1In ‘== acsthetic absorption this feeling of progression
away from a point of rest and up to a climax thence
back to rest again is subjectively experienced, The
subject seems to record and follow these changes of
pitch with his whole individuality. It is an excel-
lent example of empathy or self-individuation.
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the point of greatest tension - the musical climax, This is.
the point of greatest instability; where exciting feeling-
tone is also at its highest. Up to this point the experience
has all been a course away from the stability and repose of
the beginning of the course., The relationships are apprehended

as déveloping further and further away from the starting-point,

and therefore in increasing contrast to the central pitch-point.

Interest grows and feeling-tone becomes more tense as expecta-
tion increases., When the climax is reached it is a climax
which is not a single effect but the cumulative result of all
the steps which have led up to it. From thence onward there
must be a swing back to normal or the tensioniand expectation
which reaches ite highest point at the climax remains unre-
solved and unsatisfied., In a perfect work of music the balance
of the progression to and from the climax affords the most

. . 1 . . .
complete satlsfactlon.( )There.ls progressive expansion of .

(1) It must be recognised, of course, that this swinging up to
and falling from a climax is not, in music, a matter of
pitch-development only., The climax is heightened by rise
of the rhythmic interest as well, The climax of a work
of music corresponds with the crucial point where both
rhythmic development and pitch development have reached
a maximum complexity. Interest is so extreme that the
limit of relationships held in suspension, as it were, is

reached., The climax is the point where the maximum degree

of contrast is perceived to be still in relation to the

initial starting-point. The crown of the arch is reached.

Further development would bring chaos to logical musical
thought., Onwards all is a resolving of the conflicting
musical issues which are held in suspension by attention.

The building down continues until the last note dies away.

See Chapter V for the rhythmic analysis of the same
example.
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expectation, which as the course continues is partially satis-
fied from moment to moment, only to be strengthengd again by
the very thing that satisfies it.  Expectation grows by what
it feeds on, up to the point where suspense becomes most tense.
From that point expectation lessens as satisfaction corres-
pondingly increases, while there is a parallel lowering of the
feeling~tone until the normal is reached. At the final cadence
which in effect sums up all the relationships which went before
it, there is expectation fulfilled, and complete satisfaction,
That this final return to stability is vital to the perfect
appreciation of music may be realised if we were to imagine
the music cut short at the supreme moment of its climax - at
the end of the third phrase, for examplel‘ofivﬁarbara Allen",
We have seen that an important charaotéristic of the grasp
of pitch-relationships in music is that it involves a growing
perception of each note as tending to introduce another, -thus
continually adding to fhe base of the interest. We now see
that this growing perception extends into a grasp of each
element of the system of relationships as a part of a whole
which is felt to rise up to and to fall away from, a climax,
Yet still we have not an entirely satisfactory explanation for
the peculiarly satisfying experience in which melodies (and
music) are grasped and enjoyed as beautiful, Notes may be
arranged so as to conform to the aspects of relationship that

have been described, and even to produce a coherent musical forn,
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without their being appreciated as beautiful.

Something of the beauty of music may be due to the effect
of familiarity. Certain musical combinations fit in with our
accepted heritage of music, summing up, as it were, what has
been said musically in the past, yet pushing onwards to a new
significance perhaps not fully realised but only guessed at,
The newegt work has aspects which connect it with all past
music, just as an old and familiar work may suddenly open vi-
sions of a new world., This question of the musical associative
significance of music will be discussed in a later chapter.

It is only necessary to emphasise here that beauty in music and
the changing standardsby which it is assessed will ever remain
- among the unfathomable mysteries of the art.

We must remember, however, that beauty is a quality of a
whole. Music is not a serieé of isolated phrases or melodies;
it is a balanced and complex whole possessing that indefinable
unity of form which we know is characteristic of all great art-
forms. But sinceeach of the parts of music also constititutes
in itself a balanced whole, as we saw in the case of the first
phrase of the ballad "Barbara Allen", it is possible to déduce
from the analysis of the experience of these, conclusions which
will apply to the experience of the whole work.

If we examine the whole of the above ballad in the light
of our’analysis of the first phrase; we may see how in aes-

thetic listening we follow and grasp it as a whole., Each phraée
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develops with clearneés and felicity from the preceding phrase;
the ending recalls the first, but a slight variation gives it
the emphasis needed to create a sense of finality. The first
phrase consists of two unstable and complementary parts to-
gether forming a whole, inwardly stable yet requiring to be
balanced by a second phrase similar in structure, but opposite
in quality to the first. The experience of these two succes-
sive phrase unities cannot be held in a single act of conscious-
ness, however. The grasp of their connections implies the
activity of memory.. Thé second phrase is heard as reminiscent
of the first, yet as different from it, and as going beyond it,
Thus there is implicit comparison. In the experience of the
second phrase there is a basis of something familiar which
becomes interesting by the addition of a novel turn. Though
each of these two phrases is complete in itself, and though
together they make up an individually balanced whole, more
phrases, similar in structure, are needed to complete the unity.
The whole tune thus consists of a series of units, each intern-
ally.stable, but relatively unstable, combining with one another
to form a complex unity which embraces the whole system of the
component parts. In the experience of the complete melody,
-just as in the experience of the single phrase, there is the
‘same development of expectation, and mounting of interest,
setting out from the initial point of rest, swelling up to a
climax, and falling back to the final cadence when stability

is once more established.
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It is only by experiencing this small work as a complete
and balanced whole that we can obtain true aesthetic enjoyment,.
The tune must be followed and grasped in its entirety in order
that its musical significance be understood., Each individual
element must be grasped and understood in ite essential rela-
tion to the whole. Should any one element be displaced, the
musical coherence is destroyed. A new tune may thus emerge,
but this requires an entirely different experience to appreciate
it. Should a more drastic alteration be made, such as changing
a phrase, unless the new addition is equally satisfactory as a
part of the musical development the result would be inartistic,
and incoherent,

But the appreciation of a complete work, as can be seen
in the above analysis, can no longer be discussed as a response
at the perceptual level., It involves more complex énalysis and
synthesis, and therefore the retaining of separate parts of
the progressive whole in the memory to be contrasted or com-
pared with the parts which follow. The grasp of the signifi-
cance of a complete work is experience at the conceptual 1evelfl)

It has, however, been made sufficiently clear that the
perceptual response to music is a most important aspect of
musical experience, It is a response with an intellectual basis,
inasmuch as sound-relationships must be grasped in an extended
perception in which these elements or relationships are actively

thought, either implicitly or explicitly. Sounds in music are

(1) cf. Chapter VII.
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not simply heard, they are followed and understood. When they
are so familiar that their relationships are taken for granted
without being explicitly formulated, the effort involved in
following music is at a minimum, and the subject is best able

to identify himself with the music, though sometimes excessive
familiarity means that there is a waning of aesthetic interesé})
But where the music in itself possesses sufficient beauty and
significance to sustain interest and where the relationships are
not so obscure as.to prevent their being readily grasped, there
is the occasion for true aesthetic listening,

In the following chapter on Rhythm, I shall endeavour to
show that while the barest recognition of rhythm as progressive
accent may exist at a very low level of musical experience, the
grasp of rhythmic relationship extended to embrace the whole
time-structure (form) of a work of music, is characteristic of
musical listening at higher levels, In actual fact, however,
it is impossible to separate pitch-progression from rhythmic-
progression, as they are indissolubly wedded in music, each

serving to emphasise and make clear the other,

y . :
cf. Professor Dent's attitude. Introduction, P2I.
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CHAPTER V,

RHY THM,

"Rhythm is a necessary characteristic of all motion."(i)
Since music may be regarded as ordered sound in motion, any
analysis of the aesthetic appreciation of music must include
an analysis of the perception of rhythmic relationship as an
essential factor of music, Rhythm is the structural principle
of all the time-arts. In a broad sense, where the meaning of
rhythm may be taken as synonomous with "balance" or "symmetry",
rhythm is also the principle which gives formal unity to the
spaqe-arts.(e) But with regard to these the perception of
rhythm is an experience achieved through the eye. Moreover, it
is not an immediate perception, or at any rate, only rarely so.
In the contemplation of the space-arts the eye has to travel
over lines and surfaces, and compare and contrést colours and
shapes, In the art of music rhythm is perceived through the
ear. It is thus an immediate perceﬁtion in the sense that
there can be no turning back to relate and compare parts in
actual fact; although in the extended experience of a com-
plete work of music, there is both analysis and synthesis.

But in the process of analysing, comparing, contrasting and

(1) Herbert Spencer, First Principles, Chapter X.

(2) "Rhythm is a conspicuous instance of the unity in variety
which characterises beauty." (X. Groos, The Play of
Man, P.23),
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combining, which takes place when we foilow music, the subject
relies on memory as well ag, to a certain extent, on imagina-
tion, Setting aside until later this question of extended
analysis and synthesis in musical experience, we find that,
owing to the transient nature of musical sounds (through which
rhythmic progression is attained), the perception of rhythmic
relationship in music must necessarily be direct.

We have seen that the sounds used in music are perceived
as occurring in unique relationship to one another as regards
their pitch-order. It now remains to be seen how pitch-
relationship is complicated by time-relationship. The formal
.significancgl)of music has to do with this double relationship
of sounds in pitch and time, This union of pitch-relationship
and time-relationship makes up that progressively coherent
gystem or unity which we come to know as the musical work of
art,

It is therefore impossible to discuss the perception of
rhythmic rélationship in music without reference to the notes
through which rhythm is conveyed. The perception of a sound-
less progression of rhythmic stimuli does not occur, except
in certain special cases, in real listehing to music. One of
these special cases is that of reading music from a score.

Here the grasp of rhythmic relationship is reached tarough the

(1) The term "formal significance" is used here to mean the
absolute value of music - its "musicality." The term
"form" in this sense is not to be confused with the mere
framework - the structure or architecture - of music.
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imagination, occurring in connection with the imagined sound-
relationships. Rhythm may also be felt as existing throughout
the duration of short passages of silence which may sometimes
occur in music, There is, for example, the case of the two-
bar rest, Here the rhythm (=recurrent accent) felt as pul-
sating through the silence is relative to the rhythm of the
notes which_precede and succeed the silence, No perception
could mark this break in the flow of music as rhythmic unless
the consciousness of rhythmic progression is carried over

- through that silence and continued by the music which follows,
Such a continuity of rhythmic impression could not be sus-
tained through a longer period than could be grasped in a
single act of consciousness., It is therefore rare for music
to contain periods of rest greater than the duration of two
bars,

There is also the exceptional or extraordinary case where
rhythmic movement (and sometimes pitch-vibration also) is per-
ceived by means of another sense than the ear., The case of
Helen Keller is well-known. She is described as following_
music played on a violin by means of the sense of touch. By
placing one hand on the belly of the violin, and the other on
the violinist's shoulder,lshe was able to enjoy the musical
vibrations, But the impression which Helen Keller received
cannot be described as a legitimate musical experience; even

though, as she stated, she received from it keen enjoyment.
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Such an éxperience is analogous to that which a man, born
blind, might receive ghould he attempt to explore a master-
piece of sculpture by touch alone,

The perception of rhythm and rhythmiec relationship in
music must therefore include the perception of the frequency,
the relative intensity and accent, and the relative duration
of the notes through which the rhythmic impressions are con-
veyed. These varying attributes of notes, from which we re-
ceive impressions of ‘rhythmic. . relationships, aré intuitive-~
ly referred, by the musical listener, to an absolute rhythmic
progression, of regular reéurring ﬁnits, which is set up un-
consciously as a standard for rhythmic comparison, It is a
subjective standard, and is rarely made object of conscious
thought. But it is nevertheless either felt as existing in a
certain related independence to the actual musical progression,
or is felt to exist within - that is, to coincide with -~ the
rhythmic relationships of the notes. Coincidence occurs when
the rhythmic progression of the music is formed by notes of
equal duration, regularly accented; or where, though the
durations may vary, the beats occur regularly on notes, without
variation or intermission. 1In the perception of the super-
ficial irregularities which make up the actual rhythmic out-
line of the musiq, there is always recognition, either actual
or implicit, of such an imagined or imblicit regular system of

accent as informing the music. Thus when music is played rubato
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the strict rhythmic outline is understood as an underlying
basis to which the slight variations of time which constitute
rubato are implicitly referred. In syncopated music the degree
by which the accents of the music vary from the imaginary beats
of the underlying strict and regular progression is always
directly present to sense, Without this implicit reference
such music could not be followed as coherent, It would seem
chaotic,

The foregoing paragraph may be summed up as follows:-
In perceptual experienée of music there is both recognition
of strict or regular rhythmic progression, and also recognition
of free or varied rhythmic progression. On the recognition,
actual or'impliéit, conscious or ﬁnconscious, of the first
depends the degree of coherence which the perception of the
seocond possesses, It is only in so far as we implicitly recog-
nise and follow a regular recurrence of accent as either coin-
ciding with the rhythmic outline of music, or as existing behind
the rhythmic relationships of music which may be readily re-
ferred to this absolute standard, that we are able to follow
coherently the free rhythmic development of all music in
general, This is simply an instance of the general principle
of the recognition of the relation between strict and free form,
as épplied to the question of rhythmic form in music. Trué
form, to be intelligible, must be grasped through strict form,

"The Law of the Union of Strict and True Form is that the exact
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relation shall be clearly perceptible through the inexact
(1)

relation," The inexact relation of rhythmic progression is
intuitively measured by the mind against the exact relation by
which means the amount of divergence is perceived. But should
the divergence between what may be thus conveniently described
as strict and free rhythmic form be too great, and therefore
the inherent relationship between the two be obscured, or
cease to exist, then the mind cannot coherently grasp the
rhythmic form of the music. The recognition of the coherence
of rhythmic progression is based on an intuitive perception
of the fundamental coherence of the relationships involved in
Strict Form,

To explain the grasp of strict form and the growth of
the perception of the rhythmic outline in music which is
reached through this; it is necessary to look back and analyse
from the beginning our grasp of any rhythmic series as rhyth-
mic., From thence we may see how the grasp of a simple rhyth-
mic series as rhythmic extends into the grasp of the manifold
rhythmic complexities of music,

The recognition of a regulérly occurring prdgressive
series of stimuii ag regular and progressiveis instinctive,
This "innate faculty for apprehending timg is called a sense

of rhythm."(e) Biologically the response to 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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tracéd lower down in the scale of life than the response to

the pitch-~element in music - i.e. susceptibility to melody or
harmony.(l) But the human mind does not stop at a bare response
to any regular progression of auditory stimuli as periodic. In
any experience of an undifferentiated series of stimuli of
equal strength and duration the mind instinctively endows the
successive units with varying "quality.® That is, except in
those cases where extraneous factors 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

" alternate units of the series, With this supplying of "accent"
goes a perception'of an alternate rising and falling. The
decline to a nadir and corresponding rise to a climax marks

the subjective difference of quality with which the mind endows

two successive units, Bolton's well-known.experimenéegas per-
formed in order to ascertain what the mind did with a series of
regular undifferentiated auditory impressions, and to discover
what value regular recurring variations in intensity or dura-
tion possess for organising any series of sounds so that it
could be grasped as a succession of rhythmic units.

It is worth while to 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" ff,
(2) See the American Journal of Psychology, January 1894.
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explanation of the grasp and appreciation of rhythmic outline
in music, It was first found that most of the "subjects
grouped such an undifferentiated series into organic groups,
usually of twos, consisting of a strong accent with weak ones
attached to and belonging to it."(l) Bolton's general con-
clusion was as follows - "A given number of auditory impres-
gions within certain time-limite, when presented in such a
way that there is a kind of subordination among them with res-
pect either to time, intensity, pitch or quality, or with
respect to any two or more of these properties, always stand
as a unit in consciousness., They form an organic unity, which
is'the essential condition of a number of impressions entering
into a state éf consciousness, If such organic unity does not

exist and it is possible to make it, the mind imposes such an

arrangement upon a given number of the elements that they may
enter into a state of consciousness. The essential condition
of forming such a unity among sounds is a regular temporal se-
quence within the limité (1.0 secs. and 0.1 secs.) and perfect
uniformity in intensity, pitch and Quality."(2)
It was also found that where a series of auditory impres-
sions 1is objectively organised, the latter may be more easily

grasped as rhythmic, and series over a longer time-duration

can be grasped as a cognate whole. "Regular variations within

(1) 1Ibid.
(2) 1Ibid.
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limits with respect to intensity, pitch or quality, or to any
two, or to all of these together, will effect a subordination
among them sufficient to constitute an organic unity. .There

is a temporal 1imit within which these variations must occur

in order to form such a unity . . . In a series of auditory
impressions any regular recurrent impression which is differ-
ent from the rest, subordinates the other 1ﬁpressions to it

in such a way that they fall together in groups. If the re-
current difference is one of intensity, the stronger impression
comes first in the group and the weaker ones after, If the
recurrent difference is one of duration, the longest impression
comes last,." »

The manner in which the ear receives the rhythmic stimuli
need not be touched on here, as this question belongs rather to
" the realm of physiological psychology than to aesthetic psychol-
ogy. But the effect of the rhythmic element in music is not
limited to the ear. Rhythm is a phenomenon "connected with the
fuﬁctioning of the nervous system - being organic and naturag}z
Certain bodily adjustments - kinaesthetic activity - accompany
rhythmic perception. As Dr. Vernon Lee points out, rhythm
divorced from pitch-progression appeals primarily to the bodysz)

This fact is the explanation of the maddening frenzy which the

beating of drums arouses in people of savage races. The rhythm

(1) H. H, Britan, The Philosophy of Music, P.63
(2) Vernon Lee, Music and Its Lovers, P.129,
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seems to act on "the helpless blood direct", or, as Dr. Lee
interprets D, H., Lawrence's picturesque description, "on the
bodily whole, nerves, viscera, etc,, for which 'blood' may be
taken as a literary symbol."(l) Very often this rhythmic effect
on the bodily organism is translated into action., Jigging the
foot, nodding the head, waving a fan in time to the music may
be all unconscious and spontaneous actions. Another instance
of the impulse towards spontaneous bodily movement which

music of decided rhythm excites, occurs in the spontaneous
dancing to music of very young children or of savages. This is
the natural reaction to rhythm of a naive and unsophisticated
nature which has not yet learnt the control demanded by the
conventions of civilised life., It is precisely those subjects
ﬁho are unable to provide the intellectual background necessary
to follow sound and rhythm-relationships and so enjoy music
at é higher level, who react in this way. The same attitude

may be observed in the musician who stifles his preference for

(2)

- good music and enjoys dancing to jazz,

(1) Miss Helen Keller (The World I live in) has described the
effect which a drum has on her, "There are tactual
vibrations which do not belong to skin-touch. They
penetrate the skin, the nerves, the bones, like 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 feeling int ernally the rhythm of music
without formulating the accompanying notes must also
be mentioned., Apropos of this kind of inner rhythmic
mimicry it is interesting to note that Miss Margaret
Glyn claims that we memoriee a melody by mentally
recording its rhythmic outline; for when we wish to
recall a melody it is the time-outline which first
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Footnote Continued.

emerges into consciousness. (A Rhythmic Conception of
Music, P.15). Miss Glyn therefore considers that the
rhythmic element in music is the primary and funda~
mental element, "In a truly rhythmitonal art time-~
outline must dominate, because it is naturally the

most essentially rhythmical and therefore the primary
outline." (Ibid, P.43). My own experience runs the
opposite to Miss Glyn's statement. I can often recall
a melody which persistently eludes me by trying to
formulate the pitch-intervals which compose it, regard-
less of their time-values., I also frequently give
myself a kind of mental tag by naming the note-relation-
ships to myself when I note themes in unfamiliar works
of music. Once having made the pitch-outline of a
theme explicit, either by thinking it in terms of a
key, or by sol-fegging it, I am able to recall the
theme fairly easily.
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‘cular conditions which stand in consciousness as movements,
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The exact nature of the connection between the sense of
héaring and the maintenance of bodily equilibrium, the sense
of space and distance, and the co-ordination of bodily move- -
ments, is still unexplained., It is known that the "cerebellun,.
that part of the brain which tappears to be intended for the
direct regulation of voluntary mbvements by sense-impressions!,
is functionally connected with the organ of hearing. 'The

acusticus is precisely the sensory nerve that gives certain

'objective sense~-impressions a specific relation to movement;

our movements adapt themselves involuntarily, in a correspond-
ing rhythm, to rhythmical impressions of sound.'"(l)
Professor McEwen derives from this statement the follow-
ing conclusion - that "a series of auditory impressions re-
curring rhythmically find a fesponse in that part of the bodily
organism which regulates movement, and are realised in charac-

ter and period by the fact that this response is either an

actual physical movement, or is accompanied by changes in mus-

In other words, the perception of the rate of periodicity in a
rhythmical succession, like the perception of pitch, is a

(
realisation of movements induced by sympathetic vibration!

(1) J. B, McEwen, The Thought in Music, P.12,

(2) 1Ibid. P.13. The perception of pitch ie due, as we have
gseen (Chapter IV, P.11) to sympathetic vibrations in-
duced in the basilar membrane,
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Observation of my own experience in listening suggests
the following conclusions. First, the perception of the rate
of periodicity in a‘rhythmic gsuccession appears to be the
result of unconscious but spontaneous and immediate comparison
made between the absolute periodic rate of the music, (= the
periodicity of the inner Strict Form, irrespective of the

~variations of Free Form) and the inner periodic rate of the
bodily organism. Just as music is instantly perceived as fast
or slow relatively to an inner sense of bodily periodicity
(there is also perhaps implicit reference to the normal walk—
ing pace as a standard), so the regular duration of successive
time~-intervals in a rhythmic progression is perceived as being
regulér according as they correspond relatively or absolutely,
to this bodily periodicity which exists in the subject himself,
Such sympathetic vibration as that of which Professor McEwen
speaks is by no means precluded by the implicit observation of
correspoﬁdencelbetween the outer and the inner or bodily rhythm,
It is the funddmental recognition of periodicity of which he
speaks, We may see its external manifestations in those in-
voluntary movements to which I have already referred, and which
occur most often when the subject enjoys music at the sensory
level on account of its physiological effect.

There is a possible explanation for this translation of

the rhythmic movement of music into terms of muscular movement

or adjustment. First, it might be explained from the standpoint
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of imitation and of self-individuation., There is a desire to
take part oneself in the actual rhythmic movement of the music
by responding physically. We attempt to express the music
within ourselves; to identify ourselves in a crude way, with
the music, by thus jigging the foot or even by less apparent
muscular adjustments., These latter are possibly the under-
lying principle of all our perception of rhythm,

But regular "jigging" etc.,, is often an identification of
the self with strict rhythmic form in order that the subject
may recognise the amount by which the free rhythmic form of
the music varies from the inherent strict form, This is a less
likely explanation, however; for those subjects most prone to
jigging do it automatically and unconsciously, and not, as a
musician would do it, in order to help himself to grasp a
aifficult rhythm, (1)

"Jigging" in time to music occurs most often among ordin-
ary listeners when inferior music is being performed. Of some
~dance music it may be truly said "One listens to it on the toes!
Such spontaneous movements as jigging and also the tendencies
to movement, restrained or controllediin the serious listener,
clearly reveal the intimate connection of music with dancing.
In many subjects dancing forms the instinctive responsé to

music, Such a response is mainly due to the physiological

(1) 1In passages where a particular instrument may have to
mark the off-beats with a repeated note, it may be
found less difficult to mark the rhythm if the true
beats are emphasised by the body.
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effects of music; and, except in the controlled dances of the
higher types, possesses little of the coherence and beauty
which distinguish dancing as a formal art. That dancing is
nearly always accompanied by music of an inferior type is
another indication that when music invites movement most in-
sistently, it does so because of physiological and not musical
effects. Such music is therefore less likely to induce the
most valuable kind of musical listening. It must also be
acknowledged that the pleasure which we take in "regularity of
movement and in the recurrence of systematic periods, in any-
thing that is in motion" can be "independent of musio."(l)
Throughout all my own introspective experience of rhythm
in music I foundthat, when I am truly listening, such sympa-
thetically induced movements or tendencies to movement which
I have discussed above, are controlled or inhibited by the
discipline necessary to the grasping of the logic of musical
relationship. It is well to remember what I have stressed
elsewhere - that just as the attitude of "thorough-paced lis-
tening" is a progress frdm a sensory response to a response
at a higher level, so the perception of the rhythmic element
in music is a mental and not merely a physiological activity.
In musicfit is inadequate to regard rhythm merely as a property

of neural sensibility and activity: its effect upon conscious-

ness is the crucial point of the matter . . . The natural

(1) W. Pole, The Philosophy of Music, Pp. 167, 168.
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instinctive effect of rhythm 1s an emotional modification
of consciousness . . . But any examination of rhythm must
include a consideration of its more definitely intellectual
character and relationship, as indicated by its mathematical
foundations and exaotitude."(l)

It is accordingly necessary to examine from the intel-
lectual standpoint the nature of 6ur grasp of rhythm in music-
al listening. I have already shown that the perception of
pitch-relationship is an experience founded on an intellectual
basis, There is a corresponding intellectual basis to our
 perception of rhythmic relationship in music, From this as-
pect music may be considered to consist of relationships in-
volving the perception of notes or pitch-points as possessing
relative duraﬁion and emphasis, or accent, That is, in musical
listening there is a recognition of a rhythmic succession of
units in time,as being articulated by an inherent, or by a
subjectively.superimposed, regular accent, to which in the
former case they conform, or from which in the latter case,
they depart., The grasp of rhythm in music involves a grasp
of time-relationship. Time-relationships include all rhythms,
simple and complex, as well as the internally unified groups
of varying time-elements which combine to make up the embrac-
ing rhythmic unity of the music, Any succeséion of time-units
is felt as progressive in time; each unit therefore possesses

value through its position, as part of that succession, and

(1) Brian Wibberley, Music and Religion, Pp. 207, 208.
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also as'being in itself of a certain measure of duration,
These successive units are, in music, organised into a logical
time-system by the occurrence of accent. Accent, however, as
we have seen, need not always be experienced as an objective
factor, but may be supplied subjectively, as it were, as in
our experience of syncopated passages or two-bar rests.

The internally related and stable units in time-relation-
ship are also related to a wider system or unity of time-
relationships. The unit of time-relationship is thus sub-
ordinate to this higher unity, with regard to which it becomes
an unstable ele@ent in the rhythmical development of a complete
musical work, We shall see later how the unit, the beat, forms
part, first of a larger unit, the bar; and then how thé bar
extends into the phrase; the phrase into the sentence, the
gsentence into the paragraph, and so on, until the end is
reached. Thus the complete work of music is made up of units
which are continually being raised to a higher power as the
grasp is extended to include what were originally experienced
as single units in their more complex relationship of parts of
a whole. |

The following statements regarding the percéption of
rhythmic progressions may serve to clear the ground as a pre-
liminary to a more detailed investigation. An undifferentiated

periodic series is only perceived as rhythmic when certain laws

(1) Bolton's experiment is only practicable when the subject
attends actively to the stimuli.

1)

are complied with., Pirst, the subject must attend actively to ét.
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Secondly, for a periodic series to be perceived as rhythmic
the interval of time between successive elements must not be
so short‘that the mind is unable to individualise each of
these'successive elements. Thirdly, the interval between
successlive elements must not be so long that the mind cannot
apprehend the two as connected in a single act of conscious-
ness. These conditions may vary within limits, according to
the individual. 1In general, the fastest rate at which ele-
ments may be apprehended as separate may be fixed at intervals
of 0.1 seconds, At intervals of 2 seconds is the slowest rate
at which successive elements can be felt as connected.

Dr, Otto Ortmann gives the foliowing data as to the extent
of rhythmic progression which the span of consciousness can
grasp in actual musical éxperience, He adds the proviso,
however, that a great deal of variation is possible, according
to the kind of rhythmic pattern used, the tempo, and the method
of presentation., "When the 4 note has- a duration of $# second,

fhe span for a certain series of patterns has been found to

Va.I'Y from l{.:l 0[7 a’ # l//:r/ 4/:’1,-\;’ J:’:D 0/7 0/} f? 0’
(1)

when the rhythms wers given without accent,”
I have already mentioned that one of the conditions essen-

tial to perceiving rhythmic relationships is actively attending

to them, In the case of a series of undifferentiated regular

auditive stimull the attentive mind usually divides them into

(2)

groups by superimposing accent on certain recurring stimuli.
(1) Otto Ortmann, "Types of Listeners;" in The Effects of

Music, Edited by Max Schoen, P.56,
(2) See back, P.148this Chapter..
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This feeling of accent thus subjectively experienced occurs
at the renewal of the act of attention. It is most common
for the groupings so formed to occur spontaneously in twos.
Where groups of higher numbers, such as threes or fives, are
formulated, it is found that these are made as the result of
definitely willing the attention, The mind thinks the suc-
cessive stimuli into groups of threes or fives etc, The feel-
ing of regular accent which thus changes an undifferentiated
series of sounds into a rhythmic progression is therefore the
result of an act of comparison., The realisation of the pri-
mary periodic succession of auditive stimuli is intuitively
compared with the secondary progression in twos and threes
subjectively conceived. But in the experience of music it is
never a case of an undifferentiated series of units, Accent
or varying intensity is always objectively present; . while the
elements in which rhythm is embodied may also vary infinitely
in duration, The accent that is objectively present in music
has the effect of compelling the renewal of the act of atten-
tion to take place at objectively determined intervals. This
objective accent, while generaliy understood as stress, which
as such imparts a relatively greater intensity to the note on
which it occurs, may also be modified by the respective
durations of notes,

The grouping of a regular series into twos is the normal

and primary way of reacting to any such succession of stimuli.
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Let us therefore first examine the naturé of this grasp of
the two-unit group. Each successive pair is graspéd as a
single entity composed of two elements. These two elements
are felt as complementary and contrasted. One single element
is felt as relatively unstable and as needing to progress to
a second element, equal to it in quantity, but opposite in
quality, in order that stability may be achieved. Attention
’ therefore progresses from one unstable element to another;
and finds a certain balance'in the complex grasp of two ele-
ments similar, yet contrasted. The progress of attention may
be compared with the swing of a pendulum; and can be graph-

(1)

ically expressed thus:

The swing is from the lesser to the greaterj from the unac-
cented to the accented. The two units are equal in quantity
(duration)) but opposed in direction or quality (stress value).
Rhythm in European music has been limifed to the simplest com-

binations; the neglect of more complex rhythms being the

(1) J. B. McEwen, The Thought in Music, P.16
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result of the concentration throughout the history of modern
European music on the development of harmonic relationships,
and, more receantly, on experiments in textural combinations,
This preoccupation with "tone" and ite aspects rather than
with rhythm may be readily understood when the vocal origin
of modern music is taken into account. Among other examples,
the music of Bach is mainly written in a style the beauty of
which|depends pre-eminently on the pitch-interest, and where
there| is little rhythmic variety. Most contrapuntal music,

because of its'vocal origin, subordinates rhythmic interest

to pitéh—interest. Moreover, the long sweep of many later
works written in such time~signatures as %F,'% etc., means
that here also rhythmic interest is at a minimum, In gen-
eral, the elements composing the rhythmic unit (the bar) of
European music, are either of equal time-value, or are bal-

anced in the proportions of the simplest ratios; e.g.

1:2, 1:3, 1 : 5 etc.(2)

(1) ‘cf. Some of the slow movements of Beethoven sonatas.
The long line of the pitch-outline recalls the rhe-
torical sweep of the voice.

(2) Though Professor McEwen states that "Rhythm in modern
music is still a matter of simple relations bet een
the durations of successively occurring periods" (this
was written in 1912,) (The Thought in Music. P;17).°
since the beginning of the twentieth century there has
been a tendency not only towards developing new com-
plexities of rhythm, but also towards disregarding the
0ld standards of time and accent. Music has "freed
itself, for better or worse, from the trammels of
metre. Measure of course remains, for a conductor
still 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 continually falling across the bar, so to
speak; they no longer coincide with what were form-
ally known as 'strong' beats, which now have scarcely
any accentual significance." (Qutline of Modern Know-
ledge. P,1041). Nevertheless there must always remain
the recognition of that fundamental standard of Strict
Form, which is understood as the basis of all rhythmic
variation, and to which unconscious reference is made
in our grasp of all rhythmic complexities, This inher-
ent feeling for rhythmic movement, or Strict Form,
exists as an unconscious standard behind our grasp of
the varying rhythmic relationships of music, This is
the explanation of the coherence of "rubato". Rubato
represents a departing from Strict Form, but never so
as to lose sight of the fundamental regular rhythm

underlying the rubato.
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In the perception or grasp of the simple rhythmic unit
composed of two equal but contrasted elements, there is felt
a rising to a climax and a falling away from that climax,
This simple grasp of the rhythmic unit is raised to a more
complex grasp in "thorough-paced" listening. In following
music this single rhythmic unit, though felt as internally

stable, nevertheless demands another unit, similar to it in

structure, to balance it. Thus two units, each stable in

itself, but relatively unstable, combine to form a larger

and more complex unity, which is grasped as a unity, and which
is felt as stable in itself.(l) Throughouf true musical lis-
tening there is this constant raising of unities to a higher
power, relative to which they no longer are felt as satisfying
separate entities. A larger degree of organisation is thus
imposed on the first organising of primary elements into
simple unities. As the musical work develops, the mind is
able to take this more complex gfasp in its stride, and accord-
ing as this higher unit is still felt as unstable, there con-
tinues the need for it to be balanced still further by pro-
ceeding to another group or secondary unity. Thus the grasp
of rhythmic relationship (pricked on by the instability of the
tonal relationships as well) becomes more and more complex

until a point is reached where no more instability is felt to

(1) cf. the extension of pitch-perception, vide Chapter IV.
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exist. The desire to push on to more complex systems of group-

ings of internally balanced units is then satisfied, and thus

ceases with the end of the music.

In music the first simple element in a regular rhythmic
gseries is called the beat. The first simple unit (or intern-

ally stable unity) is called the bar. Though for convenience

> o

we write the bar \J J l , in reality we experience it
[+) >
thus: J |

&

The rate at which accented beats succeed one another is
called the tempo, There is probably a mean tempo which is
nearly the same for every subject. This tempo coincides with
the rhythm or periodicity which characterises bodily move-~

ments, like the normal walking-pace and the heart-beat, as

well as being possibly affected by other muscular adjustments

(1)

and cathartic reactions of which we are unconscious,

(1) A rate of tempo is chosen by the composer for a particular
work, fast or slow, in sympathy with the tempo in which
the music first took possession of his mind. This tempo
is felt as existing within his normal inner tempo. Fast
and slow are purely relative terms. Music is felt as
such according to whether its pace corresponds in greater
or less degree to the inner periodicity of the bodily
organism,

Tempo, however, remains to some extent relative to pitch-
outline, Ordinarily the more notes in the bar, the
slower the tempo. Few notes usually mean quick tempo.
See the Scherzo of Beethoven'!s Ninth Symphony. Here the
bar becomes the beat, the four-bar phrase becomes the
unit, Each bar contains only three notes,

Cn the other hand, when a great number of notes aregrouped
into a single beat (see some of Beethoven's slow move-
ments) the tendency is for the mind to split up the bar
into smaller units.,
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The progression of the bar to the larger and more com-
rlex organisation, the two-bar phrase, demands an extended
and more complex grasp, while still remaining an immediate
or direct experience'of a unity. The grasp of higher and
more complex unities, however, is no longer a matter of
immediate peréeption, Memofy activity must be called upon.
The grasp of the phrase as being musically significant and
coherent extends to the grasp of the musical sentence, of
.which all the constituent elements remain in suspension until
the cadence is reached. At the cadence, by an act of retro-
epection the whole musical structure as it progresses from
the first simple unit, the bar, through other eﬁbracing and
extending unities. to the musical sentence is summed up in
this final act. Further development from the sentence to the
paragraph, and thence to the comple%e work or movement, means
an extended and complex grasp which brings all the paits into
unity and harmony. Thus to follow coherently the extended
rhythmic development of a work of music demands the power of
comparing, contrasting, organising and synthesising of parts
as reconciling contrasted eleménts which is only possible to
the trained musical perception. Memory, sustained and active
attention, as well as this intellectual power éf synthesising
the significance of the parts as developing musical "thought",
are all necessary to the experience 6f music as a formal unity,

Like the perception of extended pitch-relationships (with

>
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which, of course, extended rhythmic relationship is allied
and which pricks on interest in rhythmic development) the
progressive grasp of rhythmic relationship (or time-outline)
in music comprises a series of expectations partially satis-
fied and excited again until the end brings final satisfaction,
The first inherently unstable element brings the promise that
. another is to follow in order to balance the first. Expecta-
tion is thus definite, since the form or shape of what is to
‘follow may be predicted from the nature of the first unit. As
rhythmic unit succeeds rhythmic unit, eéch in turn fulfils
expectation, since it completes, or helps to complete, a larger
unity; and at the same time it joins with the preceding units
to'invite fufther movement to complete a more complex unity.
Thus expectation becomes increasingly complex and definite as
the extending unities grow in complexity in their progression
to é final stability. Final stability arrives when all intern-
al or smallér‘unities are felt to be perfectly balanced and
thus form the complete unity of the perfect musical work,
Strictly speaking, the extent of a single act of percep-
tion is limited to the grasp of the few notes or rhythmic stim-
uli which can be immediately realised as connected. The scope
of the span of consciousness may, however, be found to vary
within fairly wide limits, depending chiefly on native capacity
and the degree to which this has been trained to function effi-

ciently. The untrained mind may perceive the internal stability
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of a single phrase only; the skilled musician may be able to
extend his grasp to embrace the coherence of the complete
musical sentence,

The nature of the rhythmic-outline or the pitch-outline
of the music may affect the ease with which the listener can
directly grasp rhythmic relationships. For eiample, the pitch-
outline may tend to avoid the stability which derives from a
too emphatic use of the dominant to tonic progression, by enm-
ploying other more elusi&e and less conclusive harmonies, This
will militate against the stability of the rhythmic outline by
prolonging the suspense of the melodic or harmonic interest.
According as the cadehce at the end of a phrase, a sentence or
a paragraph emphasises the stability or the instability of the
pitch-outline; that is, according as it is perfect, imperfect
or interrupted, masculine or feminine, direct, or indirect
(resolved by means of a suspension, for example) so will ex-
pectation be satisfied or intensified.

That this extended perceptual grasp is accompanied by
expectation of increasing definiteness is shown by the fact
that as the grasp becomes more and more complex, the goal to
which the music is tending becomes clearer and more obvious.
The attentive listener can almost foretell the direction the
rhythmic outline must take from his knowledge of what has al-

ready occurred.

Take again the ballad "Barbara Allen', which we considered
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from the aspect of pitch-relationship. The first rhythmic
T2 A :

unit (‘9 /\ I! o‘ 'l’

ig felt to rise to a rhythmic climax and requires to be bal-

anced by the complementary unit

of equal duration, and similar in time-outline to the first,

but opposite in quality; as the first tended upwards, and

this tends downwards. Thus the first internally stable

phrase : //////ﬂg————_-*~\\\7*

VRN Y B N DA
arouses expectation and satisfies it. The structure is still
simple,'however; and is relatively unstable to what follows;
for it tends to expand naturally into a second phrase similar
in the length to the first, but again opposite in quality.
TS T

. /\,r7 J o !f) 717
Note how this second phrase grows rhythmically (as well as
melodically - See Chapter V) out of the first phrase. Notice
algo that the first three notes of (&) possess the same time-
value as those in (). Only a very slight variation is needed
to give<the right fillip of difference to the time-outline of
(8). This variation prevents the monotony of exact repetition;
but the phrase resembles the first sufficiently to please by
its similarity. Phrase & is interrogatory; phrase < was
assertive; therefore they are felt as contrasted. Phrase <&

now demands another phrase to balance it; its question wust
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1 4
be answered.( ) A new sentence containing two phrases‘y/and-ﬁ’,
of which y 1is the answer to «J, completes the whole of the

first sentence (L 7+3), 5
s A - A
y Lo )

. 7N I Y S I R

The time-outlines of )  and ' are similar to those of A and
& , Y corresponding to o , and T to /&,

The time-~-outline of the whole tune is thus exceedingly
well-knit, The same simple rhythmic pattern, slightly varied
in each case, is common to each of the four phrases which con-
stitute the complete melody. These variations, though only
slight, are sufficient to prevent monotony. It is necessary
again to emphasise the fact that all musical listening includes
the two aspects of time-outline and pitch-outline in their
closely knit union; though often the interest in the one may
be subordinated to the interest in the other, and vice versa.
There is also a never-failing source of variation and a stimulus
to renewed interest in the dynamics and textural elements of
music. (2)

The definiteness of the expebtation as to the development

of time-outline in music lies not so much in a fore-knowledge

of the detalls of the ensuing rhythmic development, but rather

(1) Terms like "interrogatory" and "assertive" are also relative
to time-outline or rhythmic-relationship as associated or
fused with pitch-outline, or note-relationship, In actual
examples it is impossible to dissociate the two., In the
above example the instability of the time-outline is
maintained by the pitch-outline. 1In phrase «<7the pitch
outline rises upwards from the tonal centre

2O\ ™M o e MAML . a . epes




168.

in a realisation of the direction which the time-outline will
take, and the scope or extent needed to bring it to a satis-
factory conclusion. For example, the first two bars of
"Barbara Allen" lead us definitely to expect another two bars,
although their exact nature can only be conjectured. This is
our experience at the first ti@e of hearihg; at a second
hearing, expectation as to the nature of the details may be -
clearly formed.

Where music is novel, much depends, as in the case of
pitch-relationship, on the subject's musical background,
Should he follow a movement in sénata—fcrm, he will soon
recognise that the formal outline of the music consists of the
balance, interplay, development and recapitulation of certain
subjects. He will therefore anticipate the reappearance of a
‘main subject in the recapitulation; and the subsequent ham-
mering home of the coda, for example. Similarly he can follow
with some certainty the music written in rondo. form. Where his
musical experience is profound he can even gauge the length of
“the cqnstituent parts, He will anticipate when one sectidn
wiil end, and gather from the length of one part the length
and nature of the part needed to balance it., These predictions
are.of course aided by following the pitch-outline., Modula-
tions to a contrasted key may indicate the approach of a con-

(1)

-trasting section and so on,

(1) Mies Margaret Glyn emphasises the point "that all impor-
tant pitch-effects (such as cadences, suspensions,
and any pronounced discord or change of key) should
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Footnote continued.

occur at these regular intervals (in the time-outline),
and the natural tendency of pitch-outline is thus
inevitably towards monotony of time-division, a typi-
cal instance of which is the modern hymn-tune." (The
Raythmic Conception of Music. P.42)

Compare the interest of Bach's pitch-outline with the
lack of development of his time-outline. See P. 160
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In true musical listening this grasp of the coherence
of time-outline is just as important as the grasp of the
logic of pitch-outline, The progression from bar to bar,
from phrase to phrase, and from sentence to the complete mus-
ical paragraph must be grasped as 1ogical‘in order that the
listener may enjoy the significance and the beauty of the
music as a whole,

The general conclusions as to the perception of rhythmic
relationship in music may be summed up as follows: When the
time-outline of music is actively followed expectation remains
unsatisfied as long~as the time-outline is felt to be unstable.
So long as there is felt a demand for further movement in
order to complete the musical meaning and restore the balance
of parts, expectation continues unsatisfied. When the tendency
to movement ceases, and the internal stability increases to
| such an extent that no further movement is desired, expecta-
tion is finally satisfied. The grasp of the internal stability
of the parts includes a developing realisation of their exter-
nal instability which gradually changes towards stability.

This is finally -achieved when all the parts are reconciled as
forming a single stable whole,

The internal stability of the rhythmic unit, the bar, can
be directly apprehended. The larger unity, the phrase, can
also be directly apprehended as internally stable, The -
extension of the grasp of the phrase to the grasp of the sen-

tence is, except in special cases, no longer a case of immediate
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perception. The summing up of the sentence demands an act
of retrospective consideration. Elements in themselves
complex and stable are synthesised into a larger unity, The
mind can only grasp the coherence of such extended unities
by analysis and synthesis through the memory,

In the trained musician the grasp of time-outline be-
comes so clear and definite that the omission of any part,
perhaps only a single bar, one of many similar bars, destroys
the continuity of effect, and distorts the balance of the
work as a formal masterpiece. "If we lose our grasp of the
time-beat and the equal note~division, we lose our intuitive

1
(1) This illustrates the necessity

perception of the music,"
of interpreting the rhythmie (or formal) development of music
through the medium of the laws of Strict and Free Form., Free
Form can only be understood as coherent in so far as the exact
degree of its'departure from Strict Form can be followed., To
the attentive listener the relationship between Strict and

Free Form must always be apparent'if he is to get real aes-

thetic enjoyment from the balance and proportion of the work

of music developing before him,

(1) Margaret Glyn, The Rhythmic Conception of Music, P.66.
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CHAPTER VI,

THE DYNAMIC ELEMENTS OF MUSIC: INTENSITY, TIMBRE AND TEXTURE,

Although-the perception of the relationships which make
up the time-outline and the pitch-outline of music is vital
to true musical listening a full appreciation of the perfect
aesthetic musical whole also involves the perception of varia-
tion and fluctuation in the dynamic elements. These include
intensity - which comprises all gradations of softness and
loudness of tone, crescendos and diminuendos, and those vary-
ing dégrees of emphasis like "accent," and the different kinds
of touch like "staccato" and "legato" - ; timbre, or tone-
colouf, sometimes called "clang"; and texture, which may be
described as the system of timbres, or instrumental colourings,
in music written for several instruments.

It is important to recognise that thorough-paced musical
listening does not only involve following the relationships of
tones in their simultaneous progression in. pitch and time; it
is equally neﬁessary to hear and follow their changes as re-
gards the above aspects., The recognition of the changes in
dynamism throughout a work of music ie perhaps of less funda-
meﬁtal importance to our understanding of the music than the
recognition of the formal relationships of pitch and rhythm;
nevertheless without it the musical experience would be very

nearly akin to the following of the symbols in a mathematical
problem, It is the intensity and quality of notes which give
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them their vitality in music, just as it 1s exquisite and
subtle phrasing which gives life and significance to a mélody,
or logical sequence of notes.

It is perhaps more apt to speak‘of "variation" in dyna-
mism rather than to use the term "relationship", for variations
in the dynamic elements are far less arbitrary than the varia-
tion of notes in pitch and time, These latter elements must
always conform, within very narrow limits, to the standards
laid down by the composer and further ratified by tradition
and the resources of instruments., But there is no absolute
standard to which the dynamic“elements must conform,

The importance of the dynamic elements in music has not
been stressed in any study of musical aesthetics, nor except
very sketchily, have they received much attention in psycholog-
ical studies of the experience of listening to music.(l)That
these elements are an integral part of any work of music heard
in actual performance it 1s needless to affirm, We might even
go further and suggest that such dynamic considerations are

present even when the composer frames his musical idea in his

(1) 1In his essay on "Types of Musical Listeners" in The Effects
of Music (Edited by Max Schoen) Otto Ortmann describes
some of the experiments made to determine the absolute
value of variations in intensity and duration of piano-
tones on children., But such experiments do not help
much in the consideration of the variation of these
elements as they occur relative to a work of music,
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head. He does not, for example, conceive a musical idea, and
then look round'for an instrumental timbre in order to express
it in actuality. The musicai idea occurs already clad in a
particular timbre or tone. The musician does not say "I am
going to give that idea to the trumpet, and that to the fiddle,"
as though the two ideas were interchangeable in timbre, Each
musical theme carries its timbre implicit in its initial con-
ception., When the gifted musician silently cons a musical
score, though he douﬁtless contents himself with a very brief
recognition of the dynamic possibilities of the notes and
their textural treatment, some realisation of the effect of
these is always present in his imagination. 1In the case of
the composer and the score-reader the dynamics of the music
cannot strike the brain with real physical violence as they do
in an actual performance; nevertheless they are not entirely
discounted, but are either heard in imagination, in the light
of past experience, or are heard implicitly as being vital to
the expression of the music.

In actual listening to the discussion of which I have
mainly confined myself, the forceful presence of the dynamic
elements of music cannot be discounted. They affect the
genuine listener without his being able to help himself, The
mellow and voluptuous notes of the violoncello played in the
upper register are felt to be in luscious contrast to- the
thin, sexless notes of the violin, in a string qQuartet, for

example. The nasal tone of the viola 1is in turn strongly
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differentiated from the other three instruments, The exquis-
itely subtle way in which a pianist works his fone up from
the slenderest pianissimo to a fortissimo climax and back
' again to a normal tone, is duly followed and appreciated by
the artistic listener. The bare recognition, at the sensory
level, of the sudden sforzando that inadvertently recalls our
wandering attentioé}ghould not be confused, however, with
those cases where the attentive listener follows with his
highly developed perceptive powers the artistically handled
and developed dynamism of a Beethoven Sonata like that in
C minor opus 111, The perception of infinite gradations in
shading of intensity and tone, as well of the perception of
variations (not haphazard, but logically directed to a certain
artistic aim) in emphasis, timbre and texture, is essential
to the perfect following of music, For music should be en-
joyed as a_living art, and not as a barren combination of
notes. Moreover the dynamic effects themselves help to make
clear the formal relationships by emphasising certain effects
and passing over others as less important., Notice how much
more forceful 1is a discord on an accented beat, than on an
unaccented beat,

Numerous musical examples could be appended'to show how

prominently these dynamic qualities enforce themselves on our

(1) c¢f. Haydn's "Surprise'Symphony."




attention as being necessary to the artistic development. 1In
many cases certain dynamic devices require much more than a
bare recognition of their presence in oréer that their in-
clusion for an artistic end be understood, For example, the
whole musical significance of a work like Ravel's "Boléro",
for full orchestra, would be lost, if the infinite variety

and development of intensity and timbre were not carefully
followed. This work is a study in intensities and orchestral
textures, The whole interest of the piecé lies in the way in
which it works up gradually to a tremendous crescendo by the
addition, one after another, of more and more instruments.

It begins with a theme, pianissimo, on a solo flute, against

a muffled tattoo on the side-drum. Different instruments take
up the theme, first singly, and then in groups, until finally
the flutes, trumpets, saxophones and violins blare out the
theme against the impressive tattoo of all the percussion,
woodwind, horns, tfombones, tuba harps; and the rest of the
strings, and the orchestra heaves tumultuously to a frenzied
close, Without this development in dynamic treatment the
theme, though long and fairiy complex in itself, would soon
cease to have aesthetic interest for the listener. The in-
tricate tattoo which runs with increasing vigour throughout
the piece, is alsb tricky; Dbut it may be mastered at a single
hearing. The comparative barrenness of pitch and time outline,
the first of which recurs again ahd again with only the slight-

est modification, is compensated for in this way by a dynamic
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treatment which serves to sustain the listener's interest
throughout ( I speak from personal experience), the entire
first hearing. Obviously if the listener does not actively
follow these changes in treatment he is not coming at all
‘near the original conception of the composer, as it is inter-
preted by conductor and orchestra. Following this work by
score would give the subject an approximate idea of the treat-
‘ment of this work, but his experience would be ever so much
less impressive, The appreciation of the aesthetic importance
of the dynamic treatment of this work is not only a matter for
the understanding, as would be the case were the music known
only from score. Once heard, these effects could be imagined
with a certain degree of faithfulness, Even so, the dominating
power over the sense -~ over the whole physical aspect of the

. body - which these dynamic effects possess when actually heard

could never be adéquately experienced by a silent hearing. 1In

actual hearing the listener cannot escape from the progressive
perception of these changing dynamics. We cannot shut our

ears to sound although, it is true, after a certain time our
ears can become indifferent to noise. But in such a case as'
this, the listener does not try to reduce the music to an
undifferentiated background of sound. If he listens attentive-
1y, he is forced to follow the changes from soft to loud and
loud to soft. If he is listening attentively, a certain degree

of aesthetic pleasure accompanies his recognition of the
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artistry by means of which the theme is varied and illumined by
its dynamic treatment, Such aesthetic pleasure reinforces the
aesthetic pleasure he receives from following and understanding
the note-relationships and the intricacy of the rhythmic out-
line. But this aesthetic pleasure must not be confused with
the pleésure which is directly derived from these attributes of
music experienced absolutely. The sensory response to the dy-
namic, melodic and rhythmic qualities of music is also pleasur-
able? and such sensory pleasure may even be present in the ex-
perience at a higher level; but it is to be distinguished
from the enjoyment of these effects heard relatively to their
musical context. Because, however, the dominance of these
-effects is so overwhelming in actual reality, the fact that
they can be appreciated as relative to the musical whole does
not prevent frequent repetitions of such works as the example
quoted from bringing satiety, as occurred in my own case,
Dynamic variation is so easily followed that the listener
loses interest when the novelty has worn off, Moreover,
repeated hearings of such "dynamic" music are likely to rob
the experience of any aesthetic value which it may have pos-
sessed in the first place. Very often, as in my further exper-
ience of Raﬁel's "Boléro", a cruder kind of physiological plea-
sure in the sensuous and rhythmic effects is substitufed for
the original aesthetic enjoyment.

- It cannot be denied that the dynamic elements of music

are of far less importance to the unity of the art work than
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the elements of pitch-and—time-relationship.(1) Variations in
dynamism can be too easily grasped, and their aesthetié in-
tention can be too easily understood for music in which dy-
namic treatment is the most important factor to remain of
lasting interest. Music requires other qualities of greater
complexity which can only be grasped by a more concentrated
effort for it to satisfy aesthetically.

Yet the part played in music by the dynamic elements,
though small, must not be.ignored. Dynamic treatment of
time-and-pitch-relations frequently helps to make the latter
intelligible, besides giving to the music warmth and vivid-
ness,

Notice, for example, how often the climax of the pitch-
outline on music corresponds with the climax of the force-
outline (= the dynamic climax)., A work starts from a "mean®
of pitch sounded with a "mean" of intensity. As the pitch
rigses or falls, that is, as the pitch-outline proceeds in a
contrasting direction from the initial point, there is a
corresponding change in the force-outline, When the pitch-
outline returns again to the normal, usually the key-note or
a note closely related to the key-note, there is a corres-
ponding return of the force-outline to the normal intensity.

(Normal intensity would be mp, or mf.)

(1) Yet their development in recent years, as shown in the
advances of orchestration since Berlioz and Wagner,
‘bring them to a fair level of importance.
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Force-outline signifies the progressive variation in
loudness and softness (i.e. intensity) of any work of music.
Usually it cannot occur without changes in tone-quality (or
timbre) as well, Except in the case of the repetition of a
single note (e.g. in a monotone) with varying degrees of
intensity, change in timbre cannot be excluded. (Even in
this case it is doubtful whether the timbre would continue
unchanged.) Each .note on the piano, for example, differs
slightly in timbre from its neighbour, while the extreme of
bass and treble differmore conéiderably. This holds with
other instruments, like the clarinet, and the voice, both of
which possess several registers. The several strings of the
violin, etc., also possess distinguishable tone-qualities.(l)

All music, therefore, changes in timbre as it passes
from ﬂote to note, There is‘also present, besides this natur-
al variation, a variation of timbre superimposed by the player.
The whole aft of phrasing depends on a nice balance of varying
intensity, and on subtle changes in tone-colour. Most "ex-
pression-marks" can be reduced to terms of intensity and, to
a lesser degree, of timbre., For example, "cantabile" implies

notes of a medium intensity played smoothly and with the rich-

est tone that can be commanded. Variation in timbre often

(1) It would be more convenient to distinguish "one-quality"
from "timbre", The former could refer to the changes
of quality in a single instrument; the latter to the
difference in quality of distinct types of instruments.
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depends on variation of touch, which is itself dynamic or
percussive., Such "touches" as "staccato" or "legato", which
are used to give additional variety to musical material de-
pehd on varlation in duration, and to a slight extent, inten-
sity. The final effect ie achieved by varying the method in

which the note is struck. Thus, a quick abrupt touch gives

‘"staccato"; a smooth sustained touch gives "legato", and a

slow "clinging" touch will give "sostenuto" or a "cantabile"
touch, The perception of the variation in the dynamio-dutline
(change in timbre and in intensity) is necessary to the perfect
following of any work of music. In many theme and variation
movements, for example, artistic contrast may depend a great
deal on the effective dynamic treatment of similar passages,
In the phrasing of a musical passage, which is the performer's
method of rendering it clearly apprehensible by the listener,
balance and contrast of intensity and tone-colour are combined
with emphasis of rhythmic outline. Phrasing, which in some
respects resembles the rising and falling of the voice, as in
reading aloud, coneists in making apparent the inner unity of
a particular group of notes by clearly revealing their connec-
tions by means of subtle gradations of tone and by subtle em-
phasis of their rhythmic outline. Such noteégrouping immeg-~
iately enables the listener to follow the musical meaning, in

exactly the same way as proper emphasis and intonation in
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delivery makes a piece of prose or poetry intelligible when
read aloud.

Is there a particular standard to which the dynamic
outline must conform, in the same way as the pitch-outline and
the rhythmic~outl;ne conform to certain fundamental aesthetic
principles of balance, contrast and unity? These standards of
pitch and time-outline have been described in the earlier
chapters of this work. The fundamental principle of coherence
of pitch—outline'"consists in a departure from, and a return

1)

to, the tonic,"( which in complex musical development ex-
pands into a departure from a key-centre to a modulative key,
and a return to that key-centre, This is the principle of
key-stability, and may be described as a circular rhythmic

(in a general sense) activity. The standard of time-or rhyth-
mic-outline is less easy to formulate, as it consists of a
pulsative rhythm, and depends for its coherence to a large
extent on the accompanying pitch—outline.' Its stability de-
pends on the limit to which the span of attention can be
carried, with the additional prolongation of this by means of
memory-activity. Thus several internally stable but externally
unstable units may be synthesised into a single coherent whole
of which the stability is so complete that all further tendency
to movement is eliminated.

What is the essential nature of the relationships which

(1) Margaret Glyn, The Rhythmic Conception of Music, P.6&8.
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these variations in dynamism make up, and is there a funda-
mental unity of dynamic-outline in which they are fundament-
ally united? What is the standard of Intensity, for example,
and what the standard of Quality?

The force-outline of a work of music is not a simple
progression from a loud to a soft, or from a soft to a loud.
Nor is it always a progression from a mean of tone to either
of the extremes of loud or soft, and back to normal again,
Countless works of music begin soft and end loud, or vice
versa, or start at the mean and return to the mean, There is
no definite broad rhythm of force-line, except in so far as it
follows and emphasises the rise and fall of thé pitch~outline,
Yet a certain regular rise and fall in the force-outline is
clearly apparent in all music., There are a succession of
effects of contrast and relief, mounting higher and higher
until a climax is reached. No music continues from beginning
to end in an invarying dynamic texture.

It has also been noted that where the pitch-outline rises
to its climax there is this corresponding rise in the force-
outline. It may be marked by a gathering crescendo ending in
a striking fortissimo effect; or the climax of the pitch-
outline may, on the contrary, be marked by a sudden depression
in the force-outline, Note, for example, the sudden pianissimo
which marks a pitch or harmonic or rhythmic (or all three)

climax in certain works of Bach interpreted by modern musicians
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(notably the overture to the Suite in D ma. for strings,
oboe and trumpets.)

It is interesting to observe this same instinct for a
climax in the gabbling repetition by children of poetry which
sometimes they may not even understand. When repeating,
parrot-fashion, a four-lined ballad stanza, children fréquent-
ly tend to raise the pitch of the voicé and heighten the em-
phasis of delivery until a climax is reached in the third line,
Then there comes a lowering of voice for an unemphatic and
comparatively toneless delivery of the last line, In many
cases such a rendering of the verse does not fit in with the
sense of the words; yet it is not to be condemned entirely
éé inartistic, for it seems, to my mind, to indicate a natural
- appreciation of the muéical or purely formal qualities of
poetry, This feeling for contrast and relief, and this feel-
ing for thé value of climax seems to reveal an instinct for
absolute form latent in the child. Even in this example,
however, it is impossible to separate force-outline from pitch-
outline, In music these two are so closely associated that
it 1s not too much to say that forée—outline is dependent on
pitch-outline. This point I shall follow up ldater. Let us
now turn to the interest in force-outline which occurs in
.musical 1iétening. |

Interest in force-outline may first of all be complicated

by interest in the absolute value of intensity. There is often

a feeling of pleasure in volume for its own sake, particularly
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among uncultured subjects.(l) Certain degrees of intensity
are physically stimulating'or soothing, From the results of
certain experiments made oh children, it was found that notes
played with a medium intensity on a grand piano were generally
more pleasing than the extremes of loud and soft, as being
less difficult to apprehend.(g)

But interest in force-outline may also be modified by
the effect of association 1mplioit in certain sound-effects.
Notes played softly are associated with peace, calm, rest, or
even death, Loud notes recall the hurly-burly of life, or the .
tumults of nature's forces, such as storms, whirlwinds,‘waves,
and so on, Such associative value, however, is usually the
result of a combination of musical factors of which intensity
is only one. Duration, and the use of conjunct or disjunct
motion in pitch—progression’help to evoke similar associative
meanings., |

In most cases of true listening the force-outline is
ﬁsually followed and enjoyed in its relation to the total ar-
tistic effect of the music. This is the most important of
all the aspects of interest in intensity. There is interest,
satisfaction and pleasure in perceiving how admirably certain
dynamic effects are used to infuse a vital meaning into the

music. The dynamic treatment of note-relationship gives it

(1) Berlioz was an exception. He delighted in huge massed
effects, Both Mozart and Chopin, on the other hand,
showed exquisite sensibility in their dislike of harsh
sounds,

(2) Otto Ortmann, "Types of Listeners"; in The Effects of

Music, edited by Max Schoen, P.44.
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the semblance of a living and pulsating creation., We often
feel how the volume of tone increases as the emotional in-
tensity of the music waxes, as the notes mount to a climax.
Or we feel with pleasure how subtly the pitch-movement is
emphasised by a resonant treatment. 1In listening to con-
trapuntal music, for example, we afe able to separate, follow,
and combine again in a single act, several highly organised
parts by noting‘their relative force-outlines., We note that
quick-moving parts, especially if in an upper voice, require
less resonance to make them stand out, while a lower part,
composed of long, sustained notes, requires an additional de-
gree of intensity to sustain its coherence of pitch~outline
against the other parts. Here is a harmony of intensities
quite as well-defined as the harmony of pitch., The relative
loudnesses and softnesses are grasped and followed, each with
the pitch—oufline it supports; and these éeveral force-out-
lines fuse in a single total impression just as the several
threads of melody are followed and fused in the total grasp
of the whole work in its aspect of a complex work of music.
This is the highest degree to which the perception of varia-
tion in intensity (or force-outline)vcan be brought.,

But listening to the complexity of parts of a work per-
formed by a full orchestra involves more than a perception of
pitch and time-outlines, animated by a force-outline, There

must also be perception of variation in timbre and texture,
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as we have seen in the case of Ravel's "Boléro",

The tone or timbre produced by any instrument depends
on the number and the nature of the distribution of the over-
tones produced by that instrument when it is struck, blown
or vibrated in any other manner. Thus the resonance-powers
of different instruments may vary widely. Generally speaking,
thqse overtones (or partial tones) which first succeed the
fundamental note - the lower partials - are louder than the
upper partials., Accordingly those instruments in the tone
of which the lower partials predominate give a louder tone
than those instruments in the tone of which the upper partials
are more numerous, Flutes are softer, then, than clarinets;
and clarinets are softer than trombones,

The term "timbre" therefore describes the individuality
of an "instrument in several ways. The distribution and var-

iation of partial tones explain why a certain note has a par-

‘ticular character - shrill like the piccolo, nasal like the

oboe, soft and mellow like the horn, keen and solvent 1ike‘tpe
violin, or warm and luscious like the 'cello. The distribu-
tion of overtones also controls to a large extent the general
loudness or softness of the instrument or of a certain range
of notes in that instrument,

Perception of timbre, therefore, and also perception of
texture as a natural concomitant of this, are bound up with
perception of intensity as well as perception of pitech, The

very nature of timbre is determined by the number, position




187.

and relative strength of the different overtones which go to
make the individuality of tone which we call the'timbre" of a
particular instrument. These overtones vary not only as to
their position in the harmonic series, but also as to their
relative intensity. Therefore the grasp or recognition of

the timbre of a particular instrument as belonging to that

instrument is in reality complex. As well as this grasp of

the intensity of a single note (itself due to a fusion of
several simple tones of different intensities), there is a
grasp of a number of partial tones occurring simultaneously
with their fundamental note as a single compound tone, or note
of a partiéular "timbre", That is, "the sensation of a musical
tone is co@pounded out of the sensation of several simple

w(1)

tones. But the recognition of the aggregation of the par-
tial tones and-the fundamental note as a note produced by such
and such a musical instrument (ag being of the "violin-timbre",
for example) is "not a process of ‘sensation, but of percep-

(2)

tion." We do not need, however, to analyse the compound
tone into its constituent fundamental note and partial tones
in order to place it as a note of “violin-timbre", or "flute-

timbre" etc, In musical listening our attention is directed

(1) Helmholtz, The Sensationsof Tone, P.90.
(2) 1Ividg, P.94.
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towards the aesthetic end of recognising and following the
pitch-outline as sounded on a particular musical instrument,
and not towards the barren process of analysing each note in
itself. And yet we are conscious of the presence, and, (to a
certain extent) of the nature, of fhese constituent overtones,
for we can compare like timbres, and recognise one to be sup-
erior to another. When we mehtally note (it may be only
implicitly) the beautiful quality of a singing voice, or the

resonant timbre of a Stradivarius violin played by a master, we

- base our judgment on an implicit.awareness of the physical

properties of the sound. Though such a judgment is usually

only implicit and spontaneous, we may also form it by con-
sciously objectifying the timbre in order to examine it. But
we need not always do this. We are aware of beautiful quality
when we are listening to music in the aesthetic attitude, with-
out having to examine why such and such a tone is beautiful,
When we distinguish and identify, but without thinking about
1t, certain timbres as flute, violin or clarinet, 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-
ticular instrumentes in order to recognise them again or to
discriminate them from otheré. This assigning of particular
timbres to particular instruments may simply be the result of
custom, We hear the notes of a flute, see the flute; and for
ever after associate that timbre with that instrument. In the

same way we recognise and enjoy familiar tastes without having
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to isolate the constituent flavours, Or we may isolate one
or two, like the taste of salt, for example, and take the
rest for granted. But we should soon notice the omission of
an esgential ingredient,

In the same way we recognise the timbre of the violin,
and discriminate it from the flute, by reason of its superior
richness and volume of tone. If the tone is very full, we
may‘olearly hear some of the "ingredients" - perhapé the
first two or three partial-tones. We need not think about
them, however, or consciously relate them to the fundamental
note., The person with a musical bias is more likely to notice
richness of qualities, and even to be explicitly aware of
the constituent partial tones than an untrained or unmusical
person.(l) But unless the ordinary listener has a special
interest in the timbre of a note or an instrument - the desire
to compare it with another, or consciously to examine it - or
unless the partial tones are so strong as to force themselves
into prominence, he will be more likely to take the quality
of the note for granted., He will hear it as a whole, and as
a whole compare it, in so far as he differentiatés a passage

played by another, with other notes which he hears

(1) It is recorded that when Bach's voice broke he sang and
spoke at first in octaves. Mr. C.F.Abdy Williams, in a
note to P.95 of his biography of Bach {Master Musicians
Series) states that it is "quite conceivable on acoustical
grounds that the first harmonic may have been prominent
enough to be heard with the fundamental note, and that he,
being a musician, observed a phenomenon that would es-
cape an ordinary boy." :
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simultaneously or in close juxtaposition.

Beautiful timbre is usually accepted as a prime essential
to aesthetic absorption in good music, It is accepted and
thought no more about. Yet if it is lacking we observe the
lack at once. We are disappointed if the violinist has a
skinny tone,,and if his violin is poor, But should we listen
to a superb violinist playing on a first-rate instrument, be-
yond perhaps an initial spontaneous recognition of the beauty
of the timbre, we become more absorbed in the progression of
the musical relationships fhan in the comparatively non-
developing experience of the sensuousness of tone, When it
is a case of music in which combinations of timbres are con-
trasted, like the texture of a modern symphonic work, or when
there is part-playing by several different instruments, then
the prominence of the sensuous quality of the sounds must be
recognised as a vital and continuous part of the whole. 1In
listening to orchestral music instrumental parts are separ-

ately distinguished, and so 1is each separate timbre in the

" massed effects of a tutti. In the latter case, however, it

is the appreciation of the total effect which is important in
aesthetic contemplation, The separate instrumental timbres

need not be singled out, and heard separately. If they are,
it will pfobably make the next experience of the same passage
fuller and more complete, and so increase the enjoymeﬁt. But

at a first hearing, and particularly in the case of the
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ordinary "middle-brow" listener, it is more likely that the
whole effect will be heard as one complete fusion of timbres.
From this sonorous background phrases for single instruments
or groups of instruments may stand out, but these isolated
effects are nevertheless heard also in their relation to the
cumulative effect of all the parts.

From an analysis of many works in different styles it
may be concluded that there is no standard of timbre or
texture, except the standard of beauty or artistic fitness
as conceived by the composer. He concelves certain muéical
ideas which he attempts to convey by embodying them in
particular timbres and textures. This does not mean that
he has the idea -~ the system of musical relationships -
first, and then looks for a timbre which suits it. Often the
theme, it may be, is conceived in terms of a particular instru-
ment at its initial éonception.

There is always that inevitable variation in timbre which
is due to the fact that certain instruments vary in timbre
according to the pitch-range used. Timbre may also vary
according to the strength with which notes are produced. A
particular use of timbre occurs when different timbres help
to emphasise certain effects, as in contrapuntal playing.
Very often a melody is played "cantabile" against a softer

background which may even be "staccato", This occurs frequent-

ly in pianoforte music.
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All variation of timbre and texture seems arbitrarily
determinable by the wish of the composer, except in so far
as he is restricted by the technical limitations of the dif-
ferent musical instruments. For example, an extremely rapid
and difficult passage would not normally be given to the
double—basé, for it would be almost unplayable,

The listener, moreover, does not demand any particular
pattern of timbre to satisfy his aesthetic requirements be-
yond a certain balance and variety which is a basic require-
ment from all art, His tastes are dictated to by the composer,
He accepts what he is given. He accepts beautiful timbre as
a right, and thinks no more about it, In complete aesthetic
absorption in an exquisite art-song, for example, the listener
may not notice the beauty of the singing-voice 80 much as the
beauty of the song itself. The voice becomes the vehicle for
the music, Should a voice of inferior quality attempt this
song, the listener would at once feel that the song itéelf was
gspoilt. Beauty of timbre is perceived and enjoyed, but not
for its own sake (except in mere hearing at the sensory level).
In aesthetic listening beauty of timbre and also variation of
timbre and intensity and all other dynamié effects are enjoyed
only in so far as they illumine the music which is expressed
through them, They become constituent elements of the artistic
whole,

So long as certain practical and aesthetic needs are con-

formed to, the artistic justification of particular textural
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combinations depends mainly on the standards of taste already
existent, or on the degree to which new ones are felt to be
artistically intelligible and inevitable.

Many works of music,. like Ravel's “Boléré", which possess
only slight formal musical interest, nevertheless give a fair
degree 6f aesthetic satisfaction because of the finished
manner in which they are texturally developed. Modern music,
'no doubt because of the great extension of the range of certain
instruments once very limited in power of expression, and also
because of the ihcreased facility of playing themn, shows a
definite development towards textural elaboration, But orches-
tration or the handling of texture is the easiest part of mus-
ical composition, and it cannot be denied that the obsession
of many modern composers with such an end points to a definite
flagging of the vital creative qualities that go to make a
great work of art,

- Such a work as Anton von Webern's "Symphony for Small
Orchestra" (Opus 21), scored for clarinet, bass clarinet, two
horns, harp and strings with double bassés, provides a goodv
example of a’'musical study in intensity, timbre and texture.

A programme-note by Willi Reich in the programme for the 1931
season of The International Society of Confémporary Music
reads thus: "The score is very clear, and attentive readers
will encounter no special difficulty in mastering its contents.
But a far hore difficult problenxconfionts listeners, who have

to take in "Webern's wonderful music at the pace it is played,
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‘It is only by repeated hearings that one can comprehend the
subtly carried-out linear structure of the work."

The italics in this passage are mine, Their insertion
emphasises the fact that the variation of timbre, texture and
intensity throughout the whole work, and even throughout the
~duration of each separate note, is so complex and necessitates
each note possessing a duration so much longer than is usual,
that the relationships of pitch and rhythm are obscured to any'
orcinary listener. Each note doubtless has its place in the
pitch-outline; but this place and the meaning which the note
derives from’its position among other notes are lost during
the tortured dynamic treatment of the note., It is for this
reason that thehwork does not give complete satisfaction to
the listener. Moreover, when, after repeated ﬁearings, or by
having recourse to the score, the listener can grasp the time
and pitch-outlines, he finds that all the novelty of the dynam-
ic treatment has worn off. He has nothing but the bare bones,
This point, that variations in dynamism, being most easily
grasped, pall soonest, has already been stressed.

But far be it-from me to gainSay‘fhe beauty of exquisite
timbre, and the imﬁense enjoyment derived from a musical work
which is enhanced by artistic dynamic treatment. It can in-
deed by asserted that great musicians have found their inspir-
ation in the beauty of a voice or of the skilled playing of a

violinist, Mozart and Beethoven were both composers who wrote
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music suitable for whatever resources they had at their com-
mand; Mozart especially being adept at writing graceful and
pleasing music for unusual instrumental combinations, We
also learn that Beethoven wrote the famous Kreutzer sonata
especially for the violinist Bridgetower.

We must now examine more closely the manner in which the
separate orchestral colours of the texture of any work of
music are separated out and followed, in the experience of the
complete work, The perception of the quality of a note - its
timbre - is, as we have seen, a multiple perception, of a
number of single pitch-points and the fundamental note to
which they belohg. (These constituent elements are not nec-
essarily made explicit.) The grasp of the note represents a
fused perception; it is an experience of a single, but com-
plex note of a particular quality. This quality depends on

the position and number of the partial tones above the funda-

mental note. According to Helﬁholtz's theory the perception
of the pitch of a note or sound is due to vibrations, sympa-
thetic to the constituent vibrations of that note or sound
being set up in the basilar membrane of the inner ear, Now
if the perception of a certain sound as.bging 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 implications of texture. By

this I mean the perception of multiple timbres, combined and
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contrasted either simultaneously or in close juxtaposition.
How, out of the welter of sounds in a mighty "tutti" do we
discriminate and follow the.many instrumental outlines which
form the texture of a work written for full orchestra? Such
an experience involves a most complex process of analysis and
synthesis, It includes an immediate and unconscious selecting
and combiningfeach fundamental note with its respective over-
tones. This must be done in order that different textural
strands may be identified, followed, combined or contrasted
with other textural strands. Our ability to distinguish the
different timbres depends partly on our familiarity through
past experience with the quality of different instruments, and
also partly on the musical coherence of the different parts.
The different partial tones are thus.immediately assigned to
their respective fundamentals from habit, while the coherence
and significance of a single instrumental part help our follow-
inéfa particular timbre-outline,

The direction of the‘sound also plays a part in the recog-
nising and identifying of the timbre of a certain instrument;
just as the eye helps us to fix the direction from which the
~sound comes by relating the movements of playing to the changes
in pitch of the sound produced.

Take, for example, the case of the individual who has, we
might say, a thorough but limited knowledge of music derived

almost solely from the pianoforte. What would his experience

be when confronted for the first time with a full orchestra?
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Since he would be accustomed to following musical parts at
the piano he would be able to distinguish, up to a point, the
parts‘played by different instruments by reason of their
musical continuity. But in much modern orchestral music co-
herence of parts, or timbre-outline fused with pitch-and-time-
outline, is often of very imperfect musical coherence, In-
struments ejacuiate notes at intervals, less in order to sus-
tain a part of definite musical interest than to heighten the
total orchestral effect, or to afford fresh contrasts in tone-
colour., Therefore the power of fecognising coherent parts
would not help him here. A first hearing might give him the
complex but undifferentiated sensation of many sounds; the
total effect being perhaps not even musical, and even approx-
imating to noise.” In this respect such a listener would re-
semble the unmusical person who is confronted by a full orches;
tra playing Stravinsky. To the latter the music would simply
be unintelligible, mere noise,. |

But unlike the untrained listener, whose experience would
probably never rigse above the sensory level, the listener in
question would, by attentively listening, be helped out by
noting the directions from which sounds proceed, and so on,
eventually be able to associate certain notes with certain
instruments or groups of instruments and thus come to recognise
and follow definite instrumental parts. Especially would this

be so in the case of outstanding instruments like violins, and
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the brass. The keen notes of the violin are easily identi-
fiable, both because of the volume and penetration of the
massed violins in an orchestra, and also because a coherent
musical outline is nearly always given to the violin as the
instrument most capable of sustaining a coherent part, A4s
this individual continues to attend to the music, other in-
struments will be singled out and identified, until, by a
process of elimination, all the instrumental timbres will
become distinguishable and known,

This example is, of course, suppositieus. Such a case
is hardly likely to occur today when from every street-corner
blares a loud-speaker, There may be exceptional cases of
people living beyond the reach of wireless, and who have never
heard a gramophone. But music is the most social of the arts,
and wherever a community appears, music enters naturally into
work and play. Thus almost every individual has had, at some
time or another, opportunities of becoming familiar with the
ordinary instruments which are the foundation of the modern
orchestra. It is on this past experience of instrumental
timbres as they occur separately in simple musical contexts,‘
that the recognition and appreciation of orchestral texture
in symphonic music are based. The enjoyment of texture, like
tne enjoyment of the other dynamic factors of music, must,
however, be controlled by recognition of the artistic justi-

fication of its use in the total musical conception.




199.

In aesthetic listening the satisfaction and pleasure afforded
by these factors are secondary to the satisfaction and plea-

sure: afforded by the whole formal outline of a work of music.




CHAPTER VII,
THE MEANING OF MUSIC:
CONCEPTUAL AND IMAGINAL RESPONSES TO MUSIC.




200,

CHAPTER VII

THE MEANING OF MUSIC:
CONCEPTUAL AND IMAGINAL RESPONSES TO MUSIC,

Just as there can be no line marking off the sensory
response to music from the perceptual response, for the one
attitude is the basis 'of the other, and sensory experience .
shades imperceptibly into perceptual experience; so percep-
tual listening leads up to conceptual listening without any
break between the two types of experience., The conceptual
response grows out of the perceptual response., The difficulty
‘of dealing with perceptual listening as static experience at a
single level was apparent in the analysis of the musical exam-
ples in Chapter IV, Continual reference to higher levels of
experience must necessarily be made in the discussion of per-
ceptual problems, The perceptual response was the interpreta-
tion of the sensory material by méans of the formulating and

the grasping of relationships., The conceptual response to music

is the interpretation of the perceptual effect in the light of

pvast musical experience,'and the giving it meaning and value

according to the depth and richness of the subject'!s musical

(1)

background,

(1) * "Perception is developed in the interest of gensory prob-
lems, and conception or thinking in the interest of
perceptual problems, But the higher forms take an
interest of their own as well." (W. Mitchell, The
Structure and Growth of the Mind, P.391).
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The imaginal response, which is closely connected with the
condeptual response, presumes; in the case of the listener,
the recreation of perceptual material by means of memory,
and the prediction of further musical development; 4in the
case of the composer, the creation of new combinations of
gsensory material to form music.

It is with the case of the listener that I am primarily
concerned. The attitude of the composer, here, as throughout
the entire analysis, receives only passing reference,

Listening at the conceptual level is characteristic of
the highest kind of musical absorption. In musical absorption
there is that re-creation of the music,in a special sense,
which occurs when the subject lives the music or makes it his
own, by identifying himself with the formal relationships. He
follows them subjectively, but he must actively follow them,
not let them flow over him passively as in hearing at the
sensory level., His active attention only becomes passive in
the sense that as he grasps and enjoys them he is caught up
and carried along with them.(l) But he also feels himself as
agent, as recreating the musical relationships as they form,
The sense of effort which often characterises his initial ob-
scure grasp of the music, dwindles when aesthetic absorption
becomes mostcomplete, for then intellectual grasp is clearest.

Yet the feeling of being agent,; of directing the music's flow,

See Chapter I, P.45 .
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also involves a sense of effort or achievement, For though
the keenest musical pleasure achieved in aesthetic absorption
is free, or almost free, from the sense of effort which occurs
when the relationships are difficult, there is always present
a certain exaltation, a feeling of mastery or of self as tri-
umphing, due perhaps to the sense of agent-ship, which suggests
that difficulty has been overcome, or effort successfully made,
It is this exhilaration due to this almost unconscious feeling
of power and mastery, here described very imperfectly from my
own musical experience, which seems to give a certain conative
value to aesthetic listening.

The listener also feels himself "agent" or even "creator",
because he is able to predict the musical relationships; or
if he cannot actually predict them, he feels, when they do
occur, that they were inevitable. Thus I must emphasise again
that this feeling of "ereator-ship" is bound up with the in-
tellectual grasp of the relationships, and with the recognition
of their meaning. In complex music, the thorough-paced listener
must call on the functioning of memory and imagination in order
that §uch music may be followed and enjoyed - and lived - as a

significant and beautiful whole of formal musical relationships.

(1) "Pleasure enters into work and rest, into excitement and
peace, Hence there is a joy of work different from
the joy of rest, and a joy of peace different from the
joys of excitement., Thinking has its own pleasure of
novelty, of unimpeded advance, and of achievement, when
the mind is fresh and adapted to its work; and these
determine the joys of the intellectual life." (Alexander
F. Shand, The Foundationsof Character, P.276.) The
exhilaration and pleasure in these things also intensify
the joys of the aesthetic life, in so far as aesthetic
experience depends on intellectual work, which it has
been my object to prove.
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It is necessary to emphasise the play of memory proper in
the appreciation of compiex music of extended form, Any musi-
cal work on a large scale, like a sonata or a a symphonic
work, requires a certain effort of concentration and memory
in order that it may be cognised as a whole. The extended
grasp necessary to realise the organic unity of the complete
work means that the parts must be analysed (not explicitly)
compared, contrasted and synthesised; and all these func-
tionings require memory-activity. A brief analysis of any
single movement from a Beethoven sonaﬁa will show most clearly
the functioning of memory. The appreciation of a complete
work involves the same kind of experience, only on a larger
scale, for here the whole is made up of contrasted movements,
Their connections, in the latter case, are not nearly so clear
as the connections of the parts of the single movement., There
is, however, a definite unity of "musical mood"; which move-
ments in contrasting styles, and in contrasting or related’
keys, make up, and which is clearly realised by the musically
cultured listener.

Let us take for consideration the first movement of
Beethoven's Sonata, Opus 14, No. 2. The listener must first
grasp and-identify the themes in the exposition. (None of the
following experience is explicit, although the listener may
also analyse the movement explicitly for better future listen-

ing.) He follows the first subject, the repetition with
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variations of a "questioning" semi-quaver phrase as it extends
into the bridge passage leading to a new subject in a new key.
These things ~ the contrast of key, and the change in the char-
acter of the phrase - he must realise, if he is to follow the
musical significance in full., The second subject, of four
sections, is in marked contrast to the hesitant nature of the
first., The smoothness of the final section has all the final-
ity of an answer, while the insistence on the new key, D
major, in the prolonged cadence establishes a new key—unity
for the ensuing development,

In the development there is implicit reference to memory
inasmuch as the listener marks the extent to which the themes
of the exposition diverge from or coincide with their original
appear;noe.(l) It is not enough for him merely to follow and
grasp the new musical relationshipé as they progressively
appear, He must perceive their logical musical connection
with the music which has gone before, The new developing
units must be grasped always in relation to the original themes
etc, out of which they have developed. Thus the memory of the
original musical ideas in the exposition colours the signifi-

cance of the development, where they occur in expanded or

(1) A theme might be described as a musical idea possessing
a coherent musical meaning of its own, the significance
of which is peculiar to that particular musical arrange-
ment of notes, It permits of slight changes and ex-
tensions, and can be incorporated into the unity of a
complex movement,
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modified form, as the case may be., The form they take here
depends partly on the principles of sonata-form - they have
to conform to certain exigencies like modulation, and so on -
and partly on the composer's fancy, since he can interpret,
within wide limits, the laws of sonata-form according to his
own taste., In so far as the listener finds that the music
éonforms to the standards and conventions which are the basis
of his musical taste; so will his musical experience be sat-
isfying or unsatisfying., -

To continue with our analysis: we find that on memory
again depends the effect of the recapitulation or final sec-
tion, Here tﬁe return to the original themes in the original
key has the added significance of a return to familiar ground;
although the re-statement of the subjects of the exposition
may still present some new aspects., The interest and excite-
ment aroused by the initial appearance df these subjects and
which continues to increase during their development - where
they appear changed in structure perhaps, and in different
related keys - all this excitement is finally allayed and the
listenert's interest returns to-the 1nifial state of repose,
This final return to stability is made more certain by the
prolonging of the final cadence into the coda. Where the
| flight from the point of departure has been greatest, there
the coda is extended sufficiently to re-establish firmly the

stability and repose necessary to the ending. When the parts
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have been most markedly in contrast, there the coda is needed
to supply their final reconciliation,

The experience of the whole movement has been one where
interest and expectation have been aroused by the recognition
of sameness in difference. This important factor of musical
expeiience is a fundamental source of pleasure in any aesthetic
experience, In music this effect of difference may occur in
several ways - by modulation, or change of key, by slight
variation in the pitch or rhythmic outline, and by change in
the dynamic treatment., 1In the Beethoven Sonata described above
all three factors occur. But in the example above there is
additional interest derived from the uée of contrasting themes
which are subtly interwoven so as to form a unified whole,

The pleasure afforded by the recurrence, in a slightly
changed or embroidered form; of a single musical idea is the
basic principle of the "theme and variation" movement. Here
the emotional effect is more primitive than in the case of a
more complex musical form like sonata-form. Interest is
confined.td following the changes in a single theme, and thus
the whole experience is much more simple. The less-talented
layman always prefers the variation-form to a more complex
form, for he can grasp it more easily, and enjoy its obvious

repetitive effects with little effort.(l)

(1) Might not the recurrence of the "leit-motifs" in Wagner's
operas, emphasised as these are by their stage and
character associations, help to explain the popularity
of Wagner's operas among the musically uninitiated?
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Hie pleasure is fundamentally akin to the primitive aesthetic
pleasure of the savage, the young child, or the mentally
undeveloped - of all primitive unsophisticated types, in short -
in the bare repetition of a single note, or single pair of
notes, In the pair of notes, there is, however, a pitch-
contrast, which raises the aesthetic value of the experience
above the level where the pleasure is derived from the effect
of bare repetition bnly. -In the case of outstanding variation-
movements, like the famous works of Beethoven or Brahms, for
example, it is the breadth of the initial idea, and the artist-
ry and originality with which this is varied, rather than the
mere effect of repetition, which gives such works aesthetic
value,

The thorough-paced listener also gets far more from his
experience of such works than the simple pleasure of repetition,
though this is nevertheless felt as underlying the whole ex-
périende. As in the case of listening to sonata-form, there is
implicit reference to memory, for the béauty of any one varia-
tion does not lie only in its intrinsic value, as a single
musical unit, but also in its relation to the theme which it
embellishes or develops; and in its position among other
variations. For example, the musical point of a slow move-
ment is partly determined by its occurring after a quick one;
while there is also the subtle effect afforded by(the use of

contrasting and related keys for successive vafiations..
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The extended grasp of such complex musical works as I
have discussed above, is rarely achieved by a first hearing,
(1)

as pérfect and complete. In most cases the completeness

of the grasp necessary to aesthetic absorption requires
preparation. That is, the music must have been thought about;
its parts are explicitly analysed in order that they may be
followed and understood in their musical unity at a further
hearing, Or the listener may have a knowledge of similar works
of music on which he can draw in his appreciation of a new and
unfamiliar work., This explicit analysis of the wider systems
of musical relationships which make up music is usual in the
student of music, as we have seen. t also occurs when ex-
perienced musicians are listening to a new work which presents
| certain subtleties of form not readily apprehensible, It may
also form part of the eiperience of the layman who has had
frequent opportunities of becoming familiar with musical re-
1ationships by ear, He may never achieve more than a very
imperfect explicit thought of them, since he cannot go far
beyond the resources of his ears. Nevertheless, by dint of
practice hé frequently becomes skilled at marking and following
oufstanding themes,'and even at folloﬁing fairly successfully

the logic of their musical development, Listeners like

(1) Against this we have the claim, (referred to in the
Introduction, P, 21 ) of Professor E, J. Dent, who finds
his interest in any musical work is exhausted after a
§ing%e hearing, for it no longer possesses any novelty
. for hin,
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the student and trained musician soon become familiar with
the connections of part with part as making up the complete

musical work. Because they have thus laid in the groundwork,

“or formed a background of musical experience, ‘they need no

longer explicitly think the relationships or the connections
of the parts in order.to grasp the significance of the whole,
They can take these for granted in the light of past knowledge;
and only need to make paséages explicit when they cannot im-
mediately fit these in with that musical background.(l)

This above process may be connected up with what Professor
Mitchell calls "conceptual perceiving", with reference to the
fact that in order to follow complex relationships more easily
in the future, the subject makes them explicit so that he may
know them again and use them ~ by taking them for granted - as
a basis on which to build a richer and more extended musical
experience. Incidentally he builds up a richer and more sig-

(2)

nificant musical background at the same time.

(1) Professor Mitchell's illustration of the difficulty of
following another's systematic idea which is conveyed
by words serves admirably to illustrate the difficulty
of following music. "The difficulty is always that the
series is not to be summed up after being set out, but -
from the first word. For at every later stage the ear-
lier parts have to be taken for granted; they have to
give a definite value to what follows, till, nearer the
end, the nearer the whole is organised into the single
systematic thought from which the series has been
evolved." (W, Mitchell, The Structure and Growth of the
Mind, P.377). For "single systematic thought™ read
unified systematic whole; "the musicality of the art-
work,'

(2) 'See Chapter III.

H
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The quickness to grasp'musical meaning" thus depends in
part on the extent to which tﬁe subject has conceived them (in
this special sense of "thought them explicitly") in the past.
That is why technical training is desirable as a preliminary
to aesthetic listening. As I pointed out before, he must use
such conceptual peréeiving only as a means to aesthetic listen-
ing, and not confuse the means with the end, and find his chief
interest in listening objectivelj instead of subjectively‘or
contemplatively. In the former case he makes the relationships
explicit as he goes along, and analyses their connections,
judging them according as they suit his taste, or fit in with
his background of musical intellectualism or technique. He may
believe that the interest and satisfaction he thus obtains are
aesthetic, But it is not so, since it is merely interest in
the means by which aesthetic beauty is achie&ed, and not inter-
est in the developing beauty and significance of the musiec,
This interest in the "musical significance" of music ~ in its
musicality - we shall see later is characteristic of what I
call "conceptual listening" in aesthetic absorption. Objective
experience is experience at the conceptual level in the way I
have described, but it is less valuable as aesthetic experience
gince the assumptioh of the objective or the critical attitude
inhibits the subjective experience of living the music, which
I consider the highest aesthetic experience of music possible
to the listener. But objective listening is always valuable

as a means of clearing up musical obscurity.
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Thus the prediction of the cadential resolutions in
Chapter III becomes conceptual experience (in the objective
gsense) when these are explicitly thought, or definitely ima-
gined. The musician ordinarily does not have to think these,
for being familiar musical A, B. C. to him, they'are taken
for granted. The progress of any musical progression is
taken for granted as long as it can be understood in the
light of past experience. The meaning and value which these
derive from his explicitly thinking the same or similar re-
lationships in the‘past, is thus due to conceptual perceiving,

The extent to which imagination enters into conceptual
listening is not so clear. The musician is able to imagine
musical developments with tolerable accuracy, though he does
not always trouble to do this. So also éan the experienced
layman. Imaginal listening, however, occurs most often in
cases which may really be distinct from aesthetic listening
proper, or at any rate where it is subsidiary to aesthetic
absorption. The experience of hearing a melody in harmony,
when only the melody is actually heard, is one example, A
trained musician notes the harmonic implications of any melody
almost unconsciously. He also hears melodies, or music in
general, in tonality, or as departing from tonality. 1In both
these cases there is always implicit reference to past exper-
ience, Concepts like tonality and harmony have value through

the subject's musical background. The musical associative
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background formed by the individual determines his response to
music in general, Thus, for example, the Chinese and the
European listener, each of whom has been brought up in the
classical traditions of his own music, respond differently to
the same music because each brings a different musical back-
ground to his understanding of the same work,

All experienced listeners possess an associative musical
background which colours their musical listening, and accord-
ing to which they endow certain musical implications with a
derive§ value, Very often, perhaps, they may find it diffi-
cult or even impossible, to dispense with this background,
when they set themselves to listen to music in a foreign idiom,
This also explains why many musicians of the old school dis-
like certain advanced modernist compositions., They cannot
interpret these according to their musical background; nor
has such music any derived value for them from its musical

“associations.

Any t horough-paced listener's interest in music depends,

(1)

among other things, first on how far novelty is present,

(1) "Our interest declines in the knowledge that we have al-
ready learnt, and in any exercise that has the. ease of
habit and requires no exertion." (W, Mitchell, The
gtructure and Growth of the Mind, P.381. For example,
the simple Verdi airs which appeal to the child are
trite and stale to him when he reaches musical maturity.

"Our mental appetites are altered with their satisfaction
and demand a different meal." (W, Mitchell, The Struc-
ture and Growth of the Mind, P.405.) Nevertheless, fam-
iliarity does not always destroy our pleasure in a
beautiful work of music, otherwise we should all be
modified editions of Professor Dent. Music on a larger
scale usually has for the ordinary listener some fresh
aspect of beauty which rewards each new hearing,
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Over-familiar styles tend in the end to become boring and
cease to sustain aesthetic interest. But in all music from
which we obtain aesthetic pleasure there must be a certain
basis of familiarity, Théllink between the present experience
and the musical backgrouhd must not be too obscure. Thus
interest is hindered when the novelty is so great that it
prevents coherent grasp, If there is no link between present
hearing and past experience interest may fail altogether; the
music simply remaining meaningless., This occurs in the case
| of the European listening for the first time to Asiatic music.
In order to grasp it, he must start again at the sensory level
and build up a background in the new musical idiom. Here the
musician is at an advantage compared with the untrained listen-
er, as he has at his command a practised skill in making mus-
ical perceptions, His interest and pleasure in the unfamiliar
music grow according to the success with which this skill
enables him to form a new background. But he cannot help
calling on his past experience to some degree, as this cannot
be entirely discounted. That is, he tries to fit as much as
will go of the new idiom into the old background; his success
varying according to how far the new can be made to fit in
with the old. Where there ;fe features in common these form
the beginning of the building up of the new background.

I have referred several times to the grasp of connections

as being a distinguishing factor of conceptual listening. The
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significance of this characteristic as applied to music is not
obviously apparent., In the realm of thought it is easily
enough understood, for there it is possible to make a dis-
tinction between the means of thought - the words and the
end achieved by these - the meaning. 1In music it cannot be too
much emphasised that the grasp of the means and the grasp of
the»meaning are one, The musical meaning lies in the unity
of the musical relationships, and cannot be separated from
these, The relationships are the music, and the beauty and
significance of the music lie in the relationships for those
who can see them. The grasp of the one involves the grasp of
the other, always supposing that the relationships can be
recognised as related, as coherent, and as valuable in thenm-
selves, |

In conceptual listening, through the grasp of the re—‘
lationships as musical relationships, there is achieved the
realisation that these are illustrative or presentative of
a developing significance, which I have elsewhere referred to
as "the musicality" of music. This occurs in the sense that
the subject surrenders his ordinary conception of "meaning'
as being only expressed in connected and logical ideas con-
veyed usually by words; and follows and grasps the meaning
of musical concepts or ideas, which are conveyed by note and
time-relationships, No definition of a musical concept can be
satisfactorily offered, except that such musical ideas seem

coherent, significant, impressive and inevitable in the light
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of past musical experience., These musical ideas, through
the logic and coherence of their combination - a legacy of
all music - are felt to be satisfying and significant
according to the subject's musical standards. The meaning
of the system of musical ideas seems to lie in the system
of the musical relationships themselves,

When the subject becomes aesthetically absorbed in music,
he grasps gnd identifies himself with this meaning and beauty
of music, He does not only follow it as he would follow the
working out of a mathematical problem, though should he iden-
tify himself with the solving of the problem and delight in
the clarity and economy of the solving his experience becomes
somewhat analagous to the musical experience., He identifies
himself with the music as a developing meaning and beauty
which can only be understood in musical terms, He can only
reach musical understanding by intellectual heans; that is,
he has to call on his musical knowledge and experience to
"understand and enjoy its beauty as music. We have seen how
the subject responds to familiar and to unfamiliar music by
means of his power of "taking relationships for granted."
These relationships are grasped with reference both to their
intrinsic musical value - as new groupings or musical ideas -
and to their derived musical value - as new combinations of

familiar relationships.(l) Their derived musical value depends

(1) . see Chapter X.
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on the musical associative value they possess from their
occurrence in different musical contexts throughout music's
artistic development, Thus according to the changing stand-
ards of musical taste, yet always with reference to some ab-
solute but undeterminable standard of formal musical beauty,
the musical ideas seem to make up an inevitably right, impres-
sive, and aesthetically satisfying musical whole which is
felt to be‘significant and beautiful for and by itself, When
the subject relives the music - becomes aesthetically ab-
sorbed in it - he has an experience of beauty and meaning
which possesses value for him only in the light of his past

experience,
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CHAPTER VIII.

MUSIC AND MAN,

The deep associative significance of music is partly a
heritage which traces back to the beginnings of human life,
and partly the more recent result of that musical environment
and training which goes, and has gone in the not-distant past,
to produce the musician and the cultured listener, There is,
finally, the important part which the perception of natural
sounds and movements in the external world of nature plays in
the representative side of the art, It is difficult to dis-
sociate from the absolute meaning of sound and rhythm as con-
ceived in musical terms that associative value which these
musical sounds derive from their occurrence in the world of
natural phenomena. This "nature! associative value imparts a
substratum of implicit meaning to all musical experience,
When made explicit by the uncultured listener - the type which
enjoys storm-effects in music, or any such obvious imitation -
it affords him extra-musical pleasure; but in aesthetic lis-
tening its intrinsic value is at a minimum, and the thorough-
paced listener is rarely actively aware of it.

The part association plays in the experience of musical
listening may therefore be discussed from these three aspects.
The first and second aspects I shall treat first, in Chapters

VIII and IX, leaving the third to the last, in Chapter X.
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The first aspect of the associative meaning which is
attached to the art by musict!s early connection with life
itself, has a deep-rooted significance. Music, that is,
music in its rude beginnings, is bourd up with mants earliest
struggles to sustain and propagate life, It is indissolubly
connected with the survival and growth of the race. Thus
music possesses a certain deep emotional significance, un-
analysable, and only dimly felt, since the sources whence it
sprang are no longer definitely recalled, Darwints theory
‘has it that music primarily had its root in the instinect of
sex.(l) It was one of-the chief elements in courtship or
mating. Whether or not we can accept this as an adequate
explanation for the beginnings of music (an explanation not
of extreme i@portaﬁce to the present enquiry) it certainly
cannot be doubted that music was closely connected with this
fundamental aspect of life -~ the continuance of life itself.
Though this connection has become obscured, since music as
an art has now passed beyond the point where it played a part
in sexual selection, nevertheless the association, indefinite‘
and lost to view though it may now be, still clings to music,
This is what Edmund Gurney means when he writes of the funda~
‘mental associative meaning of music. This writer regards

music as being bound up with all the emotions most vital to

(1) E. Gurney, The Power of Sound, P.l16.
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life., Yet though he recognises music to be thus vitaily
significant, it is, he explains, a significance of a vague
and mysterious nature, of which the impressiveness receives
an added value by reason of the very mysteryAin which it is
shrouded.(l)

Though this explanation as to the origin of fhe emotional
significance of music is to be accepted with reservations, it
cannot be gainsaid that music, with its sister dancing, is of
all the arts most likely to occur in the above connection,

The very physical factors whichdetermine its being - sound

and movement - are obviously capable of stimulating the nervous
system to a state of intense excitement more immediately than
the physical qualities of any other art,

As will be seen later, music does possess, or seem to
possess, an intense emotional significance on account of the
prominence of its dynamic elements.(e)The explanation which i
put forward later, I need only give in brief here: It is that
the emotional tendency or direction of any mood arousgglby
music represents a subjective interpretation which the dynam-'
ics of music serve to body forth and to which they give strength.
Music is the dynamic of emotion, since it can express the in-
tensity or the rapidity of change and movement of emotion.

The dynamic qualities of force and pace are transferred to the

(1) E. Gurney, The Power of Sound, Chapter XI, Pp.117 et seq.
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emotional states of the listener. From this viewpdint music
is not so much capable of expressing or arousing definite
emotions as of prolonging and deepening those already present
in the subject.

It is sufficient to suggest here that it is most likely
the very strength and all-embracing quality of the fundamental
and mysterious connection of music with the primary emotion of
all which permite music thus to universalise all emotion,

This universality ahd indefiniteness enables music "to point,"
as it were, existent states of emotion. The original emotion-
al excitement of which music in its bare primitive beginnings
was both the occasion and the accompaniment, has been subli-
mated, in the development of music as an art, by developing a
new interest. The music, the occasion for the emotional ex-
citement, has itself become the object of interest. By assum-
ing this secondary and disinterested importance music has
taken on an aesthetic meaning and value. Yet while music has
become invested with the power of evoking and sustaining an
interest in itself for its own sake, it has not lost the far-
reaching effects of that early intimate connection,

But this is not the only connection which music has made
in its infancy. 1In almost every direction we find that music
(or its primitive progenitor)<has allied itself in some form
“or other with work or play. Music is enduringly connected not

only with the elemental and primitive actions and emotions of

the human race, but also with equally vital but less intensge
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activities of life, There is, for example, the functions of
motherhood. Many of our loveliest melodies have their source
in the crooning of a mother as she rocks her baby asleep,
Primarily it must be remembered, however, that music,
in its beginnings as well as in its later developments, has
a strongly social aspect, Where music accompanied such ac-
tivities as the search for food and shelter, or the struggle
of the weak against the strong (where the social aim is.neg-
ative rather than positive); we always find that music occurs
in connection with the group rather than with the individual.
There is, indeed the case of the solitary creative artist.
who goes apart from his companions and produces his artistic
creation in solitude. So long as he takes pleasure in the
absolute existence of this primitive work of art because of
his interest in it for its own sake, the question of the social
aspect does not come in, In the first place such an act of
‘creation is performed for the sake of self-expression or self-
fulfilment, But all artists desire an audience, and later the
desire comes to show off his superiority to his fellows, or
to seek their admiration, by communicating to them his work of
art. |
Fromrearliest times music has beenfan accompaniment.and
aid to concerted action or movement. Whenever a group of
people gather together for work or play, music, or the embryo

of music, naturally comes into being. First, on the side of
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work, we find a rough kind of music, generally in the form of
a rhythmical chant, helping to ease the strenuous effort in-
voiﬁed in manual labour. Here the recurrence of certain
‘accents" marks the moment when all must strain together. The
toil of felling trees, 1lifting heavy logs, launching boats,
oulling on a rope, rowing, and so on, could all be lessened

by organising the actions of a band of helpers. Such organi-
sation would be iﬁposed on their movements by means-of the
aforesaid rhythmic discipline, Rhythm, one aspect of music,
thus steps in to organise concerted movement.(l) But bare
rhythm only exists theoretically. Practically it must be
embodied in sound or touch. (The latter is obviously not ef-
fective in cases like those I have been discuséing.) Sound

is therefore combined with rhythm; the sound (or pitch-outline)
being usually of a monotonous character since it is subordinate
to rhythmic impulse. Moreover, the sound tends to assume the
same characfer as the work to which it becomes an accompani-
ment, The long-drawn "heavé~ho" of the sailor is expressive

of the slow-continued effort of pulling an oar through water,

or of hauling on a rope, etc. The dreary and plaintive song

(1) Karl Bucher, in his treatise on "Arbeit und Rhythmus" de-
velops the hypothesis that rhythmical art is derived
from physical labour. It is a fact, as Groos points
out (The Play of Man, P,46), thatTspontaneous rhythmical
movement in physical labour conserves psychic as well as
physical force.” ‘Thus the origin of music is connected
with toil., The latter writer also holds that music at-
tained independent existence through the emergence of
dance-motions which were substituted for the motions of
labour. An element of miming might tend to remain.
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which accompanies the indifferent toil of slaves is expressive
of the hopelessness of the spirit resigned to the monotony of
_slavery.(l)°

Then there is the search for food, in which music is
involved in two different ways. The first, and more important,
is pastoral, The shepherd pipes his flocks and passes his
leisure, perhaps, in improvising tunes or in imitating the
calls of animals. Many of our modern instruménts, beéause of
their origin in this connection, are felt to possess a dis-
tinctly pastoral flavour.(e) The second way occurs in'hunting;
but the associations music has gathered from hunting are of a
more sophisticated nature, Specific hunting calls belong to
a later date, when hunting was the organiséd pagtime of the
nobility. The form of these calls remained simple, howgver;
since they were of necessity confined to variations.of the
first few notes of the harmonic series (horns and bugles
possessing only a limited range). Thus many arpeggioed varia-
A tions of the common chord in music recall the flourishes of
the chase,

It 1s unnecessary to give here a painstaking account of
all those occasions where music in some primitive form accom-

panied the many activities of human 1life, But several further

(1) George Dyson, The Problems of Music, P.46-47.
(2) cf. Appendix A,
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examples, such as the part music played in fighting and in
dancing may help to show how such activities have surrounded
music with a mass of associations which still cling to it.

It is easy to imagine how loud shouts, either expressing
defiance, or used to signal to fellow-warriors, came to be
augmented and even supplanted by the sounds of instruments,
The notes of the trumpet or the fife, and the roll of the
drum, would carry farther than the human voice in the double
work of intimidating the eﬁemy and urging fellow-soldiers on
to battle. The utterance ofrloud, harsh-or shrill cries as
danger-signals, or as a general expressidn of defiance and
means of intimidation dates back to the time of our arboreal
ancestors., Next to an actual bodily enbounter a menacing cry
was obviously the most immediate means of scaring off an
intruder, But besides this threatening quality of loud sound
there is often the additional effect of rhythm. Of all in-
struments the drum may be described as the most war-like,
since it combines the dread sound of its muffled roar with
the ominous threatening of the rhythm in which it is played.(l)
The stirring effect of rhythmical drum-beats is an integral
part of warfare among savage races. But it is not always

the loudness which is so awe-inspiring as the insistent effect

(1) The drum is most likely to be played rhythmically, because
of the regular physical effort involved in striking it

most easily.
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of the variations of the rhythm, Moreo#er, the sound may be
quite subdued, even muffled, yet be heard many miles away,
Dr. Vernon Lee describes the drum (not quite accurately,
however, since in the modern orchestra drﬁms are tuned to
several different pitches) as "the least musical (since it
ignores all difference,‘all interval, all movement in pitch)
ahd the most COmpelling"Jof all instruments.(l) Dr., Lee quotes
in illustration of her point a passage from D, H, Laurence's
"The Plumed Serpent" (P,356) where is described the "peculiar
uneven savage rhythm which at first seems no rhythm, and then
seems to contain a summons, almost sinister in its power,
acting on the helpless blood direct."

An excellent modern musical example of how the drum is
used to help convey an elemental impression of the savage
ruthlessness of war, occurs in Gustav Holst's "Mars", in "The
Planets Suite." There is a barbaric ruthlessness about the
reiterated rhythmicAfigure used by the composer, which owes
quite as much of its effect to the savage impetus of the rhythm
as it does to the rough and strident chords which clothe it.

We find music not only in the actual field of battle, but
also when the soldiers are on the march, Music also sounds at
the camp-fire, where at night the men join in a clamorous
chorus, or listen to the song of a single entertainer, Such
a minstrel may.delight all hearts with familiar tales of love
and war, or stir his audience on to fresh conquests by repre-

senting in song or dance the victories in which they have

(1) Vernon Lee, Music and Its Lovers, P.129.
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taken part.
In the above examples it may be noticed that rhythm
occurs always as intimately connected with bodily movement,

and especially with group-movement. This is so when rhythm

is invoked as an aid to strenuous manual labour. But rhythm
is just as effective in aiding the ordinary movements of the
body, in the spontaneous actions of walking {and marching)
and dancing. Wheneverspontaneous movement must be organised,
either in order to get the maximum result out of the minimum
effort (as in marching, or rowing), or in order to allow
others to take part (as in dancing) rhythm comes into being.
It has been suggested that the rhythm which accompanies walk-
ing (or marching) is a rhythm in groups of two - spondees;
while that rhythm which seems most natural to accompany danc-
ing occurs most often in groupé of three—dactyls.(l) That a
two-rhythm should accompany the measured and even placing of
foot before foot in-walking and marching is easily under-
standable, The body is bi-lateral. We have two arms, two
legs, two eyes, and so on. It is therefore natural that the
balance and progression of ordinary movements should be in an
equal rhythm of twos,

But the explanation as to the frequent use of a triple
rhythm in dancing is not so apparent; especially as triple
thythm is not invariably the rhythm used for all dances. In

general quick dances are in three rhythm (o; dactylic) while

(1) Edward A, MacDowell, Essaysg,Critical and Historical,
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slower and more stately dances are in a two-rhythm. In the
music of the last few centﬁries we find that jigs, courantes
and minuets are in triple time, while gavottes and alléemandes
are in common (quadruple) time. On the other hand we find
that the sarabande'is in slow triple time, and rondos are in
quick duple time.

Macdowell!s theory is that imperceptibly the first beat
in dancing is lengthened at the expense of the second, so

that the measure becomes ‘of ./ ~- J o\' (a trochaic
]

measure) . The factor of physical fatigue is the explanation of

this modification, and also of a further change of the measure

J .

al ternate the strong beat from one foot to another, and this

to (a dactyl). .For it is necessary to

can only be achieved by introducing an intermediary step - the
quaver in the example above., Thus successive measures for
left and right feet give a phrase unit of two complementary

figures, e.g. J . J J /f J

nice distribution of poise and balance in the movements of the

Slow dances involve a

body as it changes from one position to another, Such equally
balanced movements, like walking and marching, require a
duple rhythm, In the sarabande the effect of the rhythm being
in threes is rather discounted by the extreme slowness of the
pace (the bar may be felt as six half beats) and also by the
fact that the lengthening of the second beat throws the accent

out of its normal position. In the more rapid dances, like jigs,
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mazurkas, and so on, the satisfaction of the dancer is not so
much derived from pléasure in a sense of his own equally bal-
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 is only one, His bodily movements are not
attended to for the sake of their inner harmony so much as

felt as incidental to the weaving of a pattern of-combined
movements with other dancers. A pattern, moreover, presuppos-

es a central point, or node, with two dpposing or contrasting

'points, for "pattern" is not bi-lateral, but tri-lateral,

From this aspect it would seem that quick dances permit the
achievement of a larger unity than slow dances. For though
there must also exist in the former something of the same
sense of inner harmony which characterises slow dancing, this
is turned to larger ends. The enjoyment arising from the sub-

jective movements is secondary to the enjoyment of making up a

~form, Slow dances seem to afford opportunity for satisfaction

in a more subjective or actual bodily realisation of fhythm, -
i.e, a delight in personal rhythm - while quick dances relate
these subjective movements to fhe more objective experience,
the joining with other dancers in a pattern, and thus afford
enjoyment in a more distant object.

The modern preference for slow dances, and the supplanting

of the old “pattern-dances" like the lancers, quadrilles, etc,

and all folk-dancing, seem to point to the conclusion that the

modern dancer gets more enjoyment out of his own movements than
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' dut.of the weaving of group-patterns. (It is understood that
in modern dancing the dancer and his partner are as one, I am,
}ﬁoreover, discounting the effect of sexual attraction etc.).

The increasing popularity of Eurythmics also seems to
show thét in dancing interest is becoming more and more con-
fined to interest in the subjective interpretation of rhythm.
Thé discipline of the more formal dances, where the individual
had to subordinate or.merge his personality in the general
form of the dance, consisting of combined and contrasted group
moveménts, has been replaced by the freedom of the expression-
istic school., To the performer this is eminently satisfying,
but it is not always so pleasing to the épectator. He can
have an interest in the subjective states of bodily hérmony
only at second-hand, wso0 it is desirable that this uncertain
sympathetic interest should be augmented by the added interest
derived from following a series of patterns or group-movements,
or even>the organised movements of a single individuai.

Within its own sphere, dancing may be said to have fol-
lowed the same general trend as music. Modern composers show
increasing eagerness to get rid of the restraints imposed on
music by the old classical forms, as the need for self-expres-
sion unhampered by formal restrictions becomes more insistent.
It is interesting to note how the sister-arts of music and
dancing, once so'intimately connected, should today proceed to

develop, each by discarding that very element which it had in




230.

common with the other. When music was the handmaid of dancing
the art of music became linked with the formal pattern-arrange-
ment of dancing. With the emanc¢ipation of that more isolated
growth of music -~ modal music - from the restrictions imposed
on it by the church, and with its consequent linking up with
the popular dance-music then existing, the old dance~forms
were re?ained, and eventually were transferred to music in its
evolution as a separate art, From the dance-suites were de-
veloped all our classical musical art-forms, These forums,
which coalesced in the sonata, were‘expanded by Beethoven to -
their utmost degree in order to express adequately the sub-
jectiﬁe value of his musical ideas. But beyond this point the
reconciliation of subjective expression with objective forms
would not go. Beethoven in his last works transcended the
limits to which form could be pushed while still retaining
formal unity, by the power and greatness of his genius. There
could be no further development in this direction, Composers
who followed had to retain the old methods of giving formal
(structural) unity; or seek a new kind of unity to give co-
herence to the growing tendency to subjective expressionism
which is characteristic of music's later development.

Among all the social activities mentioned in this chapter
the art of dancing is the most important in regard to its
associations with music. To trace the origin or purpose of

dancing is unnecessary. But there is no question as to the

vital significance of the relationship between music and
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dancing in the past. It is hardly possible td imaéine that
dancing ever existed without some primitive musical accompani-
ment, either in the form of a rhythmic outline, like the clap-
ping of the hands or the stamping of the foot, or the noise
made by striking two objects together, or actual vocalising,
such as shouts at the critical points in the dance, or a sus-
tained monotonous chanting.

But there is no need to trace back the history of music's
association with dancing, or even to deecribe how music freed
itself from this co-partnership and developed as a separate
art, though retaining some marks of its early bondage.

I have enlarged upon the connection of music with all
"these early social activities only to indicate how these asso-
ciations impart an aura of romance and an unconscious human
significance to music today. Of all these mentioned, the
close connection of music with dancing and the part music
played in sexual selection are most important, How readily
the experience of listening to music calls up dancing-associa-
tions shows most conspicuously in the experience df the lis-
tener who is compelled to respond to music of a decided rhythm
by sympathetic movements (usually involuntary) of his body. L)
This is not only a direct and natural response to the rhythmic
qualities of music regarded from the rhythmic aspect only
(that is, significant in themselves, and discounting the danc-

ing-associational significance), but it is also a response to

rhythm from the secondary aspect of its dancing associations,

(1) See Chapter V on "Rhythm."
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It is perhaps a little far-fetched to dissociate the percep-
tion of rhythm gua rhythm from the recognition of rhythm's
connection with dance-measures. Certainly this connection
appears almost aggressively in any quick strongly rhythmic
music, like the last movement of some Beethoven sonatas and
symphonies (e.g. the Seventh.) In the latter example the
whole Musical experience is dominated by the regular beat of
the rhythm,

The "dancing! associative element in music brings out
most prominently music's social side. There is also the case
of hunting, where the search for food is combined with many
of the attributes of play. In modern times hunting became
almost entirely a pastime. But music enters so slightly into
hunting that the little social meaning music derived from
hunting can be passed over., In dancing the play-instinct
enters most prominently. Dancing and music are the two most
social of the arts. But though music doubtless owes much in
this regard to its alliance with dancing, music in itself is
a social art. The very performance of works of any complexity.
dé@ands the efforts of several instrument—players. The desire
to make music is bound up with the desire to join with others
in making music. Excellent authority(%;s it that nearly every
little community in Scotland has its band of wind-instruments,

or its choir of eager, if untrained, voices. And this was so

(1) 8ir John McEwen.
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before wireless carried every kind of music into the farthest
and most out-of-the-way corners. According to the same author-
ity, the primary desire of these enthusiasts was to meet in
social intercourse; and the practice and performance of music
was held to afford one of the most suitable opportunities for
this,

But though it is not unusual for such a group of perfor-
mers to play to please themse}ves, they also like to share the
music they make with an audience; Here again the social as-~
pect crops up. What draws a great crowd together more than
the desire to listen to good music? Those who claim that
wireless or gramophone music is just as satisfying as, or even
more Satisfying than, concert-performances miss the importance
of the bond of fellowship between the performers.and the aud-.
ience, on the one hand, and between each individual listener
and all the rest of the body of listeners. "At any kind of
concert unless the audience is actively co-operating with the
performers the full significance of the music cannot possibly
be brought out ~ the music, whatever it is, will remain only a

(1)

technical performance. " The same writer continues - '"aes-
thetic boredom always hovers close over either the dessicated
or the condensed forms of music, because the human contacts

are remote and precarious," ° This heritage of fellowship o7

communal interest colours all true experience of listening,

(1) Frank Howes, The Borderland of Music and Psychology, P.34.
(2) 1Idem. P.37.
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_though it may never be explicitly<formulatedn{ Music in the
past has been bound up with the group, particularly in those
cases where the subject assumes the double role of performer
and listener, and this social element warms and enriches the
musical experience.

Yet this "Social atmosphere" which Mr. Howes holds so.
vital-to the true appreciation of music must not be allowed
to encroach on the intellectual basis of the aesthetic
experience of musical listening; and rob the latter of its
intrinsic significance,

We must beware of mistaking the sympathy which we share
with our fellow-listeners for more than it is, an emotional
colouring of the mood in which we listen. The danger is that
this element, depending on the gregariousness of human nature,
should become ﬁon strong, so that interest or pleasure in it
for its own sake should usurp the place of interest in the
music.

There are indeed times when it is preferable to listen
to a gramophone, or to go alone to a concert. Then the listen-
er does not so much refuse to share his experience with a
fellow-listener as show reluctance to submit to the friction
of sharing his experience with the wrong kind of listener.

Human contacts had better be "remote and precarious" than
inharmonious. Moreover while unsympathetic fellow-listeners

may spoil an otherwise satisfying musical experience by putting
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the listener out of tune, an over~sympathetic emotional re-

lationship between listeners may also prevent complete aesthetic
absorption. If fellow-listeners are connected by some warmer
tie than the common wish for musical enjoyment, there is the
danger that they will become too preoccupied with the human
relationship to follow the musical relationships. Music is
more likely to heighten_an emotional attitude already existent,
than to replace such an attitude by a purely musical state,

One highly musical listener of my acquaintance confessed that
she was unable to listen to music in company with her fiance,
though he also was a musician. The coﬁflict between the two
attitudes was too great.

The subject who prefers a first-class gramophone produc-
tion to an inferior concert-reﬁdering does not so much isolate
himself from fellow-listeners as desire to hear music adequate-
ly performed without the intrusion of objectionable discrepancies
This particularly holds in the case of students who wish to
extend'their musical knowledge as to the "why" and "how" of
music instead of being merely content to enjoy music super-
ficially. This is my own case. I prefer a first-class Tepro-
duction of music on the gramophone to an unsatisfactory actual
performance. More highly trained musicians, however, do not
always set such store on the means by which the music is played.
To them the music is the thing, and any discrepancies they are

able to correct with the imagination. (Note how often composers
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content themselves with bad pianos. The actual sounds are
merely a means to embody their mental conception.)

But though I should by no means deny the importance of
the social element in musical listening I do not think that
the relationship between performer and audience is a manifes-
tation of the "self-display" instinct, as my original authority
suggested; rather is it a manifestation of fellow-feeling or
sympathy. The experience of music as it exists in its highest
form, composing, and to a lesser degree, in interpreting and
listening, is the fruit of the instinct of “self—eipression“
which is directly associated with the instinct to create. Take
as a simple example the child who wanders alone in the fields
and sings his song of joy from pure.lightness of heart at the
beauty of his surroundings. He has no thought of judience. His
is a spontaneous musical creation; perhaps not yet enjoyed by
him from its aesthetic aspect. But there is no explanation of
this spontaneous creative act in the fulfilment of the instinct
for self-display. Thus when we listen to a good string quartet,
Oor to a famous orchestra, unless we are critics or musical
novices, we do not judge their music, or gape wonderingly at
their execution; we tend to submerge all thought of ourselves
as well as all thought of these others as making the music, in
the music itself. Yet the being absorbed in the music is per-
haps intensified by the unconscious feeling of being in sympathy
with the performers, with fellow-listeners, and lastly, with

the composer.
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We thus see how important are the associations derived
from the social aspects of music, especially with regard to
‘love-making, dancing; and the performance of music itself.
There is now a more intimate connection of music with life
which cannot be passed over. The religious associative
element in music is particularly significant, though the effect
of religion on European music was ultimately a musical effect,
for modern music bears little direct sign of its past religious
associations. Yet it is hardly too much to affirm that with-
out its long period of servitude to the church, European music
would not have developed so richly in the direction it eventually
took. It is here necessary to give a brief account of the
history of music, which I have extended up to the present day.

In the later history of European countries the musical
element in religion ran parallel for some centuriés with the
popular music of everyday life, without ever converging.

But such a clear line of demarcation between popular and
religious music did not always exist. In the earliest acts of
ritual, for example in the performance of certain sacrificial
rites where living sacrifices were offered up to conciliate
mysterious and awful gods, music of a kind accompanied the
dramgtic representation of actual evenfs which formed part of
the ritual. It was inevitable for those musical elements
which were connected with the simple activities of daily life
to be pressed into the service of religion where they took on

a new and deeper significance.
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But it was more particularly during the later development
of music when the art was formally accepted as the handmaiden
of the church, and when its connection with the everyday world
was severed, that music received its most valuable religious
assoclation., This was also the time of its first establishment
on an equal footing with the other arts, although it was still
far from approaching what we today recognise as music.

In the seventh century "Gregory established music on
lines borrowed from the Greeks" and "drew up a formula by which
a future generation could work and advance the art."(l) Up to
this time music had remained very nearly at the same stage it
had reached five centuries before Christ. The Greeks had never
recognised the possibilities of music as an independent art;
and while they had investigated with considerable success
the philosophic basis of the art, fhey had not attempted to turn
their theoretical knowledge to practical purposes. They had

noted the correspondence of certain qualities possessed by the

different modes in use to certain aspects of life. But it is

difficult to decide whether they recognised such correspondences
to be due to intrinsic qualities in the order of each scale, or
to be merely the result of arbitrarily imposing a certain
aesthetic meaning on each of the various modes. 1In the latter

case, it is easy to understand how, by constant use, different

(1) william Wallace, THE THRESHOLD OF MUSIC, p. 57.
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modes . ‘came to be familiarly associated with certain definite
aspects of emotional life.

Certainly the very fact that music remained melodic, and
its harmonic possibilities were never fully recognised, or at
least never developed, shows that the Greeks were curiously
blind to the aesthetic value of their scientific inquiries
into the nature of sound combinations. An explation of the
non-development of the harmonic implications of music during
this period maylie in the fact that the Greeks were too pre-
occupied with sculpture and architecture to care about develop-
ing another art. Moreover the capacity to apprehend and follow
music as we have come.to know it was late in developing, seeming
to depend on the gradual evolution of a new faculty of perceiv-
ing beauty in combinations of sound and rhythm then unguessed-
at because the means of receiving them was non-existent.

If we turn from the music of the Greeks, to a consideration
of music as it developed beneath the all-enveloping mantle of
the Church of Rome up to the sixteenth century, we are equally
amazed that such a high degree of beauty should be attained in
an art hampered by so many formed restrictions. Once music was
approved of by the Church and established on a fixed basis of
aesthetic laws, the development of ecclesiastical music proceed-
ed slowly but surely until it culminated in the great period of
Palestrina. The end of the sixteenth century saw the crowning

achievement of plain song, and the first epoch of music drew to
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2 glorious close. During this period the expression of music
was confined mainly to the voice, and modern music bears the
mark of its vocal origin in Church music to this day. Rhythmic
development was at a minimum; the emphasis on vocalisation
tended to expand pitch-development at the expense of rhythmic
variation.

| We know that music in the early Christian Church actually
developed from the spoken words. Corresponding at first to the
inflections of the voice,_music soon began to assume a more
complex structure. But though music made great progress
aesthetically while in subjection to the Church, its character
always remained affected by the exigencies of religious worship.
Up to a comparatively late date, for instance, music retained a
vagueness and an indefinite tonality which was no doubt an
attempt to express infinity. (1)  The lack of any definite
rhythmic principle was well in accordance with the insistence
on the vocal aspect of religious music. The entrance of a
decided rhythmic interest would have been felt as contrary to the
mystical idea of God, both because of the inherent restlessness
of rhythm, and because rhythm Was then characteristic of the

music of secular life.

It is significant that only with the establishment of music

A

on a basis of arbitrarily fixed laws, did the art rise

(1) The return of the Roman Church to plain-song in place of
the elaborate choral and concertised works of modern music
is further evidence that the vague tonality of Church modes,
and the continuous flow of contrapuntal rather than harmonic
and rhythmic effects seem most fitting for religious worship.
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-product of Christianity." There is a parallel to this develop-

had achieved before. This was the second stage in the develop-
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to any great height of expressiveness. When Gregory borrowed
and renamed incorrectly the old Greek modes for use in the
Christian Church, he was paving the way for an expansion of
music (always within the limits laid down) such as out-paced
byhfar, in the short period of 750 years, all that had been
musically achieved before that time. By its association with

the religion of the Christian Church the luxuriant blossoming

of modern European music has been made poésible.(l) Wagner

has even asserted that "the only music which, now at least, we

ment of music within its restricted bonds in the fact that when
the old modal systems of the sixteenth century were impercepti-
bly displaced by'a new harmonic system, again the product of
laws more or less arbitrarily fixed by a few experimentalists,

we find music once more advancing rapidly and eclipsing all it

ment of the art as we now know it.

The laws of the harmonic system, less constraihing than
the rigid laws of plain-song, permitted an increasing freedom
in the use of pitch-combinations. Rhythm, as wé have seen,
lagged behind; until the incorporation of papular dance music

into church music helped to put music on a new rhythmical basis.

(1) The evolution of a convenient system of musical notation
was also the work of Church musicians. This helped on
music's artistic development enormously.
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The harmonic period culminated in the work of Beethoven. About
him press the crowd of composers who lead up to and away from
him. What the third epoch of music will be it is not easy to
guess. Modern composers try their hands at allAkinds of musical
systéms in an effort to formulate one which will have permanent
aesthetic value. Atonality, polytonality, etc.; new rhythmical
combinations in complex and barbaric rhythms have been essayed
in turn..‘The tragedy is that, despite these tentative innova-
tions, or rather, because of them, music now seems to be losing
touch with popular taste. This may, however, be a "reculer
pourmieux sauter”. When at last a musical system is evolved
which is capable of supporting renewed musical growth, by giving
the art room to expand onAnew lines without carrying it too far
ahead-of the general musical understanding - then at last we may
look for a third great period of musical fruition.

From this very brief survey of the progress of music
throughout the last thousand or so years, it is apparent that
in each case music rose to its zenith from a basis of artifi-
cially chosen and retained conditions. To achieve greatness as
an art, music must be based upon some kind of formal system of
aesthetic laws. In the past the successive gystems used might
almost be described as consciously and arbitrarily chosen ones,
modified to a certain degree as the. art developed. Though there

is a basis of physiological fact it is not too much to claim

that the aesthetic principles upon which the art rests are not
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only the result of a gradual evolution, but also were in the
first place based on principles adopted as a convenient start-
ing point. There is, first of all, the modal system derived
from the original Greek system, a mistaken adaptation of which
was taken over bbdily. Music conformed closely to the strict-
est rules throughout its development in the early Middle Ages.
In the second period, the modern harmonic period, during which
the greatest European music was composed, we find music based
on an imperfect understanding of the natural (or physical)re-
lationships of sounds. But the physical laws of sound-relation-
ship are not even accurately conformed to, as the later adoption
of equal temperament disregards the exact natural relationships
of sounds. On the foundation of the acceptance of the internal
relationship of the octave, the fifth, and less accurately, of
the major .common chord and all its harmonic implications, the
principles of "key", and “key-relationship" were established.
Further developments were made possible when the relationships
between remote keys were made closer by the loosening of the
strict natural relationship between all the notes within the
key, following on the adoption of equal temperament.

What is éhiéfly remarkable is that the ear, while accept--
ing the natural internal unity of the major common chord of
-just intonation as fundamentally complete and perfect, (the
3rd and 5th of this combination being natural harmonics of
the root-nofe), should nevertheless be almost as completely

satisfied B?%%light perversion of this natural combination
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which occurs in equal temperament. Moreover, when the just re—.
lationship really does occur in music (as in the music of string-
ed instruments) the ear still continues to recognise the purity
of the pitch-relationship, its accuracy being unimpaired by the
more usual inexact-relationship. The ear does not seem blunted
by habit, but rather becomes more elastic. There seems to be
a limit of adaptability within which the ear pe?ceives approxi-
mate relationships between notes which vary very slightly from
~the perfect pitch._ If this were not so, intervals on the piano
‘would be intolerable to the ear trained to just intonation.
Indeed, they afe frequently unsatisfactory to the sensitive
violinist though it is hard to believe that any ear is infallible.
fince no instrument ever reﬁains absolutely trueisuch a refined
perception would be in a perpetual state of dissatisfaction..
The ear, however, does not generally demand a perfect degree
of accuracy in pitch-relationship. It contents itself with an
approximation. It is probably just that'slight variation from
the normal which makes notes played in equal temperament more
stimulating than notes played dead in tune. The little extra
roughness ~ the clang arising from the combining and. interfering
beats of the vibrations of the overtones - gives a degree of
difference to the absolute internal.unity of a concord, for
example, which may cause it to become more interesting and
aesthetically pleasing then the perfect interval., A gifted

amateur of my acquaintance confessed that she opreferred intervals
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played in equal temperament to intervals played in just intona-
tion. The ldatter, she said, sounded dull and lifeless. Obvious-
ly such a preference would be partiy determined by the system
with whiqh the subject was most familiar. A pianist would
probably prefer equal temperament, a violinist just intonation,

But what, it maj be queried, is the connection of equal
temperament and just intonation with the associative element
in music? Only this:  we qannot hear music today without hear-
ing it in terms of the inherited and accustomed background of
tonality which has been gradually built up during the last three
hundred years. Even where there has been definite and conscious
attempts to evade the implications of tonaiity, and to write
music in a new system, Debussy's whole tone scale, on Schénbergs
dodécaphony, for example, these efforts have not been lastingly
guccessful. The old tonalitive system had its root in the per-
ception of the internal unity of the major common chord as it
occurs abcording to natural law. To disregard entirely this
fundamental natural relationship, and to set aside the tradition-
al importance of the system in which all (or almost all) the
great music of the last three hundred years has been written,
is impossible. These considerations must always militate against
the haéty adoption of any new musical system of pitch-relation-
ship.

Tet a consideration of the gradual disuse of the 0ld modal
system, and of the completeness with which Church Music at

length lost touch with popular taste, forces us to recognise
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that the same thing may happen again.(l) It must, however, be
the result of a slow evolution, and not be due fo the arbitrary
gesture of any one composer.

For the relation of music to every-day life is no longer
the same as it was in the early days of music's development.
Before the seventeenth century modal music was confined. within
the sacred precinctsAof the Church. Even had its practice not
been thué rigidly excluded from common use there was little or
no means of spreading it, or making it popularly known. With
the rise of printing, and following on the establishment of
the composer on a new footing of social independence (indepen-
dence of the Church - independence of patronage did not come
until much later) music became more popularly known. The
aesthetic principles of the art were studied, and new ventures
boldly attempfed. Music had very little chance of developing
spontaneously when existing music could only be studied and
known through actual performance.

Today, with every means of familiarising new idioms and
new styles - such as printing, wireless, gramophone and pianola -
and also owing to the prominent place music is now taking in
education, the backwardness with which such innovations as new
pitch systems are accepted is largely due to inherent defects

of the new music itself, as well as of the system in which it

is written.

(1) The music of this period has recently been revived owing
to the efforts of certain musical scholars. But the per-
formance of such music can only appeal to the cultured few
who have had some training in the appreciation of music
of this genre.
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Yet if the adoption - or rather, the evolution - of a new
system is necessary for the future development of the art of
music; if, as some members of the modern schools claim, music
can go no further in the direction it has been following; +then
music must indeed seek fresh fields. Then a musical system may
emerge, simultaneously becoming a basis for the writing of
great music of a universal significance. But this new system
must have its roots in the old. the tonalitive system in which
the works of such geniuses as Bach, Mozart, Beethoven, Schubert
and Brahms, to mention only afew, were written, cannot be en-
.tirely‘disoarded. The new system must reconcile itself with
the old, or much that is priceless will be lost.

Up to the present century the development of music has
been mainly in the direction of pitch. Music has progressed
on harmonic lines. There is another way which the art of music
can follow. The possibilities of rhythmic development have been
only tentatively essayed. The pre-occupation of past musicians
with the harmonic side of music has indeed tended to weaken the
rhythmic element in music. To this cause has been attributed
the gradual disintegration of the o0ld musical forms which once
gave music internal or structural coherence. As yet nothing
has adequately replaced this internal unity of structure. The
growing prominence of Programme Music seemed at first to have
solved the problem. But as I Have pointed out elsewheie, a
programme is only a unity of external events superimposed upon

“the music. It cannot take the place of the vital formative
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principle which must sustain music throughout its quickly
vanishing life. The rhythmic element in music is a most vital
quality. The perception of rhythm in music is not merely con-
fined to a perception of a regular recurrent accent, and of vari-
ations within the grouping of the unit which makes up that
accent. It is a perception extended to embrace the whole formal
structure in time of a complete musical work. To attempt to
replace this organic unity by the superficial.external unity of
a programme will not establish music on a new and stable aesthet-
ic basis,

There are, nevertheless, possibilities in #he direction of
rhythm which could be tried. According to Mr. Adolf Weissmann,
the rhythmic element is the more important of the two.elements
of pitch and rhythm in music.(l) Though it is perhaps arbit-
rary to assign a definite value to each of these elements
separately, when they exist in music as an inseparable combina-
tion, nevertheless 'his meaning is clear. 1In rhythm he sees an
expression of the will, of the power to achieve, and of the
innate strength of man. Rhythm is purposive; it expresses the
striving towards self-fulfilment which is the essence of life.
Pitch, on the other hand, represents feeling-ﬁ?gmotional develop-
ment of man. Music in the past has been a development in refine-
ment of feeling, a development towards a more and more special-

ised expression of sensibility. This is the natural explanation

(1) Adolf Weissmann, THE PROBLEMS OF MODERN MUSIC, Chap.I:
In this chapter on "Sense and Sensibility" Mr. Weissmann
explains the defeat of classicism in music as being due to
the over-emphasis laid on individualism and subjective ex-~
pressionism - qualifies which he thinks are characteristic
of the music of the ninegeenth century and onwards,
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for the pre-occupation of musicians in the past with the harmonic
side of music. It is the reason of the comparative neglect of
the rhythmic possibilities of the art. In more recent years
experiments in texture, intensity and quality, (that is, in all
the dynamic aspects of pitch) have carried music towards the
highest point as an expression of this intense discrimination

of feeling.
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CHAPTER IX.
THE MUSICAL BACKGROUND.

The most important associative element in any experience
of musical listening is, paradoxical though it be, a musical
associative value.

Chapter VIII dealt with the human associative elements,
and the effect they have had on music's development. These
elements are, in a sense, extra-musical, in so far as any art
can be separated from its creator, man, in whom and for whom it
originated; and from the activities in which he has employed
it. The final section of Chapter VIII, however, touched on an
historical aesthetic aspect which to some extent anticipated
this chapter, where it is treated more fully and from a slightly
different angle.:

Music, unique among the arts, possesses a quality peculiar
to itself - an inherent musicality or absolute musical meanihg -
which seems to exist entirely separate from and unconnected
with any of the associative features I have just discussed.
This absolute quality has value in itself, and??I have attempted
to show, it is a sufficient basis in. itself for aesthetic enjoy-
ment. In thié respect, there is no parallel in the experience
of painting, sculpture, aréhitecture, literature, or even in its
sister art, dancing. We do not speak of the fundamental
Ypainting" value of painting; that is, painting regarded as

possessing only an absolute value depending on the absolute
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disposition of light and shade, colour and line, balance and
contrast of masses. Though modern painting may claim that it
is progressing towards this absolute goal of formal beauty,
painting remains fundamentally a representative art. The same
holds of sculpture. Architecture, though dealing with harmon-
ious balancing of lines and masses, cannot be considered in the
same class as music, as its end is utilitarian. Nevertheless
the similarity between the formal aspect of this art and music

has received much attention from aestheticians. Dancing is

both expressionistic (presentative in a special sense), and

representative; for it is usually allied with miming. . But
there is also something of this absolute value present in class-
ical dancing. The formal element in dancing owes its presence,
most probably, to the close natural alliance between dancing and
music; when the formal .element of music is taken over into the

other art.(l)

Thus dancing possesses. in a slight degree an
absolute plastic significance akin to the absolute musical
sighificance of music. But the modern emphasis on the purely
formal qualities of painting and sculpturé is a departure from
the nature of these two arts as they ha#e been understood during
centuries of artistic production. ~ -Representative qualities
must enter into the great works of sculpture and- painting as

vital élements of organic form and technique.

A great work of sculpture or painting is a perfect (or as

(1) Dance and song early mingled. In their constant association
the ultimate structure of all music may be found.




252.

nearly perfect as is compatible with the limitations of two

‘such opposing elements) union of these formal (or non-represen-

tative) qualities and the représentative qualities. But in mus-
ic the question of representation does not arise, or only as a
subsidiary proBlem. Extra-musical qualities need not enter into
the greatest works of music; or if they do, it is not by thgm
that the work is judged or enjoyed from the musical aesthetic
standpoint. The significance of a great work of music depends
primarily on its beauty as a formal whole, on the value of its
absolute quality of musicality. Thus it is the formal elements
which mqke up the fundamental nature of music. Music is pre-
sentative; and its meaning and beauty are purely formal values.
The art of music possesses an absolute meaningvand valué which
can only be understood in musical (i.e. férmal or absolute)
terms. It is, however, never a static or a non-progressive
meaning. Music possesses progressive value because the absolute
value of musical terms varies from generation to generation with
each span of musicfs development.

Music thus possesses a traditional or associative meaning

"of its own, which is Continually being enriched.- This enrich-

ment of the musical associative value of music is due to the
expansion or pushing forward of the formal limitations of music;
and goes hand in hand with-an increasing receptivity in the
musician and listener which develops as they keép pace with it

or go beyond it.
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All experience of music, as has been observed in the single
casgof listening, depends on the presence in the individual of
certain faculties by means of which he interprets this tradition-
al musical meaning in musical terms. These faculties ére both
inheritéd and acquired. They are "acquired" in so far as those
particular perceptive powers employed in following music are
developed and extended by training and practice - that is, by

further organised experience. But a certain musical predisposi-

‘tion must be latent in the individual, for training alone does

not make a musician or the musical listener; aithough, on the
other hand, the presence of such merely physiological aptitudes
as an accurate musical ear and a good sense of rhythm, etc.,
does_ndt mean that the individual is inevitably "musical".(l)

He may poésess the means to understand music but lack the desire
to do so. For him the "musicality" of music may possess no
value or significance at all, though he is capable of grasping
formal details like pitch-outline or rhythmic variation. But

though physiological aptitudes do not always imply "musicianship

they are usuvally present in the musically talented. In the

(1) How many people are there able to play the piano by ear,
or to catch a popular tune and harmonise it readily in
any key on the piano without ever having had a lesson,
who are yet not in the slightest degree "musical" in the
aesthetic sense. Such superficially musical types are
usually unutterably bored by any serious musical work.
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composer, above all, they often occur in remarkable strength.
Both training and experience, however, are needed to develop
the.inherited faculties or the innate predispositions which are
typical of the musician in the ﬁroadest sense. He often require
only the minimum of practice and direction to obtain‘working
perfection. 1In Mozart we have the familiar outstanding example
of the rapid training and organisation of inherited faculties
whereby he reached a high degree of musical skill and efficiency
in an incredibly short time;(l)
Foremost among the so-called musical faculties are the
power of pitch-perception, the perception of rhythmic variation,
énd the discrimination, recognition and (particularly as regards
composing) the synthisising of these relationships in their
extended forms into the formal whole which is the complete work
of art. There is also the power of correctly recognising the

quality of musical sounds -~ but this depends on the power of

(1) At the age of four Mozart wrote a Concerto for the piano,
80 difficult that his father objected no oneccould play
it. The infant Mozart immediately sat down and performed
it with amazing skill considering the physical limitations
of his hands. There is also another story which relates
how Mozart, aged siz, played the second violin in a trio
by Wentzl at sight, although he had never received a single
violin-lesson. (Ebenezer Prout. Mozart. Bell's Miniature
Series P.p. 2 & 4.)
These two anecdotes point to a musical aptitude extraordin-
ary in so young a child. It can only be tentatively ex-
plained by the theory of an inherited bias. Mozart was
born with the channels through which musical skill is
directed and musical perceptions are given value, ready-
made. Only the slightest amount of exercise and training
was necessary for these faculties to function accurately
and maturely.
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pitch-perception carried to a more specialised degree. All
these powers whose functioning is discussed in detail elsewhere,
have a physiological basis. They depend on a natural aptitude
or bodily disposition. The faculty of pitch-perception, for
example, depends on the physiological structure of the ear.
Though this faculty may be trained so that more and more obscure
pitch-relationships may be recognised, there are definite
physiOIOgiéal limits to the ear beyond which training cannot go.
Training, however, is most effective in the years before thecage‘
of fifteen or sixtéen, when there seems to be a certain
plasticity, both as regards aural capacity - with respect to
increasing habits of pitch-perception - and as regards the
deVeloping of manipulative skill; In most talented types the
efficiency of each of these two capacities increases pari passu
with that of the other.

But though the structure of the ear,may present an insur-
mountable barrier, the brain can eke out the limited resources
of the ear by directing these in order to use them most effect-
ually. A musician, for example, need not possess a sense of
absolute pitch in order to compose. By habitual listening he
may become so familiar with certain intervals as to approximate
to having a sense of absolute pitch. There are, however, cases
of competent musicians who cannot éven sing in tune, though they
are able to recognise and employ pitch-relationships correctly.
(Such cases are more likely to be due a lack of correlation be-

tween the vocal chords and the brain, than té a defective
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faculty of pitch-perception). On the other hand, to emphasize
the point I have already made, the possession of such purely
physiological aptitudes - as a sense of absolute pitch, a
flexibility and accuracy of muscular movement giving skill
in playing an instrument, or the power of producing beautiful
singing notes, or even the more developed faculty of playing
and transposing correctly Ey ear - the possession of these
alone will not suffice to make the musician. Without the power
of co-ordinating these things, and of directing them towards a
musical end, in themselves they are nothing. There have been
many musicians who were poor executants; though most composers,
even the least technically skilled, have been able to interpret
their own music, sometimes with greater facility in technically
difficult passages than the virtuoso performer. There is the
exception of Wagner who was master of no single instrument.(l)
Though the musical faculties - those perceptive powers on
whose accurate functioning depends all true experience of music -
start from this genéral basis of physiological aptitudes or dis-
positions, 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 trainiﬁg of the memory and

of the association and the habit centres.(g) The development of

(1) The concession tnat Wagner used the orchestra as an instru-
ment does not alter the fact that he possessed little of
that muscular skill and dexterity which usually marks the
musician.

(2) We see such change and development in the advance of harmony,
Among the Greeks the consonance of certain intervals was
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Footnbte Continued

recognised but not used in their music. The first inter-
vals to be emnloyed in music were the most perfect con-
sonant. intervals - fifths and fourths. Centuries elapsed
before sixths and thirds were felt as tolerable. Such an
expansion of the aural capacity was due both to physio-
logical and to psychological causes, Finally intellectual
processes played an enormous part in the development of
the musical faculty, as an inevitable result of the de-
mands of artistic composition and production.

"It is as if harmony - the higher intellectual faculty in
music - began with the first glimmerings of modern mental
development and grew more and more elaborate and compre-
hensive, and more adapted to high degrees of expression
and design simult?neously with the growth of men's in-
tellectual powers. (Parry, Evolution of the Art of

. Music, P.84.)
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the faculty of pitch-perception which resulted in the modern
listener being able to understand ordinary discords, and,
helped by familiarity, to tolerate them, and even to enjoy
them because.of their relative harmonic-value, has been a
long process, and was not achieved in the life-time of a
single individual. Mr, William Wallace contends indeed
that the auditory apparatus is probably only in process'of
(1)

an unfinished evolution, Our acceptance of discords
today 1s the cumulative result of a series of changes and
adaptations of the ear under the directioh of the brain,
resulting in what was once physiologically unbearable or
disagreeable becoming at first non-exciting, and then in-
teresting and agreeable, Although, in a single individual,
the familiarity of repetition may blunt the angularity of
extreme dissonances, it must be remembered that the under-
standing and enjoyment of the same dissonant progression at
a higher level than the purely sensory is due to more than
just familiarity. True appreciation of the artistic purpose
of such a progression is due to an implicit understanding of
the essential harmonic relationship existing behind the
dissonant relationships. Though;a particular progression may
never have been directly anticipated in musical history, and
so have no basis of familiarity ready to hand, yet the grad-
ual widening in the past of the receptivity of the musical

ear, and thence of the musical understanding, permits it to

(1) William Wallace, The Threshold of Music, P.203 ff,
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be easily assimilated. We see the same principle working in
the music-lover brought up in the classical tradition who
listens for the first time to an extreme modern work., A
little familiarity with the ididms of modern music often
turns him into an ardent partisan, But such a result is not
only due to the effect of familiarity. His understanding of
the complex relationships of modern music is mainly the
fruit of the years of race-experience of music, which is

his natural heritage,

A discordant progression like the passage for brass at
the end of the funeral march in Strauss' "Helen of Troy"
might sound excruciating to him at a first hearing, but it
would not remain so for long. He would soon be able to fol-
low and enjoy the significance of the component parts, and
even perceive exact relationships beneath the inexact. But
imagine how this passage would have sounded to Palestrina,
or even to Mozart, To both it woﬁld be hideous and unintel-
ligible, It is unlikely that their opinion would change
after frequent repetitions of the same passage, for the mus-
ical background necessary to the understanding of such a
passage had not begun to be evolved.

Thus, in order to follow with understanding such modern
works as Elgar's "Second Symphony", Delius's"String Quartet,®
Prokovieff's "Violin Concerto", Sibelius's"Seventh Symphony,"

or Scriabine's piano works, what centuries of musical effort
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and striving have gone in the past to achieve receptivity

in the modern listener! And how many years of the listener?s
own life-time have been spent in training and in listening

to musiec, in order to make use of this inherited background!

But though the capacity of the ear to receive and find
tolerable musical combinations of increasing complexity, has
developed amazingly, this development reveals at once'an
advance and a retrogression, The receptivity of the ear has
indeed been extended to embrace more and more dissonant com-
binations, For example, many intervals once regarded as dis-
gonant aré now felt as consonant, even if they are not ex-
plicitly termed such,(l) But this augmentation of the scope
- of aural perception has been the cause of the loss of the
more delicate powers of pitch-~discrimination., The subtle
variations in pitch. and pitch-combination which satisfied
the demands for artistic balance and contrast in the music
of Palestrina's day, have no significance in modern music.

“ Their effect would not be felt, even if they were used for
this end. | ,

Our inheritance of rhythms and rhythmic combinations and
variations is not, as we have seen, so important as our
developing heritage of pitch-relationships. This is due to
the fact that rhythmic development has given prior place to
pitch-development in the past. Little advance in the rhyth-
mic side of music has been made since the time when the a-

rhythmic music of plain-song was leavened by the rhythmic

(1) e.g. like the chord Wi Wil GSNGN® WENR which ends the
First Act of Debussy's "Pélléas et Melisande."
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dance-music of popular taste. Certain new rhythmic groupings
having arisen, such as an occasional use of quintuple time,

and a seven-pulse bar. But until recently rhythmic complexity
did not go much farther than this. The modern irregular bar-
grouping, where bars of %, g, %, % and %-may follow one another
in the same work, is a revolt from the regular recurrent accentual
system of classical music. Greater prominence has also been
given to the interplay of contrasting rhythms., This feature we
find most conspicuously in the music of Brahms, who frequently
used a combination of duple against triple rhythm.

With regard to the formal element in music - the extension
of the rhythmic unit in conjunction with progressive pitch-
relationship into musical form - there has been even less progress
than in fhythmio development. The 0ld forms have been so extended
that they have become fundamentally weakened and have lost all
organic unity of form. Non-musical elements, such as a title, or
a literary or poetic unity, or a mood-unity which embraces con-
trasting emotions, have been utilised in order to confer unity
and coherence on music which is no longer held together by the
bonds of organic form. Without such external unity of form
much modern music would consist of a series of musical ideas
loosely strung together, and receiving a pretence of coherence
by means of modulatory or textural or repetitive treatment.
Notwithstanding the fact that there has been little progress

in rhythmic or formal development in music, the understanding
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of the significance of these elements is just as much due
to an inhe:ited power of perception as is that of pitch-
relationship.

Music, to be coherently followed, must be iﬁterpreted
in musical terms alone; the meaning of which is understood
both by means of implicit reference to the inherited back-
ground of past musical experience, and with reference to
the subjectfs own background of musical ezperience., That
is, all musical experience can only be intérpreted in musical
. terms which possess both a traditional musical meaning and
value, and also a personal meaning and value attfibutable
to the subject's own interpretation of their traditional
value, Thus the full value of music is only realised by
the subject with a basgis of 1nheritgd dispositions, and a
plasticity of response to music, who is trained to grasp
musical relationships and whose familiarity with music is
very great, Each successive musical part is significant to
such a listener only in so far as he is capable of interpret-
ing it in terms of his own musical background, and thus
indirectly in terms of all music which has led up to that

background, This is the musical associative significance

(1)

of music. Musical associative value depends as much on

(1) It is interesting to compare the musical associative
value of certain chords and progressions with the
literary associative value of words and phrases used in
great literature., A single word like "gleam", "mellow",
"light", etc., may convey a far richer poetic meaning
to one reader than to another. Words gather to them-
selves assoclations which cling and grow through
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Footnote Continued,

centuries of goetic oreveryday usage, Their literary
"allusiveness", however, cannot be adequately appreciated
by the uncultured or ill-read person, just as the musical
associative value of certain musical progressions conveys
little to the mueically inexperienced listener.

(The Japanese poets were supreme exponents of the art of
literary "allusiveness." See also the modern poet

T. S. Eliot,)
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the receptivity of the listener as it does on the music itself,
The subjeét's musicdl background, aswe saw in the case of
Mozart, may not always be wholly acquired in his own life-time,
But this background depends as much on the influence of train-
ing and environment as it does on natural capacity, Training
may be consciously directed, as in the case of the student of
music, or it may be unconsciously acquired, as in the case of
the 1ayman who is a natural music-lover, A musical environ-
ment is often all that is needed to develop a fair degree of
musical taste and culture provided that there is a basic music-
al aptitude. |

The illustrations used in Chapter III may be used again
in an examination as to how readily the naturally musicai chilag
and the unmusical chiid respectively respond to the musical
associative value or the traditional significance of certain
well-known progressions, The perfect cadence is generally
accepted as being musically significant of repose, finality,
equilibrium, and so on. From its effect on the above two types
it may be possible to draw conclusions és to how far this im-
pression of finality is traditionally derived, and how far it
is intrinsic to the progression of dominant to tonic.

In the'case of the musical child the significance of this
progression seemed to be immediately recognised. She showed
satisfaction when the final chord wa#played. When the dominant
chord was left unresolved and she was asked whether she would .

be content to run away and play with the sound of this in her
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ears she said, "No. I should like it to go like this," and
hummed the tonic. 1In the other case there was no evidence of

interest in the progression., There was no immediate response

| at all. The types tested showed no preference for thies re-

1ationship or for a more dissonant one of two unrelated dis-
cords. 1In some cases the musical meaning of the perfect ca-
dence, the desire to sing "doh" after "ti" was only reached
after some months' training,

It was, however, impossible to draw more than a tentative
conclusion from the test. Even in the life-time of a child of
four (the youngest child's musical development was watched
from eight months) there have been many opportunities of hear-
ing this progression and thus building up an unconscious music-
al associative background about it. Children hear the same
cadence many times at the end of musical phrases of varying
character. They therefore'come unconsciously to associate this
particular progression with the end of a tune. This impression
of finality the unmusical child understands simply as a natural
happening, and not as a specifically musical happening. The
feeling of finality and relaxation which follows the cadential
resolution is a fact of physiological experience, The musical
child is likely to give such a relationship musical value long
before the unmusical child. The accounts of the precocity of
musical prodigies as well as the quickness of those children
who became musicians in their maturity almost always reveal

such a faculty for grasping the fundamental significance of
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music, In fact their own understanding of the musical impli-
cations of music is often so unquestioningiy taken for granted
by themselves that they do not understand the stupidity of

the untalented.

The recognition of rhythmic relationship by the same
types was on a line with the case of pitch-relationship, The
unmusical child revealed backwardness in recognising and form-
ulating a triple rhythm. One child insisted on playing a
simple exercise in % as %, giving double value to the last
beatvin every bar. Her first attempts to beat time to a three-
rhythm were unsuccessful, Only by a great deal of practice in
tapping with the foot and fheh beating time energetically with
the arms did she grasp the three-rhythmic grouping., The mus-
ical child, on the other hand, was quick to grasp rhythmic
patterns almost as soon as they were heard. There were occa-
sional moments of stﬁpidity which were surprising considering
the general quickness to grasp rhythmic patterns.

The conclusion reached in a succession of such experi-
ments suggested that the grasp of musical relationships occurs
most readily and spontaneously in definitely "musical" children;
while it had to be "taught" to the non-musical child. But
quickness in this direction did not always mean good musical
taste; this was mainly determined by the "musical milieu" in
which the child was brought up. Thus the grasp of musical re-

lationships seemed to depend on the presence of a natural or
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inherited aptitude plus the facility due to habitual experience
of music or to directed training., The musical faculty would
seem to be one which can be passed on through successive gener-
ations, in each of which it may be brought to a higher stage of
organisation or perfect functioning. The Bach family is the
example par excellence of this, In these cases, like that of
Mozart, musical skill had only to be slightly acquired or
practised. In the ordinary individuals skill (not merely man-
ipulative skill) must be developed., The history of the devel-
opment through pradtice and experiénce of the musical faculty
in this second type of individual epitomises the development of
the musical faculty in the race. As with the backward chilg,
musical aptitude is slow to develop at first, but each succes-
sive generation inherits a richer ﬁusical tradition, and a more
highly specialised faculty to interpret it. The development of
the physiologicai factors which are the basis of the musical
aptitudes or dispositions, like the powér of pitch-perception,
and the intuitive grasp of rhythmic relationship, etc., becomes
more highly developed and specialised in their work as music
advances., Thus when a Mogzart is born with a musical faculty
developed for perfect functioning, he is also endowed with a
skill which needs the minimum of exercise in order to reach
the maximum musical attainment,

I may sum up the conclusions reached in this chapter in

the following way: All musical experience depends on a faculty

or group of faculties which is partly the result of an
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" inherited disposition and partly the result of the training
and exercise of that natural disposition., Exercise and train-

ing need not be consciously directed, but may operate un-

consciously through frequent hearing of music. Any musical

experience is the experience of the traditional musical impli-

cation of the art of music. It is thus an experience of a

cohstantly changing and developing art, which nevertheless is
rooted on a certain basis of physiological fact. A scrutiny of
the two main periods of European music during the last five
hundred years reveals that in each case music rose from its
beginning on an artificially chosen system of physical rela-
tionships to supreme heights of artistic development without
ever Eompletely losing touch with the con#entions which con-
trolled it at the beginning.(l) In the first of these two
periods musical conventions were based on a misconception of
the 0ld Greek modes. On this foundation of artificially formu-
lated aesthetic laws rose the art of Church or modal music which
attained‘a high degree of beauty. 1In the second period a har-
monic system was evolved based on the physical laws of pitch-
relationship. The aesthetic principles underlying the music of

this period were evolved from the recognition of the naturally

(1) - The basis of all musical scales is fundamentally the same -
a note and its octave, and later its fifthu. From this
combination the pentatonic scale early evolved - this is
the scale-basis of all folk-song. The power of assoclating
certain notes together in a permanent relationship reveals
a progressive musical evolution which expanded differently
from the same basis in different races. But though these
scales are thus to some degree arbitrary, scale associa-
tions are thus stamped on all music, owing to the identi-
cal nature of their fundamental basis,




267,

occurring relationships of the harmonic series, That the
development of music from this beginning tended towards ex-
panding and modifying the natural relationships of just in-
tonation into the compromise of equal temperament is only
another indication of the artificiality of the conventioms on
which modern music is based.

It is difficult to reconcile the fact that the basic aes-
thetic principles of modern music are derived from the funda-
mental relationships of the harmonic series, with the realisa-
tion of how imperfectly this ideal of natural relationship has
actually been carried out owing to the expansion of just inton-
ation into equal temperament, the faulty and ineffectual musical
perceptions of the majority of individuals, the limitations of
interpretive skill, and the imperfect pitch-reproduction of
instruments,

Nevertheless the fundamental principle of modern music
remains the major common chord as it occurs in the natural har-
monic series, This is the basic principle of all music after
the sixteenth century. All other harmonic relationships de-
| velopéd from this fundamental relationship. It is no matter
that the original relationship rarely is found in its absolute
form, Training and familiarity have accustomed the readily
adaptable human ear to accept the imperfect relationship as an

approximation to the perfect relationship. From thence it is

hypothetically possible that by a gradual progression all
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possible pitch-relationships may be accepted as aesthetically
suitable for inclusion in musiec.

From a consideration of the above facts it may be con-
cluded that a musical faculty is beidg slowly evolved which at
once grasps all the musical associative values of music through-
out. its past developuent, and' at the same time enriches the
common musical background; whence it pushes on to create new

musical values and new musical meanings,
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MUSIC AND NATURE.
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CHAPTER X.
MUSIC AND NATURE.

Though musical sounds and rhythmical nolses and motions as
they occur in the world of nature have undoubtedly left their
mark on music, the associative meaning which music derives from
this source is not nearly so valuable as that emotional signi-
ficance with which music i1s enriched as the result of its close
connection with human life. The latter aspect was the subject
of Chapter VIII. I now propose to discuss briefly those aspects
of the natural world, here excluding man, of which reflections
may be found in music; and to describe how far they affect the
ordinary listener. We shall see how easy it is for an art whose
medium depends on a system of physical phenomena to be connected
with the non-musical occurrence of these physical phenomena in
the world of nature.

It is first necessary tp distingulish between the terms
"associative" and "imitative". While the "human element" in

(1) the

music occurs mainly as an incidental associative value,
elements in music reminiscent of the natural world have most

often direct imitative: ' value. Nevertheless music derives some
assoclative significance frpm nature, though this cannot always

be disgssociated from the effect of mere imitation. Beethoven

(1) There are of course innumerable examples of "human repre-
gentation" in music, such as Strauss's "Domestic Symphony";
and many of his other symphonic Poems. A great deal of
music may also be interpreted as absolute or as representa-
tive, - e.g. Beethoven's Fifth Symphony, the Overture to

Coriolanus, etc.
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himself described the Pastoral Symphony as "more an expression
of the emotions than painting"; and apart from the obvious
imitation of bird-calls in the Second Movement, the recurrent
murmuring figure of the brook in the same movement, and the
realistic thunderstorm in the last movement, the work is still
indescribably pastoral in flavour; But the frankly imitative
features can only be approximations to the real thing. ©No brook,
however melodious it may be, moves in sound by regular musical
intervals. Nor does it conform, or only slightly or accidentally,
to a pattern of rhythm. '

The occurrence of musical sounds and rhythms in nature is
a haphazard occurrence. There is no directiwe principle. When
man possesses himself of the natural phenomena of sounds ané
rhythmic movements he proceeds to form them according to some
regulative principle or law. In art he uses them aesthetically
Sounds and rhythms are directed to an end, but not an extrinsic
end, like the song of birds or the call of animals in mating.
The end in view is intrinsic to the music produced. Man delights
in an ordered pattern of sounds in time for its own sake, and
works to achieve something which is beautiful and significant in
iteelf. Thebe.is no real music in nature. It is claimed that
the blackbird, to take one example, creates real music, and
delights in his song for the sake of its artistry, but we cannot
accept this as evidence. Miss Katharine Wilson believes that

there does exist a music in Nature.(l> In refutation of

Wallaschek's statement in his work "Primitive Music" that "even

(1) Katharine M. Wilson, SOUND AND MEANING IN ENGLISH POETRY .
p. 283.
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animals recognise and utter intervale but cannot make any in-
telligent use of them because they do not understand rhythmic
arrangement®, Miss Wilson claims that this is not borne out by
the facts of nature. Bird songs do possess decided rhythms, she
avers; and she quotes several black-bird catches in illustration.
But the- fact that we can recognise decided rhythms in these
calls does not mean that the bird itself understands them rhyth-
mically, or that it 1is making intelligent use of such rhythms.

¥ For the same reason, because birds (and all animals in general)

‘“sing in Just intonation, this does not mean that they understand

the nature of intervals and are able consciously to use them for
a desired artistic effect. Miss Wilson relates how a black-bird
— may be shamed by mocking his attempts to practiee his song before
he has got the intervals perfect. She also claims that animals
recognise and respond to our music. There is no need to query
these statements; but it is difficult to see how they prove
that aﬁimals make 1intelligent use of pitch-relationships and
rhythms. Because animals practise incorrect intervals they need
not discriminate between correct and incorrect relationships. The
practising until the right interval 1s achieved may simply be the
instinctive method of exercising the vocal organs, - a strengthen-
ing and training of the physical means whereby the bird eventually
comes automatically to produce the true interval. Miss Wilson
does not mention whether the blackbird practises the rhythmical

arrangements of his notes. Indeed there is little actual rhythmic

variation in hie song, which is mostly limited to a few stereotypeéd
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phrases. Even where he does extend his phrase, it is only within
exceedingly narrow limits. Several phrases are not contrasted
and developed to form an artistic unity as we find phrases devel-
oped in real music. The bird itself is probably not conscious of
the rhythmic implications of his song, and it is we ourselves

who find 1t rhythmic.

It is a well—known‘fact that animals respond readily to
human music.(l) But Miss Wilson does not indicate what are the
special qualities of our music to which animals respond, beyond
stating that their ears are often peculiarly sensitive to notes
of high pitch.(2)

When animals respond to, or seem to enjoy music we must not
suppose that their experience 1ls anything like our experience of
the same music. The qualities in the music which appeal to them
are very probably those which possess the least aesthetic
interest for ué-

Animals do not follow the formal beauty of music, or per-

ceive the intricate pitech and rhythmic arrangements which make up

(1) My own cocker-spaniel actually howls in tune with the piano
or the gramophone or my voice, showing particular dislike
for high, shrill notes. His howls seem, however, more an
expression of sympathy with what he believes is my pain and
suffering than a sign of musical enjoyment ! If I go on
playing or singing, he jumps onto my lap and puts his paws
firmly on the keyboard in order to stop me effectively.

(2) Cf. My Dog and Helmholtz, Sensationsof Tone. p. 169
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the simplest tune. If a normal human subject needs a complex
muslcal education in order coherently to follow any major musical
work is 1t likely that a dog or a cat or any other animal can
have any conception of what the music is about ? Animals may
recognise a few obvious dynamic or physiologically affecting
qualities such as timbre, degree of intensity, pace, and height
or depth of pitch. They are impressed by music as a physical
phenomenon, and not by music as an artistic production.

Thus animals cannot be credited with the power of producing
anything which 1s fundamentally akin to music. The musical calls
of birds, and the like, bear a syperficial resemblance to musicy
but they cannot be classed with‘musig ag they are not thé ordered
conception of an individual mind (or of a group of minds). Music
in nature occurs as a phygical manifestation, and not as an
artistic production. It 1e thereforeas physical phenomena that
such sounds are incorporated into music in the cases already
quoted. That ihe nightingale trills in triplets is no artistic
Justification of its song. Nor will this fact give any musical
value to its inclusion in Beethoven's Pastoral Symphony.(l) The
traditional rendering of trills in Bach's period is in threes,
but it would be absurd to suggest that this was due to the
occurrence of the same device in nature.

Though such obviously imitative effects do occur in music,

the more indirect method of suggesting sounds and moods of nature

has affected the development of museic as an art to a far greater

(1) Respighi actually uses the gramophone-reproduction of g2
nightingale!s song in his "Pines of Rome!
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extent. The modern impressionistic school of music seems to
have developed from the preoccupation of musicians with the
suggestions of nature, and the emotions aroused by the contempla-
tion of nature. Impressionistic music, which with programme
music may be classed under the general head of representative
music, is more suggestive than imitative. Nevertheless it
relies for its beauty on achieving pictorial effects in sound.
In many cases, however, the effect of suggestion 1s so vague and
indefinite, as for example, in certain works of Delius, that it
is hard to make any distinction between this type of music and
gso-called absolute music. I recall in particular the slow move-
ment ofi'Delius! String Quartet which seems to me peculiarly reminis.
cent of the English countryside. Yet though this atmosphere is
indefinably present, it would be hard to lay the finger on any
one spot and say "This musical device suggests such and suéh an
aspect of nature." The whole movement, as well as Delius' "On
Hearing the First Cuckoo in Spring" (discounting of coﬁrse the
obvious cuckoo-call) seems to me to be imbued with this pastoral
flavour. It ;s not due to . mere imitation, though certain
Imitative effects may be discovered in the music. It is a pre-
gentation in musical terms of the same kind of emotional mood
which is aroused by the contemplative enjoyment of nature.

Both Dr. Vernon Lee and Mr. Frank Howes explain this recap-

tured emotional mood by M.Ribot's theory of emotional memory.(l)

(1) Dr. Vernon Lee, Music and its Lovers, pp. 77 et seq.
Frank Howes, The Borderland of Music-and Psychology, p-46,
p.T2.
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I have dealt fully with this emotional aspect in Chapter XI.

By the use of merely general musical effects, such as pace
(notice the ebb and flow of sound in "The First Cuckoo"), tone-
colour, and his own individual musical idiom (which conforms to
‘ho paftieular key-system) Delius infuses his music with an inde-
finable sense of the beauty and calm of nature. In the slow move-
ment there is not even such a definite effect as that of the wind
rustling through the trees, which occurs in "The First Cuckoo'.
This latter effect is more easily recognised because of the
suggestiveness of the title.

Recalling my first experience of listening to this quartet,

I remember how mueh the feauty of the slow movement impressed me.
Without having seen a programme, and therefore ignorant of the
fact that this movement was entitled "Late Swallows" by the
composer, I spontaneously evoked a picture of a certain open field
in the north of England, where I had often wandered alone in the
late afternoon. I particularly recalled the wheeling and circling
.of the swallows (my first sight of English swallows was in this
field), and heard again in fancy their strange mournful cry. Was
this coincidence only ? On a second hearing, this time with a pro-
.vgramme,I again felt the same parallel between the music and the
English scene first evoked. But because the musical interest of
the work was now much greater, owing to the greater ease with
which I followed Delius':_individuai style, I pald less attention
to this imaginative trend. :. Never having seen the score, I am

unable to say whether there are any particular imitative effects
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capable of suggesting such a definite picture.(l)

A second case where the powerful "nature" associative
element in Delius' music was recognised, might.be mentioned here.
The subject was a woman-traveller on a long sea-voyage, of no
musical training, and little musical taste. She possessed a
gramophone record of Delius' "On Hearing the First Cuckoo 'in
Spring" which she played frequently. She admitted that she liked
it because she was able to imagine, while listening to it, that
she was sauntering on her pony through.the Sussex woods near her
home. The title of this work is certainly suggestive of English
ﬁoods, and the music has exquisitely caught up the breathing
melody of wind playing through the trees. But that she should
choose a work musically so obscure in style, and only indirectly
imitative suggests that there must be a definite connection be-
tween the mood evoked by the music and that which accompanied her
ramble on horse-back. '

This subtle sense of the beauty of nature which is present
in much of Delius' music is atmospheric rather than pictorial.
There is also a similar idyllic atmosphere in the music of other
composeré of the modern school. The first of Respighi's "Three
Botticellian Pictures" is a case in point. The pastoral flavour
of this movemént 1s possibly achieved by the predominance of

wood-wind effeots.(2) First a well-known Tuscan air, dating from

(1) A young Australian composer criticised this movement later,
' and found it strongly imbued with a negro element !\

(2) See Appendix A - Note I .
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the fourteenth century, is given to the bassoon. Later the wood-
wind play a charming melody, "Ecco i1 Messia", a fifteenth century
madrigal composed by Lucrezia de Medici. In the movement, "The
Birth of Venus" there is definite imitation. In the opening
section a figure on the strings suggests the lapping of waves.
But the broad and flowing melody, heard first on the .tcelloagainst
this background and which rises to a glowing climax, has no imita-
tive significance.

There is even less of imitation in the music of Debussy. 1In

"I'Apres midi d'un Faune" there is practically nothing of direct

- representation; yet the warm luscious spirit of paganism is

subtly present. In his opera "Pellédas et Mélisande" there are
many passages suggestive of nature associations, though there is
hardly any direct representation. Among others I particularly
recall the flutter of the doves in one scene from this opera.
These examples I have quoted merely serve to show how difficult

it often is to draw the line between programme music and absolute
music, particulariy in the case of modern music. 'Moreover, the
assoclations evoked by such impressionistic music are the result
of a number of imperceptible effects, none of which can be claimed
as directly imitative.

_ Some explanation of thie implicit association With nature
might be found in the fact phat nature and music have a common
link because certain'aspects of sound and rhythm occur in both.
Thie point I have already stressed. Among the sounds and movements
in nature which most nearly approach to music, are first the bird-

calls, which we have considered; then the sounds and calls of
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animals. There are also the sounds. of 1lnanimate nature - the
movement of water, for example, which is the most familiar
occasion of musical noise 1n nature, surpassing in importance
the sound of the wind, Both wind and water-effects occur 1in
music, both by means of obvious imitation, and also more elusive-
ly, as I have attempted to explain, Take the chilaren's plece
"On the Lake", from Walter Carroll's "Scenes at a Farm'", This
fragment is not directly pictorial, but because of its calm
smooth-flowing melody, the placidity of which is enhanced by the
absence of any striking rhythmic effects, (each bar containing
three flowing crotchets) it is aptly enough nemed,
Should we substitute énother title of a similar general

meaning such as "Ripples on the Shore", "Swinging", or "The
Wind in the Trees", we may see that none of these fits qulte so
well, Yet there is not a single actual_point of resemblance
between these sixteen bars and the skimming‘of a boat over a
smooth lake surface. Nevertheless we feel it is not a river,
for example, for there 1s little sense of progression in the

theme which turns on itself agaln and'again.
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The following theme might do to express the peaceful onward
flow of a river, though there is only a certain dynamic assoc-

iation because the melody is smooth and moves mainly in con-

junct motion.
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} Here there is a continual progression; though bar (2) is
reminiscent of bar (1) the melody pushes forward, moving, with
one exception, by steps of a single degree of the scale. The
feminine cadence at the end has also a particularly smooth
and flowing effect. The fragment, which is reminiscent of

Mozart, need not, however, be felt as expressive of anything

but its own musicalness to be enjoyed.
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Thus we see that the "nature" associative value we recog-
nise in music can be reduced to terms of musical devices which
suggest a certain dynamic parallel in nature. No river, for
example, moves in sound by true intervals, or with a regular
musical rhythm. Yet if we did wish to suggest the flow of a
river in music we should probably employ such devices as con-

junct motion and smooth rhythm. It is not likely that such a

. cascade-like theme as the following:-

o . T

yd | | ri i Py PN .
A M—— L—7 o —— i Beethoven Op.53
< l 1 : (Waldstein)

would be used to suggest a river.

The associative meaning and value which music derives
from nature may possibly be due to the desire to grasp music
in extra-musical terms. The ordinary listener seeks to find
in nature parallels of the sound~groupings he hears in music.
Later the process is reversed, and instead of interpreting
music in terms of nature, the musician seeks to represent
natural sounds in music by means of the technique of parallelism
which he has thus developed. That is, he tries to express in
music extra-musical events and meanings in accordance with the
conventions he has previously built up from the analogy between
music and nature - an analogy due to the fact that the material
in music occurs in nature as natural phenomena.

This theory might be puréued still further by considering

the history of music from earliest times. Whatever may have
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been the prime beginnings of the art, one can well imagine how
musical sounds may have entered the life of primitive man. By
beating two sticks together primitive man may imitate the sound
of branches rubbing against one another in the wind. Or, again,
he might strike a hollow gourd with a stick and produce the
muffled thundering of waves on a rocky-sea coast, or the roar

of thunder in the mountains. The hum of his taut bow-string

as the arrow leaves it might suggest to him the cracking of

the wind, or the noise of a tree as it splits in two. He may
make all these sounds merely for the sake of the sound alone,
and thus enjoys the result as absolute sound. The knowledge
that he could command loud noises would give primitive man

(as it does the child) a sense of power and a feeling of creator-
ship. (The child who delights in making a loud noise rarely
suffers froh an inferiority complex). But primitive man, while
delighting ih his power to express himself in noise, also re-
cognises that he is reproducing the sounds of nature. This may
increase still further his sense of mastery, for he might well
feel that he rivals the gods themselves who command the thunder-

(1)

claps.

(1) It is most likely that the drum was the first primitive
instrument. It is peculiarly impressive, and could have
a very special significance in the various ways I have
illustrated above. It was also used in religious worship.
At first it is most probable that noise mainly character-
ised its use. The incorporation of rhythm into playing
it was probably instinctive, owing to the rhythmical
muscular action involved in beating; this would lead
naturally to a recognition of its rhythmic possibilities.




282,

But the development of music as an art did not lie along
those lines. Music began when the noise}became, not noise for
a purpose - such as summoning the members of the tribe - but
aesthetic noisé, to be delighted in for its own sake. There
may also have been present that additional pleasure which was
derived from its resemblance to 'natural phenomena. But the
absolute value of noise as interesting and pleasing in itself
is most important. It is from this aspect that the absolute
branch of the art developed, culminating in the classical
period of Mozart's time. 1In the music of this period there is
a minimum of extra-musical value present. Eiamples of programme
music do Qccur,(l) but their importance can be discounted when
put alongside the enormous amount ef absolute music produced
then.

In Beethoven's music features extrinsic to music as an art
of absolute sound begin to creep in. With Beethoven, the fore-
runner of the Romantics, music begins to fall away from the
absolute standard. The classical period was concerned with the
supremacy of form. Music here reached its highest point as an
absolute (or presentative) art. Then extra-musical elements
gradually Widened the scope of music. Beethoven brought the

mighty leavening of the human personality. . Without entirely

(1) Cf. Bach's "Capriccio on the Departure of his Beloved
Brother", a piece of descriptive music modelled on the
Biblical Sonatas of Johann Kuhnau; and the cock-drowing
in Haydn's @ratorio "The Seasons'. etc. The latter has no
musical significance.
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relinquishing the classical forms he expanded them, often trans-
gressed them, in order to express the dynamics of the struggles
of the human soul. Thence music passed through successive
stages during which the formal bonds which were the very nature
of classical music slackened increasingly to admit of even more
remote extra-musical values and associative meanings. Programme
music gradually rose to the ascendant.

Romantic composers like Schumann and Chopin and frankly
"programme" musicians like Liszt, Berlioz, and then Wagner swept -
music on until the modern representative school of Ravel, Strauss,
Respighi, Honegger, and so on, taxed tovthe utmost the powers of
suggestion and imitation in music., To the human emotional
element first incorporated in music by Beethoven was added the
pictorial representation of all aspects of man and nature.

Music was now at its third stage, where the musician, working
backwards, endeavours to interpret nature by using a musical
technique of representation based on the earliest associétions
which music derived from nature. |

Modern music, however, goes even farther than this. Com-
posers busy themselves not only with the representation, by
imitation or suggestion, of the sounds:of nature, but also with
the sounds and noises created by man. There is Strauss's
"Domestic Symphony", Alban Berg's "Wozzek", Honegger's "Pacific
231", and the"Music of Machines" of Mossolov. If express-trains,
the noises of machinery and the like, are to be incorporated in
music, we can only wonder where this will end. Such represen-

tations may be realistic, or idealistic, according to the
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composer's programme-note to "Pacific 281." Here Honegger
explicitly states "Ce que j'ailcherché'dans Pacific, ce nest

pas l'imitation des bruits de la locomotive, mais la traduction-
d'une impression visuelle et d'une jouissance physique par une
construction musicale., Elle bart de la contemplation objective:
la tranquille respiration de lg machine gy repos, l'effort du
démanage;. puis l'accroissement progressif de la vitesse pour
aboutir & = 1'état lyrique, au pathétique du train de 300 tonnes
lance en pleine nuit & 120 & 1'heure."

In spite of the composer's intention as set forth here, the
work impressed me as being more imitative than anything else,
and both ugly and noisy at that. No doubt, being at the time
of hearing this work, completely unversed in modern music, I
was unable to perceive any organic unity welding together the
loud discordant masses of sound. Miss Katharine Wilson is of
the opinion that even factory-noises and other ear-splitting
sounds of the modern mechanistic world are "musical, or at
least possess a unifying harmony, tremendous as it is satisfy—
ing, for the accustomed ear." Goihg furfher, she avers that
noise ~ even man-made noise - alwajs fits into the landscape,
and quotes in illustration of her point, the case of a derelict
train whose parts, scarcely hanging together, gave ou£ the most
clamorous.din on its journeyings in Northumberlaﬁd, and yet

(1)

were felt by her to make up a tremendous symphony of noise.

(1) Miss Katharine Wilson, Sound and Meaning in Ehglish Poetry.
p. 17.
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But such naturally occurring symphonies, as well as those
composed by musicians on similar themes, are dangerous to our
ear-drums. We are fast becoming immune to noise, but wour
immunity may bring withitalack of responsiveness to the subtler
and more euphonious musical combinations. Moreover, the growth
of yet another school of modern music, which though not repre-
sentative in aim, troubles less about the beauty of sound-combi-
nations than their purely intellectual intereét, may also aid
this "music of machines" to bring about the same disastrous end.
I am here referring to that group of composers who have turned
from the representative school of music to concentrate on an
intellectual and mathematical conception of music.(l) Such
music, to be appreciated, must be seen, not heard. In one sense
it is a return to the classical ideal of "form", but it is a
return to form as an intellectually conceived and mathematically
planned unity,.andvnot as a vital element of artistic develop-
ment. What looks inteiesting and well-planned on paper may
sound hideous aﬁd formless in actual sound. Not even with the
gradual adaptation of our ears to admit new and strange discordé
into the legitimate realm of music shall we be able to hear much
 of this music with genuine pleasure. Music after all rests on
a bASis of sensory enjoyment. Should such music become perma-
nently established in our concert-rooms it is hard to see how
the listener can keep pace with it. No longer will music con-

form to the traditional standards of sensuous beauty demanded

(1) This school includes such names as Schénberg, Anton von
Webern,, etc.
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from the arts by the ordinary man. It will not even be remotely
related to or suggestive of things of natural or human interest,
80 that the associative value which much of our music of today

posseéses will:contribute no longer to the total aesthetic

value of musical experience.
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CHAPTER XI.

GENERAL EMOTIONAL EXPERIENCE IN MUSICAL LISTENING,

It is taken for granted by most writers that musical
listening is charged with some emotional element. But it
must be observed that the ordinary emotional response is not
an essential part of musical appreciation and that music can-
not be solely, if at all, regarded as the expression of the
emotions.(l) This view, that music is the expression of the
emotions, is held by most unmusical people, by many so-called
music-lovers, and by some technically trained people (usually
of the practical executant type) who, though superficially
skilled, are not genuine'musicians.

Such a misconception has a double falseness., It comprises
roughly the confused views that music is at once expressive
of the emotions or emotional state of mind of the composer, and
at the same time that it is capable of arousing these same
emotions in the hearer; or, alternatively, of providing an
outlet for the hearer to give expression of his own emotions,
The fact that the composer who, according to this view, was
prompted by his emotions to write the music which is supposed
to express them, experienced just those emotions which the
listener wants to indulge in, if it is thought about at all,

is regarded as a happy coincidence,

(1) Throughout the following analysis I use the term "emotion"
with the loosest meaning to comprise moods, vague feel-
ings, emotions; and sentiments,
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From the confusion centring round these two ideas emerges
the fact that music can be éxperienced emotionally by the
hearer, and that this attitude, which is included by Professor
C. S. Myers in his analysis of what he terms the "intra-
subjective" aspect of listening, where music is followed for
the sensory, emotional or conative experience it arouses, is of
more frequent occurrence in the experience of musically trained
peopie than is usually suspected.(l) What the same wrifer
calls the "character" aspect is also closely allied to the
attitude which I have just mentioned, where emotional qualities
are read into the mﬁsic. Professor Myers also states that
gounds or colours may be ijolly' or 'high-spirited' when the
subjecf is not., "Art material may be personalized and charac-
terized as f‘morbid', 'jovial' .., .. etc., without necessarily
having previously evoked or consequently evoking 'morbid' or

1t (2)

'jovial' feelings, etd., in the 1listener. The subject may
also identify himself in varying degrees with the character
ascribed by him to the music, which, in turn, he may dr may not
regard as expressive of the emotions of the composer. That he
does, however, find the music "jolly" or "high-spirited" inde-
pendently of his own emotional state at the time, whether or no

the music succeeds in producing in him the feeling of being

"jolly" or "high-spirited", etc., seems to point to the fact

(1) "Individual Differences in Listening to Music." Charles S.
Myers, in The Effects of Music, edited by Max Schoen, pp.

30, 31.
(2) 1Ivid, p. 25.
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that he recognises some absolute characteristic of the music
which is expressive of these qualities, and with which he
identifies himself,

To give an example from my own observation: A musician
of my acquaintance, cultured, with an excellent ear, and great
musical taste, used constantly to describe the music he was
playing or listening to in the following way. . A phrase was
"witty"; a sudden crescendo, such as the opening theme of
Beethoven's Sonata No. 1 in F Minor, was "volcanic"., Of a
particulaf passage of Brahms's "Variations on a Theme of
Schumann®, last variation, bar fourteen, where the rich flow
of the harmony is marked by a sudden violent change in intens-

ity and harmony, he said: "Now the bottom has fallen out!"
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This description 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 listener., Here again we come to a certain confusion of
ﬁeaning. Is this "desolation" an actual quality inherent in the
music, which it is intended to express, or does the listener

disinterestedly interpret the music in terms of emotional
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experience, or does he ascribe to the music the quality of
desolation which it has produced in him?

Obviously a certain rhythmical, harmonic and dynamic
effect only is achieved in the music. The listener may des-
cribe, interpret or live this. It can be accurately described
only in the exact musical terms in which it is written and
played., Musically explained, the passage rewritten is what
the music means. That is its only exact musical significance,
But the listener may also interpret it in  extra-musical
terms, The direction which his extra-musical interpretation
assumes depends mainly on the sort of attitude he takes up
with regard to listening to music—associative, dramatic,
emotional, and so on, He may translate the music into the
terms of the idiom most familiar to him as a means of expres-
sion. The artist, for example, may translate a musical effect
into terms of colour; a writer into terms of literature; a
dancer into terms of dance-movement.

The hearer may, however, personify the music, This is
fundamentally the recognition of such-and-such a human quality
in the music. Words may not come until later, when he makes
an attempt to describe his experience. The tendency to per-
sonify inanimate objects is primitive and deep-rooted. In the
cagse of music, which has the semblance of a living thing
because of its most characteristic qualities of motion, in
pitch as well as in tims, and also because of its dynamic

effects, this tendency becomes particularly strong, and occurs
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spontaneously,

The subject may also live the music, either emotionally
or aesthetically, He lives the music emotionally when he gives
himself up to the successive emotions or moods or sensory ex-
perience which the music arouses in him, always provided that
he does not lose sight of the music as the source of these
émotional states. _

Living the music aesthetically is self-individuation in
the music or a state of empathy. In aesthetic absorption in
music, which is musical appreciation at the highest level, the
subject "lives" the'relationships of the notes - that is, he
follows them in all their aspects of changing pitch, duration,
quality and dynamic force,(l)

As reéards the conception that the music expresses the
emotional state of the composer, it is doubtful whether musical
effects alone are important in throwing 1light on the question
whether the composer in fact experiences this emotional state.
They can do little beyond giving the listener an opportunity of
translating into crude and less exact terms the musical meaning
which the composer wished to convey. The form in which this
musical meaning is embodied may depend in a slight degree on
the emotional state he was in at the moment of composition.

The choice of such general features as pace, the mode, the
smoothness or vivacity of the rhythm, flowing or jerky melody,

the prevailing robust or delicate quality of the harmonies, and

(1) See Part 1I.
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g0 on, may have been dictated by his mood., Yet it is almost

as likely to ﬁave had nothing to do with it, ana the composer
may have used certain dyﬁamic effects, for example, in complete
opposition to his mood, by way of "escape" from it,

The knowledge which we have gained as to the methods of
composition of different composers goes to show that it is
rarely é mood or an emotion which they attempt to pin down
and express musicaily. The methods of Beethoven and Mozart
are similar in this - that both these musicians had an impres-
sion of their compositions as a whole before transcribing them
on paper, This whole was somewhat in the nature of a design
or formal scaffolding; for we read of Beethoven searching
through the note-books where he was accustomed to jot down
musical ideas as they came to him, for the themes he wanted to
fit into the framework of his initial conception. It is not
to be credited that he chose those themes to express particular

,

emotions, but rather in order to contrast and develop them

musically.

The personification of the interpretation in emotional

terms of musical effects such as I have described is only a

superficial musical experience. It wés recognized as such by
the same musician I have already mentioned, who was accustomed
to describe the music as "witty" and so on. He agreed that
the essential quality of any melody was that it should appear
"beautiful", though he was unable to explain exactly what

constituted beauty in music, He suggested that a melody was
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beautiful when it was "musically effective", or "inevitable"

or "artistically right", all of which are terms that themselves
require definition. He assumed that a melody, for example,
would be recognized as beautiful if it conformed to these qual-
ities. It was "judged on points of obviousness, artistry,
smoothness", and so on. Obviousness or its absence implied a
reference to musical tradition. The music would be "good" in
so.far as it could be understood in terms of the conventional
musical idioms, while at the same time it could be realized as
going beyond this. As Sir William Mitchell remarks in "The
Structure and Growth of the Mind": "Our admiration (for a
great work) may have less surprise in it than a sense of fit-
ness, and often the surprise is that no one has hit the course
before." A gocd or beautiful melody, for example, is not
modelled on the pattern of hundreds which went before it,

The term "artistry"-includes appropriateness of pitch-
interval, choice of time-grouping, and arrangement of dynamic
effects, It also includes correct use of technigue and choice
of medium, Lack of technique and a medium badly handled may
result in angularity. An example will illustrate the importance
of choice of the medium. A long and cloying melody sounds trite
and emotionally redundant when played entirely on the upper
register of thé tcello. This is both bad technique and bad
taste. We thus arrive at the much diecussed question, "What
constitutes musical taste?", to which no answer can be given
beyond a reference to the standards raised by tradition and

environment, and an acknowledgement of the necessity for
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accepting these musical conventions., Such conventions are the
outcome of aesthetic conditions founded on fundamental natural
laws, For example, I may remark in passing that the vocal or-
igin of melody has associated it with impressions of smooth-
ness, and that accordingly there is a point where excessive
angularity or speed destroys the beauty of melody.

But it is not easy to give an explanation of the basis for
the conviction that such-and-such a melody is beautiful, In-
tuition, by which we know a work of art as beautiful, is "its
own authority, and carries with it the guarantee of its own
authenticity."(l) Intuition, or the inner conviction of beauty
as of truth, has been described by Bergson as "the kind of
intellectual sympathy by which one places onself within an
object in order to coincide with what is unique in it, and
therefore inexpressible". This is peculariarly true of the
appreciation of a plece of music. It is only by entering th
through sympathy into the meaning of the music that the lis-
tener succeeds in grasping it. And a melody, or any other
more complex musical art-form, is a purely musical expression
with a particular musical meaning; therefore any attempt to
appreciate it by translating it into terms other than music

must be ineffective as a means of arriving at a true apprecia-

tion of its musical beauty.

An exception to this view of music as possessing absolute

significance must, however, be made with regard to programme

(1) C.E.M,Joad, Philosophical Aspects of Modern Science, p.215.
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music, and also to impressionistic music. It is clear that in
writing such a work as "Pacific 231", Honegger aimed at pre-
senting a definite picture of an express train as it rushed on
its headlong journey into space. " But such realism actually has
little of the beautiful about it, and its claim to be called
music is doubtful. Even programme-music musf possess musical

qualities of value if it is to be regarded as good music,

. . ° L]

Although I have emphasized the fact that a true apprecia-
tion of music always involves an intellectual approach to the
formal or musical significance of a work of music, there ie an
aspect of music to be considered which lends a certain support
‘to the vieﬁ that music is expressive of the emotions, and can
therefore be approached emotionally. This is its dynamic
quality. |

'Music, like our emotional states, has an ebb and flow
which is partly due to the fact that sound and rhythm are both
moving gualities, They are not static in time, That is, they
can only be perceived throughout a duration of time, Pitch
also has the semblance of movement in space as well as in time,
Let these two elements be complicated by the addition of "in-
tensity", which is a natural characteristic of each sound from
the moment it first impinges on the ear until it dies away
into silence, as well as being an essential part of the formal
or artistic arrangement of notes as they occur in music, sep-

arately, in succession or massed, and the result of this complex




B

296.

is as expressive a force as exists,

The similarity of this dynamic ebb and flow and height
and depth with the ebb and flow and exaltatioﬁ and depression
of our emotional states, is what chiefly favours the giving of
an emotional significance to the music. The parallel is equal-
ly applicable to each of the three following types of emotidnal
response in which: (1) the emotional state of the subject is
directly induced by qualities in the music: (2) the music

merely serves to emphasize an existing emotional state; and

- (3) the subject appears to recognize the music as possessing,

or as expressive of, certain emotional qualities irrespective
of whether he experiences the corresponding emotions himself.

A brief analysis of these three types of response must be
made at this point,

The first depends on the sympathetic arousing of a certain
mood of a general emotional nature through the medium of the
dynamic qualities of the music, Other musical effects, posses-
sing direct physiological appeal, help to intensify this emo-
tional state, as well as, in some cases, causing it to take a
particular direction, For example, music of a slow cantabilé
nature, in a minor key, and making use of interrupted cadences,
suspensions and feminine cadential endings, will convey to and
arouse in the type of listener I am considering a feeling of
griei, longing, or frustration. Such a work as BréhmsksInter—
mezzo in A Major, Opus 118, which owes much of its plaintive

wistfulness and air of feminine grace to the various devices
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I have mentioned, is capable of arousing the effect I have in
mind. The calm unhurried flow of the music tends to suppress
feelings of a viglent nature; interrupted cadences are
characteristic of frustration; suspensions are akin to hope-
less longing; and feminine cadential endings are expressive
of weakness,

The languor and melancholy so often conveyed by the minor
mode here require explanation, It has almost become a con-
vention to regérd music written in a minor key as expressive
of sadness. This is partly due to the effect of association,
As regards programme-music a correspondence between the sad
significance of the title and the key of the music is bound
to give rise to a convention which is eventually applied to
all music. It is also due partly to qualities inherent in the
minor key itself. The extra effort‘demanded of a hearer,
grasping the melodic relations of notes in a scale just re-
moved from the familiar, the major or orthodox scale, is no
doubt at the root of the peculiar emotional effect produced by
the minor mode. Edmund Gurrey describes how the effort which
has to be made when the mind proceeds from a certain note to
the next in the minor key, imparts a colour to the whole key.(n

In the major scale the mediant has a tendency to rise to
the subdominant, owing to its close pitch-proximity to that
note, The satisfaction of the expectation that this will take

place gives an impression of confidence. 1In the minor scale,

(1) Edmund Gurney, The Power of Sound, pp. 270 et seq.
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however, the mediant (now a minor third from the tonic) being
nearer the supertonic than the subdominant, seems to incline
more to the former, and there is less tendency to rise to the
latter. "This dependence and reluctance to advance give an
impression of diffidence, a character which at any rate seems
. . naturally suggestive of pathos . . . " Simiarly in the
second half of the minor scale the reluctance to advance from
the submediant to the leading note is even greater than in the
case of the mediant to subdominant., The long and difficult
step of a tone and a half requires an additional effort to
achieve, Gurney thus holds that the melancholy of the minor
common chord is due to the melodic associations of the chord,
and hot, as Helmholtz suggests, to the dissonant (harmonic)
implications of the actual chord itself, Yet it must be ad-
mitted that the minor third (particularly as it occurs in the

minor common chord) which is also heard in its derived harmonic

relationship to the tonid, has not the same stability which
the more consonant interval, the major third possesseé. This
effect of instability explains why the perfect cadence on a
minor common chord is not altogether as satisfying as that on
the major common chord. The just major third, being the fifth
partial tone of the tonic is felt as being in close-relation-
ship to that note. Early composers thus avoided the minor
third as an ending, because of the feeling of dissatisfaction
aroused by its imperfect acdord with the tonic,

It is interesting to note in passing that Schopenhauer

likened the use of the minor key in allegro movements, which
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he describes as characteristic of French music, to dancing in
tight slippers.

This analysis of the reasons why a particular piece has
a particular effect may seem a little far-fetched. But I have
no doubt that when a listener says that a certain piece of
music makes him feel said, his feeling sad, except where he
is already predisposed to feel sad, in which case the feeling
is intensified, is due to the occurrence of some of the above
features in the music. There are, however, many more musical
effects which tend to convey certain aspects of feeling-states
to the listener, either through association, or because of
some inherent quality which arouses pleasure-pain distribution,

The second type of emotional response - the interpretation
of the music according to the subject's own emotional attitude
at the time of hearing - involves a very different attitude.
It implies a spontaneous recognition of something in common
which exists in the music and in the hearer's own mood. The
music is felt to be in dynamic sympathy with his emotional
state, The flow of the musical relationships moves parallel,
as it were, with the emotional flow, It is surprising how
readily music of even an opposite dynamic to the hearer's emo-
tion can be made tb fit in with and intensify this emotion.
For example, it is possible, if one approaches the music with
an emotional bias, to interpret the Cantilena of Chopin's

Funeral March from his Sonata in B Flat Minor as an expression
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of exalted hope triumphing over sorrow; of the poignant sweet-
ness that is often so closely allied to pain; of consolation
to grief; or as expressing the keenest sorrow and desolation,
All may depend on the mood in which one approaches the music.
Where there is no existing emotional bias to colour the music
with such extra-musical significance, the passage tends to be
interpreted emotionally, by the type of subject I am consider-
ing, according to the speed at which it is played. Played fast
he may be filled with a sense of triumph or exaltation - pla&ed
slowly and he may be stricken with a sense of long drawn-out
grief,

My own personal experience of this passage is that if I
hear it when I am sad, my sadness is intensified however it is
played. If I am in a jubilant mood, on the other hand, then
no matter how leadenly it is played, it seems to emphasize and
accentuate my feeling of jubilation.

The third state requiring to be examined is the personi-
fication of the music; or the recognizing in the music of
qualitieé suggestive of certain emotions in the abstract. Dr.
Vernon Lee describes such abstract emotional qualities which
appear tobe part of the music itself as the "infinitives of
verbs“,(l) The music is recognized as being "gay" or "sad"

"or sparkling" as the case may be, without the listener actually
experiencing in himself the emotions which correspond to these

adjectives, This attitude occurs frequently., One realizes

(1) Vernon Lee: Music and Its Lovers, Part I, Chapter V.
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that if one were "gay" or "sad" or "sparkling" the music would
coincide with the dynamics of these moods. This recognition
of abstract emotional gqualities in music may be linked up
with what Dr. Lee describes as an historical emotional memory,
according to which it is possible to have an intellectual re-
membrance of a past event and of the emotion which accompanied
it without again having the emotion in all its actuality.(l)
We recall the nature of the feeling without having it again,
We may indeed also have the feeling itself as well as the
remembrance of it, but in the response I am considering now,
this is not the case.

The parallel between the dynamism of the emotions and
the dynamism of music becomes very clear when we consider the
close connections between emotion, bodily movement, and the
movement of music, Dancing and music have always been re-
garded as closely allied arts, and the interpretation of emo-
tion in terms of these two arts has been common throughout the
ages. Dr, Lee emphasizes this relationship when she discusses
in turn "infinitives of verbs", which she also describes as
"emotional schemata", and "postural séhemata", and their con-
nections with the emotional response to music.

The three kinds of emotional response under consideration
may be connected with Ribots theory of affective memory, inas-
much as they are all mainly based on the recognition of quali-

ties in music which are similar to those which distinguished

(1) 1Ibid., Part II, Chapter VII,

.
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past emotional experience, These qualities, which Dr, Lee
describes as "infinitives of verbs", in an attempt to account
for their impersonal vagueness and undifferentiated nature,
as well as for their universal emotional significance, she
likens to the remaining traces left behind in the mind, of
past feelings, moods and emotions., These emotional residua
she terms "emotional schemata", on the analogy of "postural
gchemata' - the traces of past movements.

Ribot's theory of affective memory is briefly thus;
Emotional states divested of all their accompanying circum-
stances can leave behind them a memory of themselves., These
memorj images of past emotions, he claims, can be revived like
all other mnemic traces, on the return of only a minimum of
whatever had originally left them behind.

I prefer to describe the qualities common to music and
to our emotional states by the general term of "dymamism',
or as "dynamic" qualities. These dynamic dualities include
all the general characteristics of emotions, moodsand feelings,
etc. They are expressive of their intensity or extent, of
their swiftness or depth., It is this dynamic element which is
left when an emotion fades, as a general inheritance to all our
future emotional experience., The exact nature of a past emo-
tion is forgotten with the cause which produced it. Its extent,
poignancy or depth, is'all that remains. But when the occasion

which produced the emotion is recalled, it is on the presence
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of this dynamic quality that the reviviscence of the past
emotion depends. Where the dynamic element is weak, as in
those subjects where affective memory exists in a slight
degree only, the re-having of the emotion occurs in a corres-
pondingly weak form,

Since music in itself can never furnish facts or describe
events or state propositions, unless ﬁhey be musical facts or
musical events or musical propositions (with the reservation
of programme-music), and therefore cannot arouse thé remembrance
of facts, the transference of the dynamism of music to the dyn-
amism of definite emotional states such as joy, sorrow, defiance,

conflict, and so on, means that the subject draws on an exper-

ience which is no longer a purely musical experience. The

individual is adding an extra-musical meaning to the music in
order that he may translate the music into emotional terms,
and thus experience it emotionally. The experience of any
particular emotion depends on the recognition, it may be only
implicit, of a fact, or on the acknowledgement of a relation-
ship between oneself and something external to oneself, Music
of itself cannot provide this fact or this relationship., It
cannot givé the direction which determines the nature of an
emotion, though it can qualify the intensity of an emotion al-
ready existent.

Some subjects will continue to insist that the above emo-
tional résponses to mueic constitute a fuller and more satis-

fying experience than the pure experience of following musical
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relationships., Obviously, to those who are not thorough-
paced listeners, either from lack of inclination, or because
they are incapable of it, such experience, though far less
valuable from the musical aesthetic standpoint, is not to be
despised,

Mr. Clive Bell, in his aesthetic study on art, has des-
cribed the intense pleasure which the "snug foothills of warm
humanity" give him when he descends crestfallen from "the

1)

superb peaks of aesthetic exaltation".( Incapable of follow-
ing to any sustained degree the pure musical form of a work of
music, Mr, Bell confesses that he reads into'the harmonies and
musical progressions that he cannot grasp, human emotions of
terror and mystery, love and hate, and spends the time in a
world of turbid feeling. But nevertheless he recognizes it

to be a world definitely inferior to the world of pure aes-
thetic ecstasy which he but rarely visits; a world where the
sounds of music seem "combined according to the laws of a
mysterious necessity", and where music exists as "pure art with
a tremendous significance of its own, and in no relation what-

2
(2) This attitude of aes-

ever to the significance of life',
thetic absorption he finds akin to that infinitelj sublime

state of mind to which pure visuval form transports hinm,

(1) Clive Bell, Art, p. 32.
(2) 1Ibid, p.3l.
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But poverty of musical aesthetic experience is often en-
riched by an aesthetic experience that depends on an extra-
musical interest., This occurs when in addition to the emotion-
al éxperience directly due to the music, associations are
evoked whiohlare followed and enjoyed for their intrinsic
meaning and beauty, These two responses -~ the emotional and
the associative - gb hand in hand in the case of musical exper-
ience, the emotions aroused by the music often taking their
direction from the associations evoked. Such extra-musical
aesthetic enjoyment, however, tends to inhibit the following
of the musical relationships for their own sake., In the ex-
perience of the highly musical person , associations tend to
be repressed, for the music is listened to for the sake of its
own meaning and beauty, and not for the meaning and beauty of
assoclations,

I must, however, emphasize the point that no subject ever
listens exclusively in one attitude. Eowever strictly the
thorough-paced listener tends to inhibit other ways of exper-
iencing music:thén the purely contemplative, where he gives
his whole attention to the music, he does not always succeed in
keeping ath this level, There is first of all the fact that
true listening involves a certain amount of mental effort,
which he may be incapable oF undesirous of exerting. There is
also the domination of an emotion or a mood which may be too
strong to be diverted towards reinforcing the effort required

in the intellectual following of the music.
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This mood may be itself reinforced in intehsity by the
music., The subject may even in this way achieve a kind of
spiritual and emotional catharsis through the music.

Also, the subject may prefer to listen associatively, or
perhaps he cannot help himself and follows the music associa-
tively or emotionally because a programme is suggested, either
accidentally, in consequence of a superficial resemblance in
the music to some natural sound-effect, or purposely, when a
title or programme is given, or when the music is obviously
imitative or impressionistic.

The success with which the attitude of aesthetic listening
is taken up and sustained, and the likelihood of music's being
experienced emotionally, may depend on the quality of the music
itself as well as on the bias of the listener. All music,
particularly music of the cheap and meretricious sort, does not
induce aesthetic absorption. A professed thorough-paced lis-
tener may listen at a low level when he considers the music
unworthy of greater effort. A musician may accordingly dance
to jazz, and surrender himself to the physical qualities of
sound and rhythm in jazz, when he would not dream of attending
to it for the sake of its musical interest.

We now can see ﬁhat music induces the emotional responses
I have described in two clearly marked ways.

In the first way, as in the case of dance-music, it may

make use of factors which have an obvious physiological effect

on the hearer, Such features as catchy rhythms, sound
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combinations which arouse pleasant or exciting feeling-tone,
‘the use of attractive or physiologically appealing timbres,
and so on, help to excite a certain physiological reaction,
‘half pleasant,’half painful, in the hearer, The subject is
liable to employ the force of pleasant or exciting feeling-tone
which characterizes the experience of such effects in order to
intensify or modify an existing mood, or to create a new one.
Such féctors do not in themselves, however, create a definite
emotional experienée beyond arousing pleasant or disagreeable
feeling-tone. This often may take the form of a vague con-
.sciousness of bodily well-being, or may even produce a sense
of activity in sympathy with these factors. A common example
is the feeling that the body is buoyed up by the music, and
floats undulatingly al,ong_:in accord with the rhythmic succession
of notes., There is also another example in the spontaneous
movemeﬁt of the body which is stimulated by the music. Such
a.'‘movemnent bocurs when we unconsciously jig our foot in time
to the music,

- There is also the pleasing or stirring effect which cer-
tain notes played together produce. The relative degree of
absolute pleasantness and unpleasantness of the different
intervals used in music has been determined fairly accurately
by experiment, Octaves, major and minor sixths and thirds are
the most agreeable, Successions of thirds and sixths, both

major and minor, are powerfully affecting. The opening theme
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of Brahms's Clarinet Quintet, for example, owes much of its
sensuously beautiful effect to the predominance of these
inteivals. In the same way certain instrumental timbres like
the violoncello have a directly emotional effect on subjects
sensitive to quality in sound.

Besides the music which owes its emotional effect to
such directly appealing devices, there is a second type which
relies on some external factor to arouse a definite emotional
state. This is the music which centres round a concept, or a
system of concepts imposed on it, Music which is definitely
representative, or programmatical, as well as music of the
impressionistic type, comes under this head. Successive ideas
which are assigned to the music will bring the corresponding
emotion in their train. Or the music may evoke an arbitrary
system of ideas, :or even one complete single idea, in the
listener, which afouses in turn & single dominant emotion or
mood. Such, for example, is the effect on me of the Cantilena
from Chopint's Funeral March which I have already mentioned.
Such also seems to be the effect of most impressionistic or
titled music. Debussy's "La Cathedrale Engloutie® does not
arouse the successive emotioné which a description of the
story in words would call up. There is created only a rather
nebulous mood or feeling which is linked up with the mysterious
unrest of the sea., A knowledge of the legend on which the
title of the music is based only helps to add a certain degree

of emphasis to the effect produced by the muffled notes of the
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bells as they toll beneath the waves. The story brings a pic-
ture to the mind; but only a vague mystical mood would be
aroused by the music without the story. The music becomes.
the setting for the mood; or the mood becomes thehsetting

for the music.

Thuslit is only when the music is connected, either super-
ficially, by the subject himself, or more closely because of
the direct representational nature of the music, with an idea,
or seQuencé of ideas, or with the vague atmospheric meaning
which works entitled "Nocturne" or "Elegy", etc., convey,
that emotional states which can be described in definite emo-
tional terms, are aroused. Every definite emotion is accom-
panied by an idea or a conceptual meaning, It has its root in
an instinct. Music cannot supply that. idea; nor can it alone
play on that instinct; it can do so only indirectly, But it
can supply the dynamism of an emotion when emotipnal direction
is already there. Emdtional direction is afforded, that is,
the emotion becomes definite, only when.an idea external to
the music is imposed on it by the subject himself, The idea
may be suggested by a purely musical effect, either through
associatioh, or because it has become a convention to personify
particular musical effects. It may also be suggested by a title,

or a programme, or by the listener's own bias towards associa-

tive listening,

It is unreasonable to suggest that music makes us exper-

jence human emotions in the abstract. To be filled with a
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feeling of love directed towards no particular object is not
a very convincing emotional state. It is "I love"; and
further, "I love an object". Or it may even by the knowledge
that "some one loves" and "I feel 'love' in sympathy"., 1In
music this some one may be felt to be the composer, or an
imaginary hero. But unless the music is given a programme or
a title there is in the music no justification for bodyihg
forth a definite emotion, All that is there is the dynamic
-element which gives that emotion its intensity or depth,

Thus we may sum up our findings as to the nature of an
extra-musical emotional element in musical experience in this
way: Where emotional states or even definite emotions are
aroused by music, such emotional experience is due to the
recognition of a certain sjmpathetic "dynamism" in the music
which is akin to that dynamism which is the emotional schemata
or residuum of the subject's past emotional experience., The
subject may interpret this dynamism of the music in terms of
emotional dynamism.and so experience, by the addition of some
sort.of fragmentary idea, a corresponding emotional experience,
- The extent to which he interprets the music emotionally will
depend in a large degree on the quality of his emotional memory.
Where that is slight, or where other factors intervene to
prevent its having free play, he may recognize that the music
would produce a certain mood were he disposed to feel it; as
happens when he finds the music is "gay" without feeling "gay'

himself,
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Moreover, the definiteness of the mood or the direction
which the emotion takes, and the likelihood of a particular
emotion's being aroused, are due partly to the inherent ten-
dency of the subject to supplement musical meaning with assoc-
iative meaning, especially in those cases where the music
possesses obvious representative features. The definiteness
of the emotion may also be due to the foreknowledge of a pro-
gramme accompanying the music.

Such emotional experience is, however,not a purely musical

. experience, and in many cases is hardly a musical experience

at all, since it depends on an extra-musical element. Indul-
gence 1in such emotional and associative enjoyment is inhibitory
to the attitude of aesthetic absorption in the music, since
here listening demands undivided attention in order that the
musical relationships may be grasped and folléwed. Interest in
emotions or moods which depend on extra-musical factors must go
to the wall in aesthetic absorption.  Where, however, the mus-
ical relationships are easily grasped - when they are so ob-
vious as to be taken for granted - or where they are too diffi-
cult to be properly understood, then the subject may take re-
fuge in one of the emotional attitudes I have described.

In such a case he experiences the music emotionally to

make up for the slight nature of his intellectual grasp, Here

emotional experience and a musical experience which involves

a certain intellectual grasp of the music do exist side by
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side, but it is doubtful whether complete absorption in the
music can ever be attained where there exists an additional

interest in the emotion incidentally aroused,




CHAPTER XII.

THE AESTHETIC EMOTION IN LISTENING TO MUSIC.
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CHAPTER XII,

THE AESTHETIC EMOTION IN LISTENING TO MUSIC,

Although the emotional attitudes described in the pre-
ceding chapter are common enough in the experience of all
listeners, including even those who aspire to the highest lewel
of musical listening, they are, as we have seen, separate
from and even inhibitory of aesthetic listening., Music, des-
pi%e programmes, titles, literary and nature associations,
and all thaf makes up the representative side of the art, is
at bottom a complex system of tonal and rhythmic relationships,
The grasp of ~ these elemenfs in their relation "to the
extended work of music which they make up is therefore nec-
essarily both analytic and synthetic. The music consists of
a progressive unfolding of such relationships; the apprecia-
tion of the music as a complete work of art which is fullest
when we are absorbed in the music, is based on an extended
:intellectual grasp. The nature of the intellectual grasp -
;the means whereby we follow the musical significance of and
become absorbed in the music - has been amply discussed in
the earlier chapters. It is now relevant to inquire how far
such an intellectual grasp may also be described as "aesthetic".
The following statements may be possited in this connection.

The perception, often incomplete and obscure, of the
system of developing relationships which we know as music, is

not merely a bare experience of formal relationéhips. The




315,

intellectual grasp of this formal significance 6f music is
accompanied, in true listening, by affective experience dis-
tinct from the ordinarj emotional experience which colours
human relationships. This emotion experienced in true listen-
ing can, I think, bé most adequately described as "aesthetic.”
Assuming that music does arouse in the thorough-paced
listener such a distinctive emotional experience, it must next
be asked: "What is its nature?" "How does it come into play?"
In the following pages I shali attempt to show, first that
such an aesthetic emotion dbes exist, inasmuch as it is identi-
cal with the joy and satisfaction and interest which attend
the creation by the composer, or the conception at second-hand
by the listener, of beautiful music. Secondly, it will be
seen that such aesthetic emotion is dependent on the complete-
ness of the intellectual grasp of the musical significance
of music. Its presence and degree directly depend on the
success with which these formal relationships are grasped as
relationships and fitted into their place in the developing
whole of the art-work. For it must be admitted that what the
thorough-paced listener desires is to grasp and enjoy the
significance and beauty of the whole work, and he can only do
this through his understanding of the parts. His interest in
the music is an interest in the developing of a beautiful whole
which can only be conceived or perfectly understood in musical

terms,

There is finally the question: "Is this the entire
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experience?" Must we admit, as many listeners have emphatic-
ally affirmed, that there is also present in musical apprecia-
tion at its highest an awareness and joy in some spiritual or
transcendent meaning which is dimly felt to exist behind the
formal meaning and beauty of the work, and which glorifies

the experience and gives it a mystical value?

We have already reached the following conclusions with
regard to what I have described as "aesthetic listening",
Aesthetic listening presupposes an interest in music for its
own sake, Aesthetié absorption is thus based on the grasping
and following of tonal and rhythmic relationships, and the
recognition of the musical whole which they make up, This is
the cognitive factor in the experience of listening. The
- interest in the musical whole for the sake of its intrinsic
meaning and beauty is the affective element in the experience.
There must also be included the striving and effort which
almost inevitably accompany the intellectual grasp on which
interest depends. Successful conation brings with it satis-
faction and interest or afféctive experience in a general sense,
Such is the outline of the experience, considered simply as an
experience for and by itself, The final factors of successful
effort and satisfaction make the experience a vital experience.
The successfully completed effort of grasping musical relation-
ships and synthesising them into one comprehended whole of

balanced artistic unity is accompanied by more or less
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satisfaction according to whether the final comprehension of
the music thus achieved is complete or partial. There is thus
enjoyment of the object grasped and of the successful grasping.
The satisfaction is a growing satisfaction in the successive
stages of partially realised expectation which culminates in
the final realisation of the reconciliation and fulfilment of
the parts in the whole. Because, ih aesthetic listening, the
subject is absorbed in the music, and "lives it", the success-
ful grasp of the music through which absorption is reached is
accompanied by a definite sense of self-fulfilment which par;
tially explains the general glow and exaltation,or heightening
of emotional tone, which listening to great. music inspires.
This exaltation, resulting partly from the satisfaction in
successfully directed effort, is as much due to the ease and
skill with which the listener follows the music as it is to
interest in the inspiring qualities of the music itself, It
therefore depends on the subject's musical sensibility and on
his musical background - his power of taking musical relation-
éhips for granted. It is also qualified by the degree to
which the music fulfils his expectation how far he is right

in his predictions - and by the degree to which he finds and
enjoys the music as beautiful. (His standards of beauty are
naturally derived from his past musical experience). The
satisfaction he feels is thus also determined by the quality

of the music itself, The relationships may be themselves
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obscure, or ill-arranged; and then the complete effect will
be illogical and inartistic. Thus besides the satisfaction
in successful conation there is also interest in cognition -
an interest controlled by the degree to which the listener
approves of the artistic fitness with which the relationships
were developed to form the musical whole. But the listener
must be capable of recognising the inevitableness or artistic
justification of these relationships. Such a capacity depends,
~as before, parfly on his background of musical eiperience; but
it is also pa:tly instinctive.. When music appeals to him as
beautiful and is felt to be an impressive, sustained, and
coherent utterance and not merely a meaningless concatenation
of sounds, the aesthetic emotion is most intense. The music
is felt to be significant because it can be grasped as a
whole, His appreciation of music is thus ah experience of
the significance of the whole as a whole, through his under-
standing of the coherence of the parts. It is necessary to
emphasise this once again, as it is possible to grasp the
parts without realising their significance as constituting a
whole endowed with perfect unity. In an incomplete musical
perception, successive relationships may be grasped in a
limited way, without the subject correlating them into a
whole, Thus their formal import may be immediately realiseq,
as when we perceive that a certain phrase ends in a pafticu—
lar cadence. But we do not understand this phrase fully as

music, unless we have followed its progression from the
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beginning through each succeeding note until it culminates in
the cadence.(l) Mr. W. J. Turner's description of listening.

is interesting for the light it throws on this gquestion of the
appreciation of the whole through the parts., He believes that
the comprehension of a complete work of music is dependent on
what he calls "an act of interior rgcognition." "When all the
bits have been pieced together in the memory there still re-
mains the act of interior recognition which makes them into a
whole, This act of imagination - of experiencing in our ima-
gination what (the composer) experiences, is only possible,
however, if we can observe, remember, and fit together the

(2)

bits." In following music it is assumed that as the listener

(1) Such imperfect understanding occurs most often when the
attention wanders, As I have shown, unwavering attention
is necessary to true aesthetic absorption if an intri-
cate work is to be coherently followed from start to
finish., In our enjoyment of a picture, a statue, or a
book, our attention may wander at times without destroy-
ing the value of our aesthetic enjoyment of the whole
work. But our attention to music must be continuous and
sustained. The appreciation of almost any other art-
form, with perhaps the exception of drama, permits of
turning back so that the subject may refer to past details
in order to understand what he cannot immediately grasp.
But music allows no such turning back, except in the
memory. At an ordinary concer-hearing the listener de-
pends on his memory and on unremitting attention if he is
to follow the music successfully, It is thus evident
that a perfect grasp of complex music at a single hearing
is almost impossible., The famous anecdote, which relates
how Mozart, at the age of fourteen, copied out from
memory Allegri's "Miserere" after a single hearing des-
cribes an exceptional case. Even Mozart had to make a
few corrections when he secretly compared his copy with
the original at a second hearing in the Sistine Chapel.

(2) Ww. J. Turner, 'Beethoven , Footnote to P.298.
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is recording "the bits" he is at the same time forming his
comprehension of the whole. But this is not always so., There
1s a difference between grasping a lifeless succession of
formal relationships and receiving from a completed work a
total impression of vital artistic pﬁrpose or even "“truth',
Mr., Turner's use of the phrase "the act of imagination" em-
phasises the fact that aesthetic listening is a constructive
experience, The listener must re-create for himself the art-
work created in the first place by the composer. Each music-
al phrase must be "thought again" if it is to convey any
impression of musical beauty or significance to the listener,
This necessity for identifying the self in listening with the
music has been discussed elsewhere; but it is worth while to
glance at this aspect again from the standpoint of perforﬁing,
where the experience is fundamentally necessary to a true and
valuable interpretation,

It is difficult to explain why a performer who is obvious-
1y 1istening to the sense.of what he is playing should give a
more satisfying rendering of Bach's Prelude in C 4 Minor
(Book I of The Well-tempered Glavie£).for example, than the
player who plays the notes unthinkingly, even though the
latter gives a superficial air of phrasing to the whole piece.

The first player seems to feel the movement of the notes with

an intensity and a conviction of their absolute significance

which are lacking in the second player, Their rise and fall
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possess this absolute truth and beauty for the former only so
long as he strains to follow the music, He may not trouble to
work out explicitly the relations of the notes (for he may not
even know them objectively) but he nevertheless feels the

beauty and significance of a phrase like the following:-
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This realisation will impart a unity to his rendering of the
phrase which seems to be externally expressed in exquisite
gradations of tone, momentary rubato, and finish of phrasing.
The same qualities will also distinguish his performance of
the whole work. Such a player has a conception of finish,

of rounded perfection of beauty and of absolute significance
without necessarily feeling the work to be expressive of the
"Holy of Holies", as one commentator has described it. Such
artistic performance, like attentive listening, involves
creative activity; and this, even at second-hand brings with
it a peculiar satisfaction. This satisfaction, which is
remote from any idea of ulterior purpose and may be truly

described as aesthetic, and which, in the composer, attends
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the creation of music at first-hand and, in the listener or
performer, the re-creation of a beautiful work of music at
second-hand, must now be dealt with more fully.

It is first and foremost a disinterested satisfaction,

We listen and enjoy solely for the sake of listening, The
aesthetic emotion which attends such listening is therefore
.akin to the emotion characteristic of the play-activity of the
young. It is a prolongation of satisfaction in successful
effort for its own sake. Thus, like play-activity, it may
also be described as a manifestation of the creative instinct,
without the utilitarian purposiveness which gives meaning to
creative activity outsidé the realm of art,

But the tracing back to its origin of the aesthetic emo-
tion (which M. Ribot calls, perhaps more accurately,
aesthetic feeling") is not so important as the fact that only
by admitting the existence of such an emotion can we explain'
the peculiar joy and satisfaction which the contemplation of
great art brings. It is a joy and satisfaction in the absolute
or intrinsic meaning and beauty of a work of art. For though
the origin of music may be traced back to "song" when it was a
spontaneous and instinctive means of expression, art does not
begin until "song" is divorced from its end as "expression”
and is regarded as an end in itself, The song is externalised
by the singer in the sense that he dissociates its value as
personal expression from its intrinsic value as a beautiful

form. Though the singer may also examine it and find it good
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as expression,vhe must find it good and attractive in itself
if he is to experience it aesthetically. This interest in,
and appreciation of, the song apart from its value as expres-
sion -may extend so far that the self is submerged in the art-
form, but not in the same way as when the self was identified
with the song as a spontaneous expression of self, The singer
repeats his song, now no longer merely a form of this spon-
taneous self-expression, from sheer delight in the beauty of
his own creation, with which he now identifies himself in a
new way,

It is this identification of the self with the art-form
which I regard as fundamentally characteristic'of aesthetic
absorption in music. The expressive or subjective element
behind the self-individuation in the song as art, cannot,
however, be entirely separated from the formal element, since
in the last resort it is the subjective element which deter-
mines the form, For it must be acknowledged that music at-
tains most nearly that ideal towards which all the arts strive
-~ the ideal in which, according to Pater, "form and content
are one, in which the thing said and ﬁhe manner of saying it_
cannot be separéted."(l) Thus the meaning of music is indis-
solubly united to its fofmal meaning, and cannot exist apart
from it., In artgform and content are only separable when the

content is concrete and definite, and therefore comes most

(1) walter Pater, Essay on the School of Giorgione, in
The Renaissance, P.144.
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close to the objective aspects of life. In music the material
is abstract, therefore it can only embocdy an abstract conten%})

A melody, to take a single and simple unit, is a logical
(= related) sequence of tones., It makes no assertion; there-
fore it cannot be described as true, except in the sense that
it possesses an absolute musical truth, or what could be des-
cribed as an intrinsic significance which is its own excuse
for being. But now we arrive at the vital question: '"What,
then, makes such purely formal relationships satisfying, and
gives them a significance capable of arousing the aesthetic
interest we are dealing with?™ Why should self-individuation
with musical relationships be such a satisfying aesthetic
experience? 1In other words, is perception of unity of form
inherently satisfying?

Hanslick speaks of the intrinsic beauty of the arabesque
as being a source of pleasure. As a formalist his view is the
-orthodox one; but what adds a particular and an almost con-
trédictory emphasis to his aesthetic theory is the following
admission: "Far be it from us to under-rate the deep emotion
which music awakens . . . . . It is one of the most precious
of inestimable secrets of nature, that an art should have the
power of evoking feelings entirely free from worldly associa-

2)

tions, and kindled, as it were, by the spark divine,

(1) "The fluid nature of (music's) impressions renders them
difficult to define - sounds and rhythms have absolute
value." G. Dyson, The New Music, P.19,

(2) Hanslick, The Beautiful in Music, P.26.
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It has been admitted in the previous chapter how prone musical
listeners are to translate their musical experience into emo-
tional terms. Since the very nature of music is utterance -
utterance through the medium of abstract sound-relationship -
and since that utterance is expressed in a formal beauty of
sound to which there is no parallel among the external reali-
ties of the world we live in, it is nétural that music in its
purest and most exalted form should be regarded as expressive
of some transcendental or spiritual meaning, and that it should
even be feit as revelatory of the fundamental and eternal
truths of existence. But such interpretation of music in
transcendental terms is again a subjective reaction. 1In every
case it can be traced back as due to the fundamental beliefs of
the individual listener. As opposed to this spiritual view of
music's significance ig the purely materialistic view of a
clever scientist and mathematician of my acquaintance. Such
listeners as this professedly agnostic, or even atheistical
scientist, find no such spiritual meaning in music, and regard
it as satisfying from the point of formal beauty alone,

This belief in the spirituval value of music can be linked
up with a second consideration which I have already touched
on - that is, the tremendous significance and impressiveness
of sound and rhythm in their elementary physical aspect. The
question may be put thus: qu far is the fundamental impres-
siveness (impressivehess here to be interpreted in terms of

agreeable, exciting and awe-inspiring qualities) of tone and
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rhythm intrinsically responsible for this aesthetic experience
and for this spiritual elevation? |

In musicalrlistening fhere is always, as we have seen, a
basis of pleasure-pain distribution which is the direct result
of the physical elements of music. In aesthetic listening
these physical effects are no longer enjoyed for their own
sake alone, as in listening at the sensory level, but they
nevertheless give a certain "tone" to the aesthetic experience,
These factors - rhythm, harmonious combinations, timbre, and
the like ~ which control the primary pleasure-pain distribu-~
tion are not éufficient to account for more than a very small
degree of musical aesthetic pleasure, 2 Basically, music
should show a predominance of, or at least give an implicit
emphasis to, such agreeable or satisfyingly stimulating effects,
or it would descend to the realm of cacophony and cease to
appeal at all, But music is ever so much more than this,
Music, heard and enjoyed as an art, is the ordered sound and
rhythmic unity as conceived in the first place by an individ-
ual mind (or, as in the case of folk-song, a group of minds)
and understood as such at second-hand by the listener, Thus
we can affirm that no music, defined from this point of view,

can exist spontaneously in Nature. The aesthetic listener

(1) "Tone and rhythm, colour and form, have a natural beauty
or ugliness, are a natural base of emotion." W. Mitchell,
The Structure and Growth of the Mind, p.177.
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demands something more from music than formless melodious
sounds and rhythms such as he may hear in the song of birds..
I have repeatedly described music as a unity of fo;mal
relationships conceived in a certain order by an individual
mind. Is the recognition of such unity of form inherently
satisfying, and is it a sufficient basis for aesthetic satis-
faction? I believe that it is. From my own experience of
listening, and from my observation of the experience of musi-
cians and cultured listeners, I believe that this is what they
ask from music as a source of satisfying aesthetic experience,
Let us turn again to tne question of formal relationships,the
discussion of which has formed the major part of this thesis,
We have seen how the interest of the thorough-paced listener
is centred on the developing system of relat%onships; how the
music alternately arouses and satisfies expectation., The form-
al scheme of music provides greater variety and scope for.
developing experience within the necessary limits than any
other art. This is what makes complex the interest in the
course of following music. The physiological pleasantness of
sound-combinations‘palls unless these are contrasted and de-
veloped as moving parts of a vital whole. The relief which is
given by variation of intensity and timbre provides only the
minimum of intellectual di fference of one part of the composi-

tion from others, and does not stave off the boredom of
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familiarity,

The interest which a programme affords is not a vital
constituent to interest in the music for its own sake, for
the latter can exist independently, and indeed may be inhibited
by the presence of the former. Musical aesthetic interest de-
pends on a progressive following of pitch-and—time relationships,
in which the relationships are grasped (not necessarily explic-
itly, and most often only intuitively as is generally the case
in complete aesthetic absorption; in the case of skilled musi-
cians they are taken for granted) both successively, and finally
as makiﬁg up a significant musical whole. Progressively sus-
tained and partially satisfied expectation distinguishes the
course of experience until the final note is sounded, when all

contrasted elements are felt to be reconciled. The satisfaction

"which attends the complete or partial fulfilment of this ex-

pectation forms a most important factor in developing and ex-
panding this aesthetic interest. Aesthetic interest is thus
mainly based on an intellectual grasp. "Intellectual' must here
be taken to refer not to a systematising and understanding of
concepts or conceptual meaning, but to a systematising and fol-

lowing of formal relafionships and a grasping of the musical

"meaning" with which such relationships have become tradition-

1)

ally endowed.( Such musical meaning has point or value as an

intelligible, coherent, and beautiful unity of the formal

(1) cf. Chapter VII.
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elements of tone and rhythm., ' This intellectual grasp of
musical meaning can in the last resort be described as "intui-
tive."

But though this basic satisfaction in successful effort
is a prominent feature in the aesthetic satisfaction which
listening to and understanding good music affofas, there is a

more important factor in the experience which consists in the

interest in the music itself. The interest in tonal and rhyth-

mic relationships is an intrinsic interést. As in the case of
song divorced from its value as personal expression, interest
is not directed towards the achievement of a goal external to
the music. In the development of this interest the mental
state as well as the music is valued for itself without regard
for the related ideas permitting action or logical thought.
The perfect following and understanding of the music is the
only goal, Except in the case of objective (critical) listen-
ing, the listener has no other aiﬁ in view than to obtain
aesthetic satisfaction,though this need not be consciously
sought. Even in objective listening the goal is the same, but
is now pushed one step further back. The critical listener
may listen to improve his technical knowledge in order to know
and enjoy the music better in the future; though he must not
forget this ultimate aim, and fail to proceed to subjective
listening once he has attained the means. True aesthetic

listening is subjective or contemplative, not objective or
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critical. As in play, the listener is able to enjoy the use
of his faculties, and delights in the music which he is
following, with all the freedom from thought of a goal which
we see in the child at play. There is present no conscious

or unconscious thought of purpose. Nor is the ‘music followed
or enjoyed for any reason than the sake of its intrinsic
interest. The listener lives the music, not emotionally,
dramatically or associatively, but musically, or formally,

And just as play is an experience of self-activity which
exercises and develops the muscles and prepares the individual

for purposive action in adult years, so listening to music is

. a form of self-activity bringing higher centres into action,

Such experience exercises and strengthens the faculties on
which the solving of life's higher problems depends. Play
does its work directly, music performs its task indirectly,
but not less thoroughly. The coherent following of music, on
which aesthetic interest depends, demands persistent effort.
Transferred t o the field of practical and moral activity, sure-
ly the habit ofsteady concentration must help the normal in-
dividual to attain a steadfastness of purpose and a recogni-
tion of the inner harmony of 1life ﬁhich will bring him to a
nobler and fuller way of living,

Though the musical experience of the listener is, in it~
self, immediately unrelated to the world of general experience,

it is, nevertheless, conditioned in its intensity and signifi-
cance by his general capacity to experiencé ) In this way, the
(1) W. Mitchell, The Structure and Growth of the Mind, p.170..
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effect of music on the general capacity to experience, and _

the cumulafive effect of general experience on the particular
musical experience, are reciprocal. For in the experience of
music, as in all forms of experience, the problems of person-
ality and individuality must be taken into consideration., It
is fairly certain that the greater is the subject's capacity

to experience, and the wider his background of general exper-
ience, the richer will be his particular experience, provided

that the immediate means are within his reach., In the case of

music he must be musically receptive, and he must pay attention
to the music to the exclusion of all other interests.

Broadly speaking, the listener's musical experience is
partly dependent on his personality, in the same way as-the
composer's personality determines the style and breadth of
conception of his music. Beethoven had more to say, musically,
fhan Bach, for example, and said it more significantly, for
Beethoven had the'deeper and more developed character or per-
sonality. Even taking into consideration the fact that Bach's
genius was limitéd by the stricter forms he was constrained to
use because of the period in which he wrote, this conclusion
still stands. Bach expressed through his work a more limited
personal experience, though with greater perfection of form,
than Beethoven. It must be understood that the words "person-
ality", "interpret", and "expressed", have only a generai

significance, The composer only interprets the relation of
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his personality to life in the sense that all experience helps
to deepen and strengthen the inner nature; and a musical idea,
or, on a larger scale, the unity of developed and contrasted
ideas which make.- -up a work of music, is a product, and to a
certain degree, a reflection of that inner nature. Though the
significance of a musical idea cannot be explained in the
terms of conceptual meaning as we ordinarily understand it,

the form that a musical idea takes is nevertheless determined
by the personality of the composer. In the same way, the
breadfh of the entire musical conception reflects the breadth
of the composer's inner nature. t is, as it were, a trans-
mutation of experience into the purely abstract terms of form—
al tonal and rhythmic relationships, The more valuable the
life-experience, the more valuable will he the musical idea
and the finer the total conception, This argument holds good
with regard to the experience 6f the listener only in reverse
order, as the musical idea is ready made for him, and he has
merely to re-live it in order to enjoy it.

Besides the fact that the listener's musical experience
gains indirectly in depth andrichness from the richness of his
extra-musical 1life, it must also be recognised that the lis-
tener may turn to music by way of "escape" from the realities
and problems of practical life. In music he finds a world
where a musical logic and a musical significance and purposive-

ness take the place of the world of striving and perplexity
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in which we live, Here he achieves a joy and a satisfaction
perhaps never to be realised in.the world of actual fact,
Thus music becomes a means of strengthening the listener to
take up the bﬁttle again,

Dr, Vernon Lee partly substantiates this view when she
ascribes to music the role of providing the excitement which
she believes is of vital need to man.(l) From evidence col-
lected by her nﬁmerous questionnaires Dr. Lee drgws the fol-

lowing conclusions: "Music ministers to an.underlyingvital need

for excitement as such. A need which, finding satisfaction in

all other human activities, sexual, muscular, or cerebral, may
itself, I cannot help (ignorantly) fancying, be fundamental
and older: need for change in life's process of replenishment
and elimination; and where the activities are psychic, change
felt as revivifying and grateful excitement." Dr, Lee follows
this theory with a thoughtfulvrecognition of musicts funda-
mental place and purpose in life. It is her belief that "man
had better in future find a satisfaction of this need for vital
gxcitement in listening to great music instead of turning Europe
into a battlefield." .

It may indeed be that this is so. But to seek a purpose

(1) Vernon Lee, Music and Its Lovers, p.558
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'and the tranquility it creates seems an unnecessary attempt to
bring ﬁusic into direct relation with the practical and moral
needs of life., "Man does not live by bread alone® is a hack-
neyed saying but nevertheless true, Spiritual needs must be |
satisfied no less than material., No other art, with the |
possible exceptioh of literary art, brings the contemplative
ecstasy and satisfaction which music brings. Even literature,
after all, is closely knit with the things and events, the
persons and the emotions, of life., The contemplation of music
is contemplative experience par excellence. It is natural for
man to delight in, and be tranquillised by, what is beautiful,
whether or not it has a purpose beyond its existence as beauti-
ful., Accordingly, therefore, in the aesthetic contemplation,
which is true listening, there must be included along with

the satisfdction felt in following relationshipes and recognis-
ing the whole in the developing progression of the parts - the
perception of musical form - and over and above the essential
basis of sensuous pleasure in‘the musicél material, a third
element. This is the recognition of the music as beautiful.
This thifd element may, confusingly enough, be partly resolved
into the two former elements. The beautiful in the tonal and
rhythmio relationships of musical form is partly realised
acqording to the ease with which these relationships are fol-
lowed and understood in their relation to the listener's
musical background. It must also be kept in mind that the

fabric of music - tone - possesses an absolute beauty of its
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own independent of the beauty of arrangement.

Yet there is a final quality which distinguishes the
experience of hearing a melody which we understand musically,
but feel to be utterly banal and trite, from our experience
of hearing another melody and finding it beautiful and there-
fore aesthetically.satisfying. The nature of this vital
quality I shall now discuss. It is not an associative value,
although, as I have suggested in Chapters VIII and X this
associative factor is often indirectly present. In aesthetic
1isfening the direct associative significance of music is at
a minimum, Even should the direct associative factor be
present, it need not be, or is oniy.rarely so with cultured
listeners, the source of aesthetic pleasure or interest. We
often half-consciously mark the correspondence between music
and external movements and sounds, but this is selcdom a suf-
ficient 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 definite emotions, moods and feelings
do not enter into the realm of musiqal aesthetic contemplation.

As a last resort let us again turn fa the relation of the
subject to the aesthetic object in our search for the explana-
tion why he perceives and enjoys certain music as beautiful;
There are, as we have seen, certain subjective characteristics

which are vital to the state of aesthetic absorption over and
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above the nebessity for the music to be a suitable aesthetic
object. Whether or not we take up this attitude to music
depends first, on whether we are capable of taking it up -
i.e. whether we are musically receptive - ; and secondly on

whether the objectvis apprehensible in this special way. I

have dealt at length with the attitude of the subject in
aesthetic absorption. It has been seen that this course of
experience, like any other, is a developing course, The
subject passes from a state of neutrality with relation to
the object to a state of intense mental activity about the
object, Starting from a bare undifferentiated awareness the
course expands into a fuller and more systematised knowledge
of the aesthetic object. This is, incidentally, this differ-

ence, In an ordinary course of experience the awareness of

Ithe object is a progressive awareness of a static object. In

musical listening, the object is not static; it is progres-
sive; and our interest in it is akin to our interest in a
developing situation, But we do not have to act with regard
to the musical situation. ,

Now the question as to the suitability of the object to
arouse aesthetic emotion must be considered. To what extent
is aesthetic emotion dependent on the recognition of a certain
quality - the quality of beauty - whiéh may be ascribed to
the music? The natural corollary to this is the question:

Is "pbeauty" in music a quality of the music gua object, or a
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quality of the music gua thing?

Aesthetic experience, like all experience, is always an
experience'of an object by a subject. Thus it depends upon a
relationship - a relationship between a subject and an object.,
It is an attitude of a subject to an object. As such the
nature and quality of both subject and object must be taken
jointly into consideration. The subject must be able to
perceive the object to be a unity of parts standing in a unique
relationship to one another and to the whole. The object must

be such as to permit the subject to experience it in this

_particular way. And it must be such that, being understood, it

arouses a feeling of satisfaction and even joy or contempla-
tive ecstasy in its perfection,

The nature of the qualities which determine the aesthetic
value (or beauty) of'a work of music is strictly beyond the
scope of this paper. I have already fouched upon this question
in the previous chapter. It is necessary only to refer to it
briefly here., It is always important, first, to view any work
of music in relation to its aesthetic historical backgroﬁnd.
The cultured listener possesses a knowledge of the aesthetic
principleé of the art from an historical point of.view, as well
as an awareness (it may be only intuitive) of the absolute
principles on which it is based,

It may be inferred that all beauty in music is relative.
What one age finds aesthetically satisfying a later age finds

mediocre, weak, or unintelligible., Yet there is also a certain
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absolute and constant beauty in the sensuous element of tone,
melody and harmony, which music uses as its art-material, A
major common chord is intrinsically beautiful, whether it
stand by itself, or as a single haven of consonance in a
modern atonal passage.(l) It may also, of course, possess a
derived value from its position in the harmonic context,
Musical tone has in itself absolute beauty. Musical form
(pitch and time-relationships) has relative beauty. Whether
the listener finds a quk of music beautiful depends largely
on whether le can recognise its correct place in the musical
background of all music. He must not expect, for example, the
same quality of orchestration in a Mozart Symphony which he
takes for granted in a Brahms Symphony, or a Strauss Symphonic
Poem. If Mozartt's classical stiucture appears too formal and
conventional after the more romantic treatment of the later
composers, he has to bear in mind that such formalism is a
distinguishing mérE of the period and does not indicate a lack
of vay}ety in style,

How then, it may be asked, is the listener to distinguish
between the false and the true - between, for example, a Bach
fugue and a fugue written by a clever modern student? The Bach
fugue admittedly reaches the highest point of perfection of
that genre. It represents the musical culmination of the age

which produced Bach. In the expression of his musical ideas

(1) cf. Alban Berg's ozzek."
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Bach went further than any musician before him., The term
"expression" here includes not only the technical setting-out
of the relationships, bﬁt the actual form or conception which
the musicai ideas took at the direction of Bach's inward in-
spiration., Thus the form is revelatory of the composer's

inner nature. The arrangement of the musical sounds represents
fhe sincerity of his whole personal life and experience exvressed
through his music without being in any sense a translation of

a specific mood or conceptual idea, or a'conscious description
of the composer's reaction to any external emotional experience,
The student may have produced a fugue academically correct,
made up of well-contrasted and balanced parts, and perhaps
based Qn.a theme similar to Bach's, Yet his work does not

sound inevifably,right in the same way as Bach's; It does

not possess that spontaneous sincerity which marks the classi-
.cal work, The student, moreover, is originating -nothing new.
His aggregation of parts may result in an externally unified
whole, but it does not possess the same organic unity which
rounds to perfection the product of an original creative act,
The first is a unity of parts objectively conceived. The
second is the unity of a complete creation subjectively in-
spired. Bach's fugue is new and unique experience. It is the

inspired achievement of a musician who was at once a pioneer

in that particular form of musical expression, and at the
é same time the exponent who carried it furthest. Because it

is new and unique, evolved indeed out of existing forms, but
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refashioned by a new &ision, the listener also can experience
it, though at second hand, by the same kind of vision which
inspired the ar%isf's creation, Though his vision is the
vision of re~-creation, not of creation, he nevertheless feels
something of the same spontaneity and truth which distinguished
the artist's conception. The stﬁdent, however, starts off
with the inheritance of the forms, as well as with the know-
ledge of the whole output of Bach's genius. His work is like
an emotional echo of Bach's music. The inner vitality of the
style is extinguished. It is no longer genuine or spontaneous,
In achieving great music the composer must surpass the musical
limitations of his time. Hevis forevef overtu:ning o0ld musical
ideals and advancing towards new ones.

But still the question as to what determines our finding
the music beautiful has not been satisfactorily answered.
The aesthetic attitude is dependent on a certain quality of
the object. Then do art-objects only possess this quality
of beauty, or are natural objects ever aesthetic objects?
Beauty in nature exists, but it becomes the source of aesthetic
emotion only when we create out of nature a work of art of our
own. Then we have an inward vision of beauty different from
the external manifestation of beauty in nature as it exists
for the unsympathetic eye.

In this context the following theory of Dr. Joad may be
put forward: that aesthetic experience depends in part on

the quality of the object, as distinguished from our manner of
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apprehending it, Take again the case of the appreciation of

a Bach fugue, "Regarded from the point of view of science

the processes demonstrably involved in such appreciation are
strangely irrelevant to the aesthetic effect . . . . To give
an account of all the events which take place between the
moment at which Bach conceived the musical idea and that at
which I hear a Bach fugue would.fill a volume, But of the

one thing that 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 in the hearing of it, or why I
experience that pleasure . . ., .And the reason Why the beauty
and my pleasure in the fugue are left out of the scientific
description is . . . . that beauty is a character of the whole
« « « « The statement of the theme of a Bach fugue consists
normally of no more than a dozen notes. To strike them at
random upon the piano is to start a chain of physical processes
of the nature and apprehension of which the physicist and the
physiologist between them might give a completely sétisfactory
account. It would be satisfactory in the sense that it would
include everything of importance that there was to say about
them.\ Arrange the same notes in such a way as to form the
statement of the fugue theme, and hearing them you may be
thrilled to ecstasy. The actual physical and physiological
events fhat occur, the sound waves that travel through the

atmosphere, the vibrations of the ear-drums, are the same in
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both cases; it is only their sequence which is different,
The order and sequence of the physical events is, in other
words, an essential ingredient in the occurrence and appre-
ciation of value; yet order and sequence are not themselves
physical things, and no account can, therefore, be given of
them in scientific terms. That in the case of the Bach fugue
it is the béauty which matters would be generally agreed; and
beaufy is aesthetic value., Hence we arrive at the conclusion
that aesthetic value is a function of a whole, and cannot be
grasped by the methods of scienoe."(l)

It cannot indeed be adequately grasped by the methods of
psychology. We may describe the experience of grasping musical
relationships; and we may see how this grasp depends partly
on memory-activity and partly on an inner recognition that
certain groupings and combinations of notes and rhythms make
up a whole that is aesthetically satisfying. We may succeed in
referring (often only intuitively) certain arrangements of
notes back to their artistic development in musical history.
But we cannot put 6ur finger on the reason why thig arrangement
of notes is felt as beautiful and is musically satisfying, and
a nearly similar arrangement fails to move us.

We may consider the case from a new aspect by reflecting
upon those experiences where we find thé object beautiful, yet

do not have aesthetic feeling for it. Here we recognise that

(1) C. E.” M. Jead, Philosophical Aspects of Modern Science.
p.205 et seq.
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the object may afford an occasion for aesthetic experience
without our necessarily having that‘experienceo 4 parallel
experience existé in the lower sense-realm of "taste", We
may, disliking the taste of peaches, yet recognise that a
particular peach comprises the essence of perfection of peach-
taste for those who enjoy peaches., Similarly, a musician who
does not care for the so-called "classical' school of music,

may recognise the perfection of Mozart's music in that genre,

- He realises that such and such a flow of notes is beautiful

and inevitable (epithets sceming to describe the greatest mus-
ical creations); yet'he does not experience an aesthetic
emotion towards that particular work., Such experience is
aesthetic in the sense that the intellectual base is present;
it is non-aesthetic inasmuch as the subject is not emotionally
warmed by the object. This experience is comparable to the
occasion when we "see" the point of a joke without finding it
fuhny, and so do not laugh!

The aesthetic interest or emotion which colours musical
absorption is thus a synthesis of the interest in and satis-
faction afforded by the intellectual element, or cognition;
and the affective element or pieasure and satisfaction in a
particular kind of object which must be grasped cognitively
in order to be thus enjoyed and understood; inextricably

blended with the satisfaction in successful conation; with

the addition of .such basic pleasure-pain distribution as the
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obvious physiological effects of the music exzcite. This last
element is usually fused with the general affective element,
and in the highest kind of listening cannot be separated from
it. Moreover, in aesthetic absorption -~ when interest in the
music possess from the very active and comprehensive state of
following the relationships to that mystical state where the
subject is caught up and identified with the music, interest
.ih the pleasure-pain distribution is at a minimum, This nmys-
tical state of pure aesthetic absorption must, however, be
distinguished from passive hearing.

In aesthetic listening the subject follows the relation-
ships, not objectively, but subjectively. He may have made
them explicit in the past, either as they occurred separately,
in different contexts, or in a previous hearing of the same
work. If he has done this in the past, he is now able to
recognise and combine the same relationships as they occur in
new contexts. He thus takes them for granted, without having
td repeat the process whereby he originally grasped them, His
first grasp of certain combinations may have been imperfect
and incomplete. In this case his present absorption may re-
main correspondingly imperfect; the subject may be contented
with accepting lacunae, and jumping over the gaps. Such
imperfeqt following is not satisfying to the thorough-paced
listener; yet it occurs far more often than he suspects or

will admit.
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Fiist and foremost the unsatisfactory nature of such
broken and non-sustained listening means that the significance
of the whole work of art, as a whole, is lost, or only partial-
ly understood, £Each part must be understood as contributing
vitally to that organic musical whole, on the perfect grasp
of which depends the fullest experisnce of beauty, The parté
indeed may be realised as beautiful in themselves, and so af-
ford a limited measure of aesthetic enjoyment, but the aes-
thetic pleasupe and satisfaction derived from the understanding
of the parts in their relation to the whole far surpasses this
in quality and intensity. In complete aesthetic absorption
the entire musical work is intuitively grasped as a whole; to
which the relationship of the parts are understood, and taken
for granted. It-is a direct, though extended, intuitive grasp;
the coherence of which is destroyed should attention wander,
or the successive parts baffle the listener and fail to slip

into their allotted place,

Thus it must be concluded that musical aesthetic absorp-
tion constrains an interest which is exclusive of everything
but the music; and which has as its base an intellectual (or
cognitive) grasp of the system of formal relationships which
is the music. For this interest in the music gua music to be
perfectly sustained the music must be understood and enjoyed
in every detail, The subject must be receptive, the object,

the music, must be such that it can be grasped as a whole, and
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in the process of being grasped give an impression of beauty
and reveal a significance of truth and value which can only

be enjoyed and understood in terms of itself,

Adelaice,

February 193%5.
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APPENDIX "AM

NOTES TO CHAPTERS VIII AND X,

1. The Value of Timbre, Derived or Intrinsic:

The question of the value of the timbre of certain musical
instruments whether derived or intrinsic, is an interesting one,
-and would repay research. In music certain instruments have
become associated with extra-musical qualities and are always
used by composers who wish to suggest extra-musical effects.

The case of wind-instruments is particularly fascinating, for
this whole group seems characteristic of open-air life, pastoral
.occupations or rustic merriment. The fact that wind instruments
were debarred from Church music during the Middle Ages as being
borne of the "world, the flesh and the devil" suggests that
there was an inherent pagan quality about thesé instruments
which rendered them unfit for religious worship.(l) Throughout
thies time, they were left to the minstrels, the jongleurs and
the troubadours, and even until later ptayed an important part
in all kinda of secular activities "where the spirit of Pan

rather than that of Phoebus Apollo predominated“.(g)(B)

(1) There is, of course, with the exception of the organ; but
this instrument was only used in a primitive way during
the early history of music.

(2) The Musical Companion, Edited by A.L.Bacharach. p.138

(3) In the Pastoral Symphony Beethoven uses the basson and
oboe amusingly in the Allegro - the peasants' merry making,
Third Movement - where, according to Thayer, he deliberately
caricatures a village-band known to him.
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The long period of this association with rustic life
undoubtedly explains much of the derived pastoral quality which
wind—instnﬁments possess, but this same quality also seems to
be intrinsic to the nature of these instruments., The examina=
tion of one or two particular cases might throw some light on
the problem in question.

Reed-instruments above all are recognised as being
peculiarly pastoral in flavour. This may be partly explained
by the fact that the note of similar instruments or their
prototypes has been for centuries associated with the tending
of animals and such rustic pursuits. But can we also claim
that the timbre of these instruments is inherently pastoral ?
For example, does it resemble the cry of animals like sheep
or cattle? The bleat of the sheep can be well-represented by
our modern instruments.(l) There is the lower register of the
clarinet (chalumeau), for example, or the oboe. The flute of
which the Roman prototype was made from a leg bone, is also
capable of producing low plaintive notes. Other animal sounds,
like the lowing of cattle, or the stentorian bellow of the bull,
may also be heard in the deep-throated notes of certain wind-
instruments. Nor is it far-fetched to say that we may hear the
crqaking of frogs in the deep notes of the bassoon or fagotto.
But such parallels seem accidental rather than inevitable, and
must not be pursued too faf. Certainly some instruments are
better fitted than others to imitate the sounds of rustic life,

but whether this is merely the result of coincidence, or whether
Cf. The sheep~incident in Strauss's "Don Quixote'.
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these instruments have become thus inevitably associated with
particular pastoral occupations because of their intrinsic
qualities, it is hard to say. One simple and obvious explana-
tion might lie in the fact that the materials for fashioning
primitive rustic instruments - fluteé, reeds and horns, etc. -
were near to hand and were thus pressed naturally into service.
They were usually of a convenient size and shape (e.g., the
flute or horn) for carrying about. Moreover, a note of
far-reaching carrying-power, yet not too startling, would be
most sﬁitable for use in ténding sheep and cattle.

It is well-known that animals are peculiarly susceptible

instruments

to musical sounds. But though experiments with different/ have
been made on the wild animals at Regent's Park and at Le Jardin
des Plantes,(l) few systematic experiments have been carri ed
out with domestic animals. The effect of music on the milk-
production of cows has been noted in Germany, but no definite
enquiry as to the effect of particular instruments on domestic
animals has been made. It would be interesting to note the
effect of the same notes played on such different instruments
as the flute, the violin, the horn, trombone and the tin-
whistle; on a flock of sheep accustomed to perform certain
movements at the call of these notes on the tin-whistle. The
best effects would depend on how far the different instruments
could attract their interest and attention without terrifying
them by their strangeness or loudness. Should the player be

able to give a fairly close imitation of the original call,

I1) H.F.Gosling, Music and Its Aspects.
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he might deceive the sheep successfully. Thus the question of
"habit" enters the case. The sheep who have come to connect
a particulaf call of a particular timbre witp,a “sequence of
events would be most likely to re-act appropriately only to a
close imitation of that call. Curiosity or fear might also
influence their behaviour should the call seem unfamiliar.

The primitive cow-herd would use from experience a call

on an instrument least likely to terrify the beasts in his

| charge. It is also likely that a sense of fitness as well as

convenience might suggest to him that he should use a horn,

for example, made from the actual horn of an animal,(l) rather

than import an instrument from a distant place. He might also
use a reed from a stream near-by, the hollow limb of a tree,
or the bone of a dead animalo(e)

Whatever is the extent of the associative.value derived
from the connection of wind-instruments with the pastoral
occupatione I have mentioned, it is generally recognised that
these instruments do possess a definitely pastoral flavour.
Apart from these early associations which cling to them, wind-
instruments also possess intrinsic value due.to the calm,
peaceful, breathy quality peculiar to certéin notes of the

modern instruments. Notes of this character inevitably recall

(1) The Jews used the ram's horn.

(2) The flute, the oboe, the clarinet and the bassoon are
all descended from the tibia family.
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the breathing calm of the world of nature. Above all, the
tone of the French and German horn - languid, mellow and
strangely reminiscent of distant ages - seems more romantic
than that of any other wind-instrument.

There is the objection, however, that the same type of
instrument which played this important part in pastoral life,
was also used for hunting, merry-making, and war-fare. The
horn, the bugle, the fife and the trumpet(with the bag-pipes
and the percussion instruments as well) are the instruments
of war. The sound of these martial.. instruments may be
reckoned as intrinsically war-like for as we saw in Chapter
VIII, loud shrill sounds are in themselves threatening and
intimidating,and are thus natural means of defence or attack.
They are also thrilling inducements to warfare., There is a
great difference between the loud resonant notes of battle
and the chase, and the calm breathy notes which characterise
pastoral music. It is mainly this greater intensity, and the
clear, strident quality of martial sounds as opposed to the
plaintive breathy tone of pastoral calls, which give their
character to the martial group of instruments.

But often the same instrument can produce notes which
belong to both types. The horn, for example, is both rustic
and martial. Its long-sustained muffled notes are peculiarly
in accord with the calm breathlessness of the country-side,

while its brighter silver-tongued blast has a thoroughly
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maitial characteroﬁl)

It must be borne in mind, however, that the associative
value derived from the appearance of the instruments I have
been discussing in connection with such different aspects of
life has been the cumulative result of centuries. This added
richness which music has gathered from so many sources is
extremely important from the associative point of view.

Timbre gives colour and emphasis to muSio; and even in absolute
music we recognise unconsciously the derived value of different
timbres, even though the exact origin and nature of these

far-off connections are lost to view.

(1) Other wind-instruments possess this double timbre-character;
in particular, the flute, the clarinet and the oboe. The
low notes of the flute are cold and melancholy, its high-
pitched notes are warm and brilliant. The oboe
Rimsky-Korsakov has described as "artless and gay in the
major, pathetic and sad in the minor". Clarinets may be
either joyful or contemplative; bassoons on occasions are
grotesque, mocking, sombre, or humorous.
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2. Music and Speech:

Between speech and that particular branch of music we call
“song', there has always beén the closest inter-relation. Not
only does each form of expression proceed from the same organs,
but it‘has always been a moot point as to whether song preceded
speech, or speech song; or whether they both sprang simultan-
eously from a common parent. Another subject for speculation
is the ‘question whether the beginnings of music manifested ‘
fhemselfes in song, or in éome other way. The Oxford History
of Music suggests that melody through vocal utterance was th
first impulse to musical expression. It is true that effect-
ive instruments are comparatively recent and that the traditions
of human song go far back. Nevertheless I cannot help thinking
that primitive man was more likely to notice and enjoy sounds
which he produced by means external to his own vocal organs -
like the beating of a stick on a concave surface, the twang
of his bow-string as the arrow left it, or the noise he might
produce by blowing through a hollow reed - than to dissociate
the sounds of his own voice from the feelings they expressed
and to enjoy themras 'sound, or a rudimentary form of music.

The first vocal utterénces must have been s0 spontaneous and
personal that it would be unlikely for man to take up that
detached attitude towards .them which is necessary to aesthetic
experience. At first emotional utterance in song would be bound

up with the expression of his own emotions, and song as art
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would become dissociated from the actual experience only at
a later date. But the attempt to solve the origin of music
is a thankless task, and one which I have not attempted. It
is not how music evolved which matters in this instance, but
rather what music is, and how we come to enjoy it as a highly
developed art or experience of beauty.

Speech is employed far more often as an aid to the
practical necessities of 1life, or as an indication to others
of our own feelings, than consciously in the service of art.
Song, or rather, music, occurs usually as an artistic manifest-
ation without any purpose other than to satisfy the demands of
the inner or spiritual nature. Though the aforesaid initial
connection between speech and song, due to the means by which
they both come into being, is very close, there are other
points of contact between these two forms of utterance. Common
to both are variations in pitch, pace, intensity, and timbre.
The sound-material is common to both speech and song; it is
those qualitieswhich give coherence and definiteness to this
as it occurs in each of these two forms, that are different.
The unifying thread in speech is coherence of idea, or logic;
in song (vocal melody) there is a unity of musical ideas
inheréntly connected in an organic unity of form.

The intimate connection between rhythm and form in music
has been discussed in Chapter IV, In speech there is also
present the same element of rhythm, but I shall call it "balance"

in order to distinguish it from rhythm in musib. Balance does
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give a certain unity to a logical succession of words, different
in kind from the unity of an idea which is imposed on them. The
idea is presented in a logical sequence of words. But the words
chosen to present that idea also have a certain balance. By
balancé I do not mean the exigencies of syatax, though this no
doubt plays an importagifgn making the meaning clear. There is
a balance in the value and the number or extent of the words
needed to convey that idea. This balance is determined partly
by the limiting power of the breath, and partly by the memory.
It would be interesting to see how long a sentence conveying a
single idea could be made to last without confusing or expanding
the meaning unnecessarily. Tests could be made to see what
extent such a sentence could be uttered in a single breath,
allowing no pause for emphasis, or for punctuation; and also
to find to what extent such a sentence could be grasped as a
whole of words without losing the unity of the idea.

The balance implied by the control of the breath is
important with regard to speech. The fact that a similar
scheme of balance also controis vocal melody is a point in
favour of Spencer's theory that song developed out of speech,
or at least of the theory that they developed side by side.
This close parallel between the phrasing or balance of speech,
and the phrasing or rhythmic form of melody is also important
from the associative aspect. It is partly owing to this
similarity of utterence and the parallel arrangement of phrasing

ii speech and song that music is regarded by many as a kind of
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1

"la,nguage"° The divisions of music into balanced phrases which
unite to form musical sentences and paragraphs closely resemble
the divisions of speech. Musical utterance is also impressive
because its cadences resemble the rise and fall of the voice

in speechu(l)

There are innumerable other points of similarity;among
others, music, by the use of contrasting phrases, often appears
to ask a quesfion, and then to answer it. Beethoven's Sonata,
Opus 10, No. 2, has often been likened to a conversation between
two people, Geqrge S8and is also said to have described Chopin's
Scherzo in B??ggnggginning with a question twice repeated, which
is then answered, at first tentatively, and, after the third
repetition, strongly and emphatically. Such parallels, however,
are endless. This resemblance of musical phrases to speech
inflections is only superficial. In music it is just as natural
to balance phrases of contrasting character as it is to balance
masses in sculpture, or colours and light and shade in painting.
Notice, for example, how often composers follow a flowing
cantabile theme, moving diatonically, with a living springing
theme, whose notes move by leaps. Such contrasts make up a

natural and artistic factor in the musical scheme of any work

of music. Resemblance to the inflections of speech is accidental,

(1) The vocal origin of modern European music in the church
music of the Middle Ages is another factor which helps
to account for the resemblance between the phrases of

speech and the melody of today.
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being mainly due to the principle of the need for variety, and
to the fact that both speech and music empléy a similar medium,
sound, for expression. »

It is because of the vocal origin of song that music of
all arts is regarded as most intimately connected with man.
That we can ourselves often re-express a musical theme created
by another by means of such a personal method of conmunication
as the voice, means that all musical experience takes on a
derived personal significance. Music through song, becomes
invested with all the personal emotions, the hopes and fears
and aspirations, which are part of our very being. In no
other aesthetic experience can the merely appreciative subject
share so closely and so significantly in the original act of
creation. By listening,only, so long as it approached the true
ideal of aesthetic listening, the listener re-creates the music
for himself. By merely humming a fragment from one of the
mighty symphonies of Beethoven, he is able to give himself the
Joy of actually reproducing, though imperfectly, the music in
physical fact. A single phrase ringing in his head may become
the cue to the imagined experience of a complex work. Here
the musical listener has the advantage over the lover of the
representative arts. He can not only possess himself of the
music in a way that the latter could never do, but he can give
himself a rich experience by quite simple means.  Would the

lover of sculpture, for example, get the same satisfaction of
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achievement and self-expression out of modelling a finger in
imitation of Michael Angelo's "David" ? And since the logical
form of the statue is eo much less obvicus and inevitable than
the formal relationships of music, he could not give himself
a very successful imagined experience of this work from the re-
creation of so small a part. |

This personal quality which music derives from its
assoclations with speech, allied with its deeply-rooted connec-
tion with the sex-instinct and the opportunities which it gives
for self-display, underlies the whole social significance of
this art. For music is the social art par excellence. Where-
evei people assemble together to promote some common aim, or
whenever they join in a universal expression of spiritual
worship or exaltation or of national feeling, as in the celebra-
tion of a victory, or the mourning of a hero, music is the art

best expressive of their united interests and feelings.
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