MUSIC AND THE EDUCATION OF THE EMOTIONSs

A STUDY OF MUSICAL COGNITION

KEITH SWANWICK - PheDes DEGREE

LEICESTER UNIVERSITY

OCTOBER 1971




UMI Number: U383208

All rights reserved

INFORMATION TO ALL USERS
The quality of this reproduction is dependent upon the quality of the copy submitted.

In the unlikely event that the author did not send a complete manuscript
and there are missing pages, these will be noted. Also, if material had to be removed,
a note will indicate the deletion.

Dissertation Publishing

UMI U383208
Published by ProQuest LLC 2015. Copyright in the Dissertation held by the Author.
Microform Edition © ProQuest LLC.
All rights reserved. This work is protected against
unauthorized copying under Title 17, United States Code.

ProQuest LLC
789 East Eisenhower Parkway
P.O. Box 1346
Ann Arbor, Ml 48106-1346



THESS
Wi 581
51 o v



Foreword

Chapter One

Chapter Two

Chapter Threes

Chapter Four

Chapter Five

Chapter Six

Chapter Seven

Appendix One
Appendix Two

Bibliogrsphy

CONTENTS

62

95

149

167

207
210




FOREWORD

This thesis represents an attempt to grapple with certain
fundamental problems of musical 'meaning', the relationship of music to
human emotions, and the role of music in affective education. The
approach has to be inter-disciplinary, drawing on psychology,
statistical techniques, musical knowledge and aesthetic philosophy.
Consequently, the reader may have to cope, as did the writer, with
many switches of focus which are really unavoidable in this situatione.
Generally speaking, the first chapter is more philosophical, the second
more psychological in emphasis. The middle chapiers are to some extent
concerned with statistical and experimental information and the final
chapter draws together some of the threadse.

Tables, music examples and charts are not all relegated to an
appendix but are usually included in the course of the text, for the
reason that it seems easier to skip what appears to be uninterssting than
to keep turning to the back of the book for information of th‘:ls kind.

As usual there are many people to whom the writer must offer warm
thanks, but in particular,the stimulation and good sense of Professor
Bantock, the very practical help in the earlier stages of Professor Foss,
the art work of Olive Gabriel of the London Institute of Education, and
the guldance on computer and statistical techniques givem by Dr. Brian
Baughan must be acknowledged. There are also colleagues and students
who, through the stimulation of discussion over several years, have played
a part in the formulation and motivatioyn of this work.
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CHAPTER ONE

"Tell me, in your opinion, what constitutes a *graceful’
melody?"

"Well, that's quite a difficult question, but X suppose I
should say one that has elegant proportions, a pleasing
shape, is soft in outline and not too loud or fast, those
sort of things.”

“And how would you distinguish & *graceful' melody from
one that *flows'?"

nIt would have less of the 'graceful' qualities and more of
those which contribute to movement, though the difference
between the two terms is very slight.“

"Do you think that a *graceful' melody could be interpreted
as 'flowing' and vice versa by different listeners?®

"Certainly, quite easily."

"Could this be so if the melody only contained ‘*graceful
qualities which everyone recognised as such?"

“Not if they were only'graceful', no."

"Doesn't this suggest that 1f the melody which you eall
"gra.ceﬁzl' and I call *flowing' contains both qualities,
we must both be right?"

"I%{ seems 56, but the distinc’sién is very fine anyway."

“What if a third party thought the melody was "brut#l'?n

%I think that is unlikely, but I suppose he is entitied
to his opinion."

"Could the melody be given as many constructions as there

are people to construe them?"
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"Theoretically, yes."

"It seems that the melody can therefore contain all these
qualities.”

"Apparently."

“"How can this be so? Is 1t possible that one melody
actually has all these interpretationa, or had we better
look elsewhere for an expla.nation?""

"I think wa had better look elsewhere}”

"jgreeds Now either the melody does contain all of these
qualities or else it affects peopie in different ways
such that each person sees another aspect of ite This
means that it affects you in such a way that the emotional
response produced is one to wﬁich you give the term'graceful’,
just as 1t 1s someone elsds response to feel *'brutal’,

In other words, the melody has préduced e response to which
you give a name, and then wrongly attribute this name to
the melody end not the emotion. In a sense it is correct
to say that the melody is 'graceful', but only in so far
as it produced a feeling of 'gracefulness* in you, and not
as an objective wnalterable charaéteristic of 1ts own.

This is obvious, since we agreed it could conceivably
produce other responses, which for the individual concerned
are correctly interpreted, for Wh¢ is to say otherwise.

The melody does not represent ’gré.cefulness'; it produces
1t, Just as it produces feelings of 'brutality'. Music
can therefore never he described in words, and we ought to

a‘bolish‘a.w such 'appreciative! déscriptions."

This *Socratic'! dialogue waa produced by a music graduate as



part of a discussion of music end its effectse It merves as a

- good introduction to the pi'oblem by showing how difficult it is

to discuss this kind 6! 'thing._ It leads us into a complex and
difficult area and raises such issues as music's 'expressiveness?,
the role of emotion in the musical experience and the question

of 'meaning' in musics 'th concern of this thesis is with the
slippery and hazy area of aesthetlc experience and the contribution
of this experience to education, and this dialogue gives us a
starting=-place.

Ve might notice two important assertionse One is that musie
actual Jy'produces' an emotional response and the other is that
music has meaning only in the manner of the response of each
individual to ite This latter point would suggest that there
are a3 many different pleces of music with the same title as there
are people who listeny thousands of Ercica symphonies, for example.
The implications here for those who compoée. perform and teach mudic
ara far-reaching, for if music can produce so many different .
responses it can easily be regarded as some rather vague, non-specific
stimulus. Musical activity on this view would be something like
having a bath or taking & walks no purpose is served by trying
to focus attention on any "meaning® of such activities. Each
individual will allow his mind to engage with his surroundings
or ignore them altogether, depending on how he feels at the time.
We could never say of such situations that there is & '"cognitive
content*, 1 in the sense that such an activity is a mode of knowing.
Nothing in particular is being offred to the understanding.

Of course, useful ideas, even profound thoughts may be formulated

! The tern is R.S. Peters' in Ethics and Fducation (Allen & Unwin, 1966)
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at such times of relaxation but if so we can only say that they
are assisted by the activity and not that they are caused bjr it
or result from ite In this way they differ from what Peters
calls curriculum activities,such as scienca, history and literature,
all of which would have a 'wide=ranging cognitive content'. Musie
that is similarly defined to bathing or walking as an activity
without cognitive content would certainly be in a strange position
educationally. | As 4t happens, we e;re not obliged to accept the
idea that music must necessarily mean different things to
different people; The emplrical work in the body of the thesis
will indicate an alternative,

What we have been considering is very close to the notion of
pusic simply as a pleasura.ble' cxperiences Ye are reminded of the .
famous remakk by Dr. Burney (1726-1814) the music historien, that
music is an 'Innocent Luxury, unnecessary indeed 4 our Bxistence,
but a great Improvezent and Gratification to our semse of Hearing'.
Pleasure is often involved in the musical experience of cdurse,
but 4t is certainly not often aroused in the simple, straightforward
way of the hot bath or physical exereises Susanne Langer is
very clear on this peinte 1

"But now, since everybody cen read, visit museums, ad heai

great music over the radio, the judgement of the masses on
these things has become & reality, and has made it quite

obvious that great art is not a direct sensuous pleasure.

If it were, 1t would appeal = like cake or cocktails = to ths
untutored as well as to the cultured taste. This fact,

together with the intrinsie *unpleasantness'! of much

)
Langer, S., Philosophy in a New Key (New York, Mentor Books, 1951),

Pe 175




contemporary art, would naturally weaken any theory that
treated art as pure pleasire.” |
Related to but different from the idea of 'pleasure' is the
argument that art in general, and in this case music in particular,
is a form of 'play’s
"This is more like ite Vhen 1%t really comes dowmn to it, music
is purely and simply a game people pley = or watch other
people playings Nobody is going to deny that the pursuit
of this particular sport can bring satisfaction, even
spirituval experiences., All the same, it is still basically
8 game."l
This view of music is very old and can certsinly be traced
back as far as the Romans, who considered music to be & kind of
arena syort, & chance for display and competition. Schiller
defines beauty as ?*tha object of the play impulse 2 end Spencer
a.grees.3 *The activities we call play are united with the aesthetic
activitiess' And as the arts 'occupy the leisure part of life,
so should they occupy the leisure part of education'.4
In his more detailed account of 'play! in human affairs,
Huizinga argues from his obaervation of different systems of musical
frules' in various cultures that music i3 a gzme and serves no
useful purpose: 4t is a separate little world of activity, 5 .
This view is partly responsible for a distincticn that has been

proposed between music end other activities such as science and

1 Geoffrey Brace, Music and the Secondary School Timetable,
(Exeter University, 1970)

2 Cited by E.F. Carritt in Philosophies of Beauty (Clarendon Press)

3 Carritt, op. cits |
4 Herbert Spencer, Education. (Williams & Norgate, 1911)
5 Huizinga, J., Homo Ludens (Routledge, 1949) pe 188.




rhilosophye Peters maintains that the latter activities can never
be 'hived off*' from a broader perﬁpéctive on life and that they
change the way in which we look at the woi'ld; they transform our

1 Althoﬁgh he would c¢oncede that some games

understanding of 1%,
may have consideratle *cognitive content’,(chess etce) he would
say that this is internal to them: they have their own rules and
values But do not change a man's view of the world, They may to
some extent shape his attitude to other activities, politics, for
example, may become a kind of game for some people, but games
'will not transformm his understanding' of other things. Games
and pastimes are thus 'less s'erious' than science, history, and =o
ones Leaving aside any doubts we might have about this, we notice
that Peters finds a 'special' difficulty over aesthethc activities
end he tentatively puts forward the suggestion that the various arts
differ 'in respsct of their concern for the truth'e. Music is
thus seen as more like games than it is like poetry.
"It might reasonably be argued that literature and poetry,
for instance, are developments of a dimension of awareness of
the world, while the other arts, like music, mzy be creating,
as it were, another world to be aware of. The latter would,
therefore, bs more like games than science or history."

We might notice that 'literature and poetry, for instance,'
function through words, whersas the othgr arts, including music,
operate in other wayse This is a matter of some importance which
will be taken up later, but for the moment we must confine attention

to the notion of music as "play’.

1
Re.Se Peters, ope cite pe 160 £f,



If music can be deécri‘bed 23 a game of some mort then this
18 clenxrly a step awsy fron the notion of rusic as sensuous pleasur;.
A gone bas rules and often a welledeveloped cognitive franework
which must be understood by the player and spectator, unlike the
hot bath, which makes no denands of thiz kind end consequently
gmg_mtes prie] te—mims; A try or a gonl 1= a hizhly significant
evant with a great des) of meaning, umlike the *graceful' or *brutal’
nelody which scems t0 peon anything or nothing at ally To see music
23 a groo 13 to move arvay from the vague to the exzets it i3 to
presuppase a generally understood set of rules anl caventions,
styles of play, toctics and 80 one Furthermors, certalm games may
b2 more exciting or better played than others and we may assume
that certain piecces of musicr and performences may be similarly

svalunteds This is cortainly rach firzcr gramnd than the

hedoniatic notion of musio 3 pleasure or the idea that rusio
produces different feelinss in different listemnerss

Al4housh 1t 42 pessible e gee that in soms respecta musico
nay resemble gomes, 1% s danscrous to assume that ‘musgic is purdly
and simply! a games Ve nignt draw out at least one fundamental
distinctiom bgtwm theme Games involws a strong element of
chancee In eny game thero is always doudbt about the outcome or the
develomment of the gms, A predictadble same would be very dull
indeeds Luchk, nmistakes and open~ended encomiers bstween players
ars all part of the games ethose LEven the 'solitaire' cardeplayer
i3 having a tussle with chance or 'fate's VWhen 4% comes to the
nors complex games 1{ seens to Bulzinga that the chance elermént
and the true ganes spirit is lost.

"Really to pley, & man must play like a childe Can we assert

that this is ro in tha case of such an ingenious game as
bridge?"



And in the case of chess the 'merry playemood® has little scope

1 If this 18 50 with certain games

when chance is at & minimume
vhat are we to think of an art where chance i3 so often eliminated
altogethers Chance encounters in music are usually carefully
avoided by rehearsal, mistakes are not part of a good performance
though they may be acceptable in a good games Most pheces of music
are thought out: most games are played oute We might notice 400
that music steers us away from 'reality' by presenting 2 kind of
illusion of eventse The very stuff of music, tones, rhythms,
melodies, is iy a sense unreal whereas games are so often to do
with the realities of human encounter or imeges of human éncounter
like pawns or playingecardss This is not to say that a game can
never be like an aesthetic experience, but merely to point out that
nost games are unlike most musice

One further obstacle stands in the way of the *play' theory.
The serious purpose of a great deal of childrens® pley, when it
alds development and assimilation of experience is sometimes overlooked
in favour of the 'fun® emphasiss DBrace fends to do this when he
links play with religion and ritual and says that they were once
Joyful thingse 2 But Langer has something to say on this. 5

"From this standpoint it is hard to understand whx Bavage

rites so often invole terrible tortures = branding, flaying,

knocking out teeth, cutting off finger-joints, etce Pubertye

rites, .“for instance, in which boys sometimes die under the

1 Huizinga, ope cite ppe 198 and 199.

2 Bracey Ope Cite Do e

3 Langer, op. cite pe 138.



knife or the whip, can hardly be described as 'enjoyment
of 1ife without the latter's liabilities?s Such actions
are far removed from piay."

Couple this with thoe fact that many artists and musicians have
been driven on to produce work under difficult clrcumstences rather
than to take ezsier courses of action and 1% is hard ‘o apply
Spencer's dictum that the arts occupy the 'leisure part of life'.
Perhaps we should make & distinction tetween play = a very important
and serious activity, and gomes =« a pastinme amd relaxation? At
eny rate we are driven ultimataly to a distinction between
ganes shd art,

Turning now to the second main issue raised by the opening
dialbgue. wa are oconfronted with the problem of ‘emotion® in art
and its 'expressionts DBoth are difficult terms and require some
clarification and it would be helpful to deal with !expression'
first. In the dialogue, the view was put that a melody produces
an emotional response in the variocus listenerses In the sense that
it arouses certain feeclings in the listener we mighi say that 1t
enables him to express those feelings.l The position under fire in
the dialogue was that music expressés some concept, for ex_amplé
‘gracefulness', that was presumably intended by thé composer to
be understood by use In this case, express means to communicate
something, The composer in this latter cass is often sald to de

expressing his *emotions', getting them into the music in some way
go that othed peopla can have experience of them, He might, however,
be expressing other things, such as his political ideals or religioms
beliefse Flato, for example, when he found the Lydien mode

1l
This might be so, for instance, if a particular emotion were

40 be clearly brought out by the musice
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*lascivious' and our major scale, the Ionian modes weak in
character, was looking upon music as being able to express nﬁora.l _
statese Usually though, in such discussions as this, the word
*emotion' is coupled with ‘expression'es

A modification of the'expression of emotion' conception is
that music expresses an abstract or memory of emotional expsrience.
lugic, on this view, expresses 'joy, sorrow, pain, horror, delight,
merriment, pease of mind themselves to a certain extent in the
abstract, their essential nature, without accessorles, and therefore
without their motives.'l *In pusical tones the whole scale of our

feelings and passions not yet defined in their object, can echo

and reverberate.'2 *The reactions music evokes are not feelings,
but they are the images, memories of feelings.'5 Here, Hindemith
seems to be more awere of the evocation of emotion in the listener
in some way rather than the comnunication of emotion by the composer.
i@ notice however, that he is concerned to remove 'emotion' as
such from the situations Only the 'shadows, dreamns, reproductions
of actual feelings® are present.

The most extreme recent statement about emotion and music
has been made by ngryck Ccmke4 who tukes up & point by Hindemith
that emotions in life cannot follow one another at the speed they

would appear in musice Cooke replies that the 'idea that diverse

1 Schopenhauer, Tho World As Will and Idea. (See Carritty ops cit.)

2 Hegel, Aesthetics. (Carritt, p. 174)
3 tindemith, P« The Compsser's Worlde ~(Hervard, 1952) pe 38 f£fe

4 Cooka, De The Language of Musice (O.UsPey 1959) ps 20.
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emotions cannot succeed one another swiftly is applicable only to
placid temperaments'e (Presumably such temperaments are unable to
enjoy musie?) Cooke is aware that this will no¥ do, for he
postulates two levels of emotiom, one changeable, the other mors
permanent and so wrigzles out of the problem.

"Fhen we state that & composer, writing a lengthy pikece of music
over a long period, expresses his emotions in it, we really
ought not to have to explain that we mean his deep, permanent,
significant emotions, not the superficial fleetinz ones called
forth by trivial pleasures and disappointments.®

As far as Cooke 1s concemed, not only are emotions expressed

by the composer in his music but they are elso felt by the listener
in the manner that they were first experienced by the musicien.

The listenerts 'capacity for grief® is aroused by the Funeral March
in the Eroica symphony. He feels 'as Beethoven felt's 'Music conveys
the naked feesling direct.'l Cooks i3 clearly trying to find a role
for emotion in music in the face of provocation by Stravinsky.

'I consider that music is, by its very nature, powerless to express
anything at all, whether a feeling, an attitude of mind, &
psychological mood, a phenomenon of nature etce’ 2 In trying to
locate both emotion and its expression in music, Cooke has put
himself in a rather difficult position. Deeply moved by an emotion
we may be but is it the actual spedific emotion of grisf or wha.teverz
Are we really numbed and stunned by sorrow in the Eroica?

How do we know what a composer felt during the long periocd of time he

nmay have spent working on a movement? And shove all, why should we

ICooke, ope cite D 16 £fo
‘)T.‘ited by Cookse
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choose to listen to music that actually makes us feel'grief; an'
affactive state we would evoid whenever possible?

Of some importance here 4s the notion of *empathy's Empathy
defined in terms of 'feeling oneself into and losing one's identity

i might offer some supvort to the sort of views

iu a work of art'
held by Cookes VYhat we would enjoy about music, sad or otherwise,
would be cur own physioclogical ectivities,

"The sprichtlincss of cusic is not in the scumda but in tht;

bright and lively muscle~flutters in {the body of ihe listener.

Yor is the mslancholy.mood of music in the tonal structure but in

the drooping structure of the listener."z

It is possible to see how we might enjoy suck an activitye We
could have the symptoms of emotion without tae reality of an
wpleasant or demending situations We should toe able to experience
Joy or grief at one remove from life~exporiencs, vicariouslye
Pratt, however, objacts tc the 'Einfuhlung' concept on tho grounds that
the onus 1is all on the listeners The greatness of the work seems to
depend entirely on ths capacity of the listener to respond with
empathye There could be’]\%onsensus of‘opinion as to the value and
nature of a particular work if the theory is held in its simplest
forme Pleces of music do deem to have particular qualitles apart
from our reaction to thome ¥Fratt, for instance, carried out a very
gimple experiment 1o show‘this. Subjects ware asked to match
four adjectives with four pleces and were able to do this, szys Pratiy
by describing not their own feelings but the music itself in a more

objective mamers 'Empathy! seems to leave out this sort of Judgement,

1 James Drever, A Dictionary of Psychologye (Penguin, 1962)
2 Carroll C. Pratt; Music as the Language of the Fmotionsa
(Library of Congress, 1952) p. 11 f£f.
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in i1ts accout of the aesthetlc experience but it does have
importance and we must return o it later on in a different way.
Perhaps the strongest case against seeing music as a way
of 'expressing emotion’ ia the one summed up by Pratt when he says
$hat enotions havs thelr locus *within the body sihctures They
cannot exist in some mediur outside the individuale? ! and therefore
cannot exist in musice A century ago, Honslick #roduce& his
formidable troztise in which he firmly and convinecingly denies that
music either excltes emolions or acts as a vehicle for their
communication. Ehotions aYe neither the subject nor the direct effect
of musice VWhat we do find 4in music, according to him, are the

2 e do not pet the whispering of love or the

tdynamic properties‘,
clenour of wor but we do get whispering a2nd clanour in rusice
lanslick too would direct our attentiom to music as an object,
a beautiful odbject cfferod to our imagination, something for contemplation.

"The course hitherto pursued in musiczl aesthetice has nearly

always been hanpsred by the false assumption that the object

w3s not so much to inquire into what is beautiful in music

as to describe the feelings which nuslc awakens."}
Aesthetic investigations must consider the tbheautiful object amd not
the perceiving subject's However, we cught to notice that
Hanslick never preciuded enotional involvement from the musical
experiences Iis description of the excitement that results from
following the composer's thought, of having mueicel expectations
fulfilled or not, shows that he found musiec to be an intense
affective experiences All he says is, in effect, that music does not

texpress! emotione

1.
Pratt, ODs« clde Do 6o
2 Hanslick,B., The Beautiful in Muslc. (Liberal Arts Press, NeYs, 1957)

3 Hanslick, op. cite pe Te
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If wo deny that music expresses emotion =nd tzke the
Hanslick point of view we are still left with two awkward questibns.
Vhat does music express, 1f it expresses anything at 2117 VWhat do
we mean by a 'beautiful' object? 'Pszuty'! is Loth & difficuly and
wifashionable worde It is out of place in considerejng much
contemporary srte Long azo, Veughan Villiesms sa2ld of his
dissonent Fourth Symphony, 'I den't kuow 4f I like it but it's what

I me¥nt'se The implication here seems to be that something of no
particvlar beauty is being expressed in the work, something in this
czze rather harshe e misht notice elso the word *meant', as though
there 13 sohe kind of weesage, & nesning in the musice It is at
this lsvel of discussion that the word 'express' tends to give way to
notionz of 'significrnea’.

To say with Clive 2cll oad Roger Fry that ort works exhibit
tsignificant form?! is rcelly enother way of saying with Reid that
*the truec aesthetic form « « = is expresaive fom'.l The change from
toxpress' 0 'signify' 54111 lesves the problem of what kind of »thing
is being signified, Can rusic signify anythings can it make statements
sbouk other things? Beardsley thinks nct.2 Iusic, he says, can
sey nothing about anything outside of itselfs Ha points out that we
ought to be able to discriminate between 'indexes' and 'characterizery',
that 13 to say, subject metter from interpretdion, 1f we are to ¢laim
that music is saying anything at =21le Thls, he belleves, has never been
adequately dones He would agree, however, that there is an air
of purposiveness about the arts, as though they were being a.ddiessed

40 a listenar or observers Years ago, Edmond Gurney csme to the

1 Reid, LeAep, A Study in Aesthetics. (Macmillan, 1931) pp. 43 & 197.

2 Beardsley, 1.8+, Problems in the Fhilosophy of Criticism.
(NeYoy 1958) pe 376 = 378.
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conclusion that great music always seems to express more than the
lesser workse 1t appears to have, he sald, import or significance.
He could not say what is expressed or signified but only that there is

1 It seens to speak to

a stréng feeling of 'utterance' about music,
us in some way. And so we are back with the prohlems of the
opening dialoguss A melody may appear to have a certdin
character, yet we can ﬁ:nd little agreement about the kind of thing
that 18 being presented in it. We have a product, the work of a
composer, that seems to be saying something, yet on examination,
we cannot locate any meaning in 4% beyond the slopplest sense of
the word.

One of the most convincing attempts to come to grips with this
has been made by Langer, who has carefully argued that music is
& ‘creation of forms symbolic of human feeling' .2 Many criticlsms
have been made of this position but offen they fail to take account of
the use of the singular in the word 'feeling'e Harold Osborno has
considered the ‘l'.heory'3 and makes the point that 'to be the cause of
something is not the same thing as "to be a symbol of that thing"'.
No one doubts this, but Mrs. I@.nger has never said that feelings are
caused but that feeling is symboliseds It 1s possible then to
see what the referent might be for a symbolic presentation via an
art worke ‘'Music has import, and this import is the pattern of
sentience = - « the pattern of life itself, as it is felt and

directly known. o4 Art expresses, in other words, not so much

: Gurneys Eoy The Power of Sound. (Londbn. 1880) p. 312.
2 Langer, S, Feeling and Forme (Routledge, 1953) "
5 Osborne, He, Aesthetics and Criticism. (Routledge, 1955) pe 108,

4 OPe cit. Pe 320
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a series of emotional states but 'the very dynamic process of our
inner life', 1 The subjeoct or referent of art is *certain
fundamental structural elements of our sense experience'. 2
The now famous passage from FEBling and Form is always worth giving

in full,.

The tonal structuses we call music bear a close Legical

- similarity to the forms of humen feeling - - - forms of

growth end attenuation, flowing and stowing, conflict and i'esolution,
speed and arrest, excitement end calm, or subtle activatioﬁ

and dreamy lapsed = not joy or aoriow perhaps, but the poigmncy
of either and both « « = the grea.tnesS and brevity and

eternal passing of everything vitally felt. Such is the
pattem, or logical form, of sentience; the pattern of musio is
that same form worked out in pure measured sound and silence.
Music 1s a tonal analogue of emotive life.®

From a more scientific point of view, McLaughlin makes a
similar atatement when he says that 'music can be analysed into
patterns of tension and resolution'.

*These patterns have no meaning for us in themselves, but can

be perceived to be analogous to patterns of tension and resolution
which arise from bodily and mental ectivities."’

General and somewhat metaphysical as these statements may appear,
they do provide scme kind of foothold for music as a form of communiBatione
One major difficulty in the way of ascribing import to the arts is
essentially bound up with & refusal to consider seriously the
possible existence of presentational forms, capable of carrying and

1 Cassirer, E« An Essay on Man. (Yale, 1944) p. 149.

2 Ope cite Pe 1570
5 McLaughlin, Te, Music and Commmnication. (Faber,4970) p. 100.
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communicating 1deas in a logical form without recourse to
discursive languages Peter's division of the arts into what amount
t0 verbal and none-verbal categories is a case in point. It is,

of course, very difficult to see how the function of music would
correlafe to speeche Attempts, like those of Cooke, to furmish us
with a kind of dictionary of mws ical meanings often seen suspect
end a little crudes But notwithstanding, every type of symbolie
presentation 13 a kind .of logical formulation and ‘c.affers something

to the understanding.l

Many ertists end musicians would be emong the
first to say that what they do cannot be put into wérds, but this is not
necessarily because their productions and activities have no 'meaning',
but because verbal discourse, which is linear in progression from

point A through B and C to D, i3 unsble to contain and signify the
richness of cha ge and growth presented in the arts. If music is
indeed & kind of tonal enalogue of emotive life, then something of the
conplexity of this inner life will attend it. Logical discourse

is wable to do more than itemise the elements of such & situatione

It camot present them to the understanding end by the same token it
cannot come to grips with and examine the effectiveness of

art workse Only those with experience of the particular meddum can
have the remotest conception of what is involved in it. Clearly though,
some indication that music has meening would help a great deal to
sharpen up discussion of these problems.s 'The empirical work in the
body of th is thesis demonstrates that at a certain level meaning

is certainly available in music and can be fail¥¥}y precisely

quantified.

1 Langer's ch;épters in Pnidosophy in a New Key on discursive and
presentetional forms, and the logic of signs and symbols are of
high relevance here,
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Te now must turn to the second point of departure indicated in
the dislozue at the starts The concept of 'emotion'and the role of
emotion in the aeathetic situation needs a gertain amount of
clgrifications Whether the arts 'express' emotion or not, the
word does keep an turning up, like a bad pemny, in discourse on the
arts, often without a very clear idea asto its meaning. | At the
thysiolozical level there appears to be little confusion howeverQ

"An emotion may be defined as & strongly visceralized,

affective disturbence, originating within the psychological
situation, and revealing itself in bodily changes, in
behaviour, and in conscious e:aq:\e:ri.ence."'1

*Emotions are characterized by patterns of vlsceral change that are

controlled by the autonomic syQtem. w2

When we take into account tha various chemical and glandular
changes in the body we ¢an really begin to appreciate the difficulties
of the *expression of the emotions' theory of musices The viscera
cannot possibly respond either dipectly to the sounds or in empathy
with them in the casas of such a long and involved piece as, 83y, a
Beethoven symphonys. The range of emotional states would surely be too
great to be fully stirred up in the listener. Also he would be
exhausted after the performance and this is not usually the cases .
Peopla often talk of being stimulated and refreshed by music not
of Yeing drained by a powerful and perhpps hé.rrawing emotional
situation. Magda Kelber points cut that emotional states and

general ccnditions like tiredness can be a hindrance to attentive

1

Young, P.T., Motivation and Emotion. (NaYey 1961) pe 597.

2 Young, p. 399.
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listening to music.® Emotions can sometimes get in the way of what we
want t0 be doing. They invalve ns-in what Peters calls 'bassivity',
they happen to tm..2
Mc,Douga.ll_ stresspd that emotions do not really exist as such
but are & mode of exper_ience.’ He also emphasied conation - an
experj.ence of striving, or willing as a central part of our
experience of emotions. An impulse to action is present in all
emotional experience, there i3 always a situational elemént, a
notive, and an object of emotions So on this view, an emotion is
not only something that hap _}é;s to us, as it were, but is something
that involves us in action.
The problem of how we become gonscious of emotions was partly
tackled by the femous James-Lange theory.4 Briefly, it states that
e particular emotion is not the cause but the effect of the total
bodily response to the situation we are in. This 'peripheral® -
concept suggests that an emotion is experienced and identified by
the various signals collected in from all areas of the bodye.
Unfortunately for this rather neat ideay & number of experimenters,
including Sherrington and Cannon} have noted in animals and hupans
no loss of emotional response to situations even vhen severe injury
had occﬁfred that deprived the organism of ell sensations from the
trunk and limbse. FEmotional experience seems to arise in the
brain 'without the help of sensations from the body and limbs'.g.
If we were to attempttto explain the emotional operation of music in

tems of a mass of sensations taken chiefly by the ear we should run

1 Kelber, Me, The Introspective Listener. (London, 1951) pe 15.

2 Paters, ReSey The Logola Symposium on Feelings and Emotions. (1968)

3 McDougall, We, An Outline of Paychology. (Methuen, 1969) (1st eds 1923.)
A Jemes, W., Principles of Psychology. (N.Y., Holt, 1890)

3 Woodworth, R.S. ard Marquis, D.Ge, PEsychology, (London, rev. 1949)
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inte similar difficulties, TFor instance, wﬁa.t are we to make of
a plece of music played on a spinet? (There is ho great range of
sensational qualities there, yet many people are emotionally
effected in scme way by Bach's Goldberg Variations and similar

works of that poricde And as MeDougall pointed outs sensational
qualities themselves can be excited by mentzl imagery without any
help from the senses.l ¥e may note the example of a musician who
derives great satisfaction form *reading' a musical score. So it
would seen that emotion has & great deal to do with the brain
end its activitles.
The whole issue is complicated by the so=-called rational
powers in mane Is reason like Plato's chariot rider, struggling to |
control the black horses of emotion?
»Something like this may be trues Yhen the cortex dominates,
behaviour is relatively calm, practical,and goal-directed;
but when the i_.nterbrain dominates, behaviour is disturbed,
diffuse, and emotionals VWhen the individual 'loses his
headt, the interbrain takes controljy but as long as he keeps
his head, the cortex is master.“2
Similarly, Artar Koestler observes that the visceral brain, the older,
lower brain, seems to be a physical counterpart to the *id*, which is

not so much Yuncongcious'! as nonecommmicatives It is 'illiterate(.3
So 1t appears that emotions are located in the brain rather than

elsevhere end that the older brain may be in some sense adriff, with

1 ope eite pe 327

2 Woodworth, ope cits, pe 364

3 Koestler, Aey The Ghost in the Machine. (Hutchingson, 1967) pe 322.
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& kind of life of its om, Koesiler compares the neocortex and limbic
brain system and concludes that 'instead of functioning as
integral parts in a hierarchic order, they lead a kind of agonised
coexistence's This theory does account for the fact that we -
experience emotions as *impact', in the sense that they happen to us.l
If part of our nervous system is, so to speak, out of' control,
end the neweyr, distinctively humen brain is aware of this then
reason and emotion would seeu to pull against each others One part
of curselves observes and tries to control the other. Thus a
psychological division may e seen 1o have a msiologicél basis.

The relationship between reason and emotion has exercised
educationalists a good deal, since a clearer understanding of the situation
would help in eurriculum planning and so one Bantock postulates

two ways in which this relaticnship may be seen.2

The first is the
cne mentioned above, that emotion is a sort of independent force
needing either to be kept in check or to be given suitable
opportunities for d_ischarge, as In games etc. Moments of catharsis
would presuaably alternate with longer periods of régulation by
reasons f[he second view of the emotion~intellect relationship is that
the life of feeling is ths true life of many; reason being &
pedestrian things 1In this case we would look for 'refinement' and
development of the emotional life rather then repression alternating
with violent discharges The arts, myths, ritual and religion might
be seen a8 contrivuting to this development and structuring of the

erotional aspecta of life.

1 Langer says that we experiencae feeling as 'impact' and taction®,
See Minds An Essay on Human Feeling. (John Hopkins, 1970) pe 23.

2 Bantock, GeHe, Fducation, Culture and the Fmotions. (Faber, 1967)

Pe 65 - 86'
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Now it seems very clear that reason and emotion are by no mcahs
ségrega.‘ced from each other in every wayes Bantock says that, once the
synbolic level of humen development is reached, _(1.e., any
development beyond a grunt or squeal)} cognition is bownd to be
involveds Paters sees that emotions involie 'appraisale® of the
situations The division between these two writers scems to be in the
approach to the *education of the emotions's.

For Peters, education should assist us to develop 'appropriate
appraisa.ls’.l It is clearly important {o have the right beliefs
ebout the situations in which we find ourselvese For example,
it would be inappropriate for a husband to be jJealous if these feelings
wers founded on & misunderstanding of his wife's actionse On this
view, drama, novels end literature in general may be ways of having our
‘capacity for making ap Jruads' extendeds

Vhat seems obvious about this particulax account of the
education of the emotions is that no such education is taking place.

No modification of eny emotional state occurs, we merely prevent
ourselves from having the wrong emotional resation to a given situation.
This is doubtless very necessary in a pérson's education in terms of
development of powers of Judgement, discrimination and observation,

but 1t does nothing for the emotion when 1t 1s appropriate. | For
examples 41t was once considered appropriate to fear, hate and,
consequently, to torture witches. Since we no longer believe in withhes
we no longer have such powerful émotiona.l responses %o thems But we

do belleve in, say, Jews and communists, end this century has seen
plenty of hatred, fear and torture of thsse peoples Our appralsals

1
Peters, ODs cit. Pe 188,
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have moved on, been educated perhaps, but our emotional responses
seem more or less the same. Now it is possible to argue that we might
eventually develop a set of appraisals which made no group of
pecple, ethnic or political, the objects of such @motions. Even so,
we shall learn nothing about our emotions, we shall develop no
ecognitive perspective* of the life of feeling but merely have
removed the situations which trigger off the feelings. As for the
role of the non-verbal arts in education of the emotions, Peters
seems to relegate these to the job of edischarge of passivity*,
which is an important function *of symbolic forms*.”~  However, he
does suggest that ability to recognise emotions in oneself is important
and states that just how *this imaginative ability is developed is of
crucial importance in the education of the emotions*e

Bantock, on the other hand, suggests how reason may be more
closely integrated with @motion. *Human developmnt proceeds, in part
at least, out of an ability to make finer and finer distinctions.*”
An emotion beccases more *precise* udien it is defined in a symbol
structure. Affect is also ecommEnicable*, and thus it is possible
to teach ways of feeling. Mothers, for example, teach their
children ways of responding to being hurt, disappointed, or rewaided
etc., and it may be just as possible to structure a learning
situation in terms of feeling as it is in maths. So, on this view,
refinement and comunication of affect are educational objectives
rather than catharsis and correct appraisal. Both writers would
agree that we are at present dealing with the whole question of

educating the emotions in a piecemeal and haphazard way.

~ oo* oit. p. 201.
oo* cit

N T
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(1% should perhaps be made clear at this point thet the
terns 'emotion' and 'feeling' are being used interchangeably as they
tend to be in assthetic debates Langer has a somewhat differemt
approach which is developed in Minde For her the term *feeling*
includes thuman conception, responsible action,rationality, '
knowledé;e' .1 Feeling is really, she would argue, the whole of
consciousness in its broadest sensej i1t 1s & phase of a
physiclogical process rather than & by-produét of it, This is no
place to go further into this matter but we may perhaps assume
that'feeling' includes the mors é‘hriking states we call *emotion'
&8 well &s other less clearly marked affective étates such as
boredom, tiredness, liveliness and so one Emotion is & particularly
intense atate of feeling,)

So far, we have been mainly concerned with *expression', along
with allied concepts of significance #nd meaning, and 'emotiont'.
e ought now % look briefly at some of the less general theories of
art and nusic in the light of the previous discussione Musicians
and writers on music have from time to time formulated aesthetic
theories and it is helpful to notice some of theme

Many approaches have been given over to classifying different
types of response to music which tend to fragment the problem
even beyond the reason-emotion d.{ehotomr. Dwyer says that a
fourfold pleasurs resulis from musical experience; sensual,
kinaesthetic, intellectual and za,esrt:\heﬂ::Lc..2 Kelber indicates that

response to musio may be more or less rational, emotional, sensational

1 Langer, Hindes Ds 23

e Dwyer, Te, Teaching Musical Appreciation. (0OsUePe, 1967) p. 124.
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and aesthetic.” Alvin lists four similar major responses;
physical, sensual, intellectual and emotional. 2 The last she
consider# to be very important. Prank Howes accepts four types of
listener; sensuous, associational, referential and musical.” %$e
last of these involves for Howes a special emotion, an emotion
sui generis. Hany psychologists have made similar distinctions
between types of listener.” To make a list of different sorts of
response and leave it at that is not really very helpful thou”.
It takes us back to the position at the start of the chapter. If
music is as any individual or group happens to take it, and no more than
that, then to structure music education or to see how it could have value
becomes impossible. It becomes a content-less and therefore an
aimless activity. The concept of significance in music or
communication, which we have seen to be of same impgeytance, tends to
be discredited if we attend to what is different in musical
response rather than what similarities there are between listeners.
The emotion sui generis that Howes mentions is of some
interest here. Die idea that music somehow generates a particular
emotion, what has been called the eemotion of the beautiful’, is
quite old. Instead of music expressing different feeling states it
arouses one powerful type of response, sometimes called the

'aesthetic emotion*e Diis could possibly be an area of cammcai

~ op. cit. p. 27#

~ Alvin, J., Music for the Handicapped Child. (0.U.P., 1965)
~ Howes, P., Man, Mind and Music. (Londen, 1948) p. 157 ff#
A cf. Chapter Two

A Clive Bell used the term a good deal.
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experience in an asesthetic situation. There is for many people
'a deep, satisfying enjoyableness' in listemiug to music or looking

at paintings and so on. 1
"It underlies the dramatic intensity perceived in Baethoven's
Egmont as well as the frivolous galety of Richard Strauss's

T411 Eulenspiegele It has been a prime concern of

aestheticians to give a systematic account of this component of
musical experiences Put it has proven to be a most difficult task."
Laszlo balieves that a solution can be offered in the laight of the

work of Meyer2 ahd (‘:olJ.:lngwocd.3 Meyer has put forward what
Beardsley calls a ‘relativistic theory' of mus:lc. He a.ccepts the
principle given by MacCurdy tha.t(\'when instinctive reactions are
stimilated that do not gain expression either in conducty emotional
expression, or fantasy, that affect is most intense'.4
In Meyer's termss ‘'Emotion or affect is arcused when % sendendy. o0
respond is arrested or inhibited'.5 When some kind of action o=
drive is impeded, we become aware of an emotion. Meyer's interesting
work shows how in - the variocus musical cultures expectancies are
produced whith are either fulfilled, delayed, or inhibitede
Incomplete figures set up a desire for completion, to pass over
without sounding a note in an accepted scale series creates a desire

to hear that note, and so on. Meyer develops a theory of musie

1 Laszlo, E., Affect and Expression in Music. (Journal of Aesthetics

o end Art Criticism, Winter, 1968,.)
Meyer, L.B., Emotion and Meaning in Musice (Chicago, 1956) .

3 Collingwood, ReGe, The Principles of Art. (Oxford, 1938)
4 MacCurdy, JeTsy The Psychology of Emoti on. (NeYe, 1925) pe 475

B,Meyer, op. cit. p. 1l4.




27

that places importance on learned norms and deviationse. A style

is established by the composer(s) and learned by the listeners who

begin!- to expect certain things to happens These expectations are

fnhibited 1o some extent by deviations and surprises. In course of

time vertain deviants may become norms and the style is said to have changed.

Western harmony gives clear examples of this, the chord of the

dominant seventh, for instance, is heard a;s a somewhat violent discord

in the sixteenth century and as a cokparttively stable chord by the time

of Beethoven. The 'relativist' position has been clearly put by Hans Keller.
"The background of & composition is both the sum total of the
expectations a composer raises in the courss of a plece without

fulfilling them, and the sum total of those wnborn fulfilments.' *
The foreground is, simply, what he does instead = what is

actually in the score."l
There must bs an understocd, learned background in the light of which
musical events take place. lMeyer would not go so far as to say that
everything is relative and culturally based, for example, the intervals
of octave, fourth and fifth seem common to all musical cultures, but
learning 18 an essential factor in response 1o musioc. A similar
conclusion is reached by Gombrich in terms of the visual artse There
i3 not at any time in visual perception an 'innocent eye'.2 ¥hat we
know influences what we sees (Incidentally, wa'mightl notice the work of
Zipf, who discovered a fixed relationship in various passages of prose
between the frequency of word use and the number of different words
usede The number Sﬁggfggtin-the sample equals the number of times the

most used word accurs.5 This seems to be a demonstration of a

1 Keller;He«y, Towards a Theory of Music. (The Listher, 1lth June, 1970)
2 Gembrich, E.Ha, Art and Illusion. (Phaidon Press, 1960)

3 Cited in Symbols, Signals snd Noise. Plerce, J.R. (Hutchingson, 1962)
p238-1,
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background-foreground type of operation in language.)

The idea of the arousal of affect by inhibition of tendencies
is helpful to the extent that it shows how music may be able to
stimulate the listener into en affoctive states It rums imto
difficulties in explaining how the emotional arousal may be
80 pleasurable. Lazslo believes that Meyer was mistaken to assume
that the music itself arouses affective states without reference to
& wider contexte Man i3 *affect laden' anyway and he brings to the
music & charge of feeling that has been accumulated by everyday
1living. |

"Through the myriad shifting and coalesing connotations of

mugical sounds in their manifo¥d musical organisations musie

acquires a capacity to formulate lucidly and thus express the

elements of the intrinsic btut inchoate realm of accumulated
affect for each musically inclined individual." *

As Collingwood sayss 'Until a man has expressed his emotion, he
does not knbdw what emotlon 4t ise The act of expressing it is
therefore an exploration of his own emotions®. Once an emotion is
identified and expressed in a symbolic form like music, the mind is
*lightened and eased'.2 So for Laszlo, the phrase 'music expresses
emotion' is another way of saying 'music resolves affect's The emotional
atate is part of ordinary human existence and the music relieves us of it.
Therein lies the plsasure and that is why music is sought aftere

There are certain serious difficulties about all this, Firsily,
different listeners will presumably be bringing differemnt affcctive
statess to the music and 1t is conceivable that the particular emotion

or emotions that are ®expressed® in the musiec by the composer may have no

1 Laszlo, op. cite, pe 133,

2 Collingwood, ops cite, Dpe 1lle
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bearing on the needs of any of the audience.s For Collingwood, it

is particular emotions that are 'elucidated’ and *discovered* and not
a sort of general affective state which éan be discharggd throush any
musice There is a conflict here between a notion of emotionsas ..
specific and differentiated statesand the idea that emotion is a

' general level of 'charge', rather like e wet battery,which necds
releasing from time to time. If it i3 the latter that Laszlo is thinking
of, then iﬂbears no relation to Collingwood*'s poift of views 4if it is
the former, then it is ;mpoésible to seo how particula:;'. ligteners get
release of affect from particular pieces emcept by a very lucky
strike.

Secondly, music has been kmom to arouse affect rather than to
reducs ite It is perfectly possible for a person to go to a
performance feeling no strong feelings at &ll ibut 10 come away
stimulated and excited by the musice Music can disturb as well as
soothe We are reminded of Pepys who tells in his diary (27th February,
1668) of going to & performance of wind music

"which is so sweet that it ravished me and, indeed, in a word, did

wrap up my soul so that it made me really sick, Jjust as I have
formerly been when in love with my wife « « « and makes me
resolve to practice wind musich = = ™

Pepys foumd himself both disturbed and delighted by the nusic he
heard and clearly wanted to repeat the experience, but it does not seem
that affect was released by the experiences On the contrary, it was
aroused ¢o the extent of namsea.

Thirdly, those who have 'experience of music often feel that it
does Yspeak to us' in some weys it does communicate somethinge A
good night's sleep, a hot bath or a walk in the country can relieve us
of emotional tensions, but music iz more structedlithan any of these

activities, more informative. Theories of *relativity' tell us nothing
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about the possibilities of import or significances - They do not help us
to see how in the aesthetic experience we may bes
*laid asleep

In body, and becoﬁe & living souls

Vhile with an eye made quiet by the power

Of hamony, and the deep power of joy,

We ses into the 1life of things".

Cne further qualification must be made to the relativist position.

It is a psychologicel points MacDougsall called it a *curious dogma'
to say that emotkons ars only experienced when natural tendencies to

L mis is clearly true in the case of anger,

action are obstructed.
but some measure of feeling attenda all our experience even if no
obstruction is offered to ocur actionse. To say that affect 1s

aroused *when a tendency to respond is idihited! 15 fair enough, but it

would be dangerous to assume that this is the only condition under
which affect mey be arousede The importance of the theory remains
though, in that it points out the learned response o music as

crucial to any consideration of aesthetic experlence.

With respect to the relationship of the listener to the

work we ought finally to take account of one other important camcepte.

Bullough glves us the term *psychical distance® in his description

of this relationship from the point of view particularly of the

visual a.rtssz He describes how we are involved and yet detached in

a way during the aesthetic experience. Normal everyday reactions

are suspended and & special kind of attitude is adopted to the object.
This 4s what he calls *distance's He says that it is very easy to -

1 ODe cit. Pe 3290
2 pallough, Ee, Aesthetics. (London, 1957) pe 93, ffe
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under=distance by relating and associating life experiences with the
art experience. (Bemarﬁ Shaw used to say that the slow novement of
Eroica reminded him of émusing memories of funerals in Ireland.)
Scmething of this may be seen behind the view of Lambert, who found
some of Tchaikovsky *wearisome because a defirite emotional
reaction is .attached to the different themes as they occur, whereas in
Haydn or llozaxrt #ur emotional reaction is derived from the movement
23 a whole's The artist or musician though would usually tend towards
the oprosite extrame by becoming obscure, artificiel and absurd, thus
over=distancing.  Difficult as thls concept is to substantiats,
i1t does sum up a good dezl of truths We can lose sight of the
art work by *taking it tooliterally® or by becoming *too involved'
with the characterss And sometimes works do scem to be very
tdetached® from our expericnces 'Distmnca' is a concept that
emerges again from . the empirical work, end it will be reconsidered
in later chapterse.

To briefly summarise: We have noted certain wezknesses in
theories of nusic based on direct sensuzl pleasupe, on pley and
on the direct transmisséon of emotionse Theories that stress
catharsis and empathy seem somewhat incompletes A theory of art as
communication, signifying something, is difficult to hold unless
it 18 held that 4t is the 'forms® or *pattems' of feeling yather than
specific emotions that are the referenise The 'relativist!
theory helps to show how affect may be built up and discharged
by music, though the modification,that music discharges‘ affect
accumblated in life gererally,has a number of wealmesses. The role

of emotion is very hard to assess, but there is often unnecessary

1 Lambert, Cay Music Ho! (Faber, 1934)' Pe 314,
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confusion between ideas of different spscifio emotions somehow
locatod or identified in the music and a state of endiion which
may attend listening to music etce Emotion Ltself is a diffioult
concept and tends usuwally to be used in discussions of aésthetica
in a loose ki.nd of waye The word'feeclings' has a wider and more
flexible connota‘kion.'.

A nmumbeyr of specific questions seem to arise out of all this, same
of which may be amenable to empirical worke Is 4t possible to find any
kind of consensus on the 'meaning® of nusic? In wﬁat terms might
this meaning he expressed and brousht out? How does music relate
to our 'life of feeling' in general and in particular, how does it
make its effect upon us? How can feelings be presented in musio?

The empirical work described in the body of this thesis will,
it 1s hoped, contribute positive information to these problemse In
particular, 4% 43 hoped to demonstrate that 1% is possidble to descride
nusical *évents® in quite precise terms within a given relationshipe.
There are also ways of showi ng something of the relatlionship that
exists, so to speak, betwecn listener and musice The situation is by
no means as hopeless as is implied :!.n the opening dialogue:s 1t is
possible to have a consensus on the 'meaning' of music if appropriate
instrunents of neasure are usede The findings will tend to
support the *signification' theory but also demonstrate the importsnce
of leamed norms that are a feature of 'relativist' conceptse Further
discussion can then take place in the light of the gleaned information.

Any such informmation has important implications for musio
educatione We need to know what kind of an activity mwsic is when
we go beyond a mersly technical level and it becomes en mesthetic
experiences We need to discover what elements of the music experience
may be sald to have 'meaning' and to find out how such meaning is
understood and what leamed background is appropriate to this understa.ndiﬁg. :
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Information about abilities to achieve aesthetic experience is

not available to date and it is hoped that the expserimental work

will show the effect of age and general ability on music wnderstanding.
Most important, the question of whether or nof musio, and by implication
the other arts, has bearing on the 'education of the emotiona* ila.s to
be continually enswereds Otherwise the music educator, especially

in the schools, is in doubt as to the role of his particular

specialism in the lives of his pupils. That there is a need for

a theory of music that takes in all that we would recognise as musidal
experience, is obvious from the previous discussion in this chapter,

It is hoped that & clearsr picture can be presented with the aid of

some empirical evidence that will ‘be of value to the musician and above all
to those who teach the peculliar and many-sided thing we call muéic.

We camot claim that the answers are final but it is to be hoped that

they are steps in a forward direction.
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CHAPTER WO

One of the fundamental difficulties attending sny empirical
investigation in‘to music and its effocts 1s the variety of levels at
which it ecan bé teken by the listenér, or 4o be more é,ccuré.te; the '
'auditorts Accordingly, we shall find a wide range of experimental
work in the field covering music thefipy, social and cultural factors
in music and tests of perceptual ability.l Since our concern 15 with
the specifically aesthetic response, we must confine attention to work
that has bearing directly on this areas Even mo, the field is prejty
wide and the level of approach is very variable.

In an attempt to quantify the complex data of musicsl response,

a number of investigators have used standard medical equipment to
neasure and record the effects of music on the physiologye One of the
eavier experiments is described by Yda H. Hydes

“It has been discovered that cardiosvascular functions are

reflexly stimulated concomitantly with psychological effects of
music shd that, through the use of the Einthoven string
galvancmeter, and sensitive sphygmomanometers, the physiological
reactions that have been excited by different sorts of»music

can be measured and compared."2

This kind of approach has s8ll the instrumental paraphermalia of
scientific method, with dials and meters giving readings of changes
in Blood-pressure, pulse, respiration, galvanic skin response, md so one

Unfortunalelys matters are not quite as straightforward as all that,

1 For cxanples

Alvin, J. Music for the Handicapped Child. op. cite

Swanwick, Ke Popular Music and the Teachers, (Pergamon, 1968)
Bentley, As Musical Ability in Children and its Measurement. (Harrap, 1966)

2 Hyde, I.Hs, in The Effects of Music. ede Schoen, (Eegan Paul, 1927)
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and certain complications which became apparent to Hyde are still with
us. A great desl depends on the state of health of the auditor on
the environment, on * the degres of alertness or fatigue of the subject
and on the degree to which the music wsed is familiar,.

On this question of familiarity, more recently, Hunter found
physiological differences in :-espdnse in terms of predicatable andﬁ..

1

unpredictable musice © She noted changes In sinus arrhythmia, (This

being the phenomenon of the heart=beat rase increasing during inspiration
and decreasing during exhalation. K.As tends to disappear as the subject
becomes more highly aroused and it is therefore a useful measure of
‘mentol effort’s) Nonemusicimns showed less evidence of S.A.

during predictable (familiaresounding) music than during silence or
unpredictable music, indicating presumably more mental effort being
directed towards the better knowmn styles. Interestingly, and of some
significance, 4s the fact that clear results were not forthcoming

from musiclanse It would seem that this particular measurement can

only be takeh from the less experienced listenef-

Miss Hunter is clear sgbout the difficultiea of getting and
interpreting physiological readings. The writer has also had
difficulties in attempts to measure slight changes in respiration
using a thermal devices The results tend to beasily disturbed md
es the people who understand the machines seem to be reluctant to
place any great weight on such readings, it seems wisertp uffer
only wellegstablished evidence in this fields A collection of
experinenfal evidence of this type has been summarised as follows.

1l
Hunter, He, An Investigation of Fhysiological and Psychological

CHanges Apparently Elicited by Musical Stimuli. (unpkblished M.Sce
thesis, University of Aston in Birmingham, 1970).




36

"l)  lMusic tends {0 cause changes in breathing, cardias
blood=pressura, and blood supplye '.l'hé tendency 41s more to
increase the rate of these activities than to decroase ite
2) Musiec that 1s streng and vigorous and rhythmic has a
greater tendency to increase these physiological processes than

other kinds of compositionse™

Beyond these somewhat general statenmts it 1s somewhat difficult

- t0 gos Clearly, we cannot equate these kinds of response with
aesthetic quality or satisfaction, for, .if that were the case,
'strong, vigorous and rhythmic® music would be per se, of greater valu_q;‘j.
and significance than other kinds, which 1s obviously not =0,

However little such investigations mgy have to offer in the realm
of uuderstanding and appreclating music as an art form, yet such
measures may help to sharpen up the role of music as therapy or an
ald to work, though sometimes the conclusions seem fai¥ly obvious.

*It is safe to recommend a lullaby played on a violin as a
sedative for all individuals who are sensitive to musical
tones."z

However, music has becoms, a3 Hyde foMzaw, 'a valuable sgent %o
sclentifical 1y organised labourt.

A nukber of investigations relating to industrisl efficiency,
accidenteratz, boredom at work, absenteeism and concentraticn have

been carried outs’ The main requiftments of muic in an industrial

1 Iundin, Re¥W., An Objective Psyéhology of Vusice (NeYe, 1953 & 1967) P.i%¢

2 Byde, ope cite p-197. |
3 Lundin, O cit. ¢ 25k .
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situation seem to be that it should be rhythmically regular, varied
in tempo, based on majority preference, not so striking in charader
as to cause cessation of work, and at a level of inteusity to match
the sound level in the place of work so that 1t is clearly audible
but not distracting. There should also be spalls of time without
the music for maxinum effects  Firms such &s Muzak claim that their
programmes of music help 1o inerease productivity end reduce tensions
in industry and office work.]' In some cases there have been
reports of greater output of ezgs and milk, from hens and cows
respectively, when musio is used.'

Once again, it seems véry clear that to consider music from this
angle 1s to ignore ocne of the cantral questions for this thesis,
of '"meaning' and affective response. Workers in factories and offices
ere not supposed to listen to the musio to the detriment of work.
It is not in these terms that we shall be able to approach the
problem, for instance, of how a quiet, timbre-restricéed and
rhythmically non=vigorous movement like the Lydian movement in
Beethoven's string quartet opus 132, can spparently cause a high
degree of excitement in saus listeners. Such 'understanding® and
lemzned response is very different from the use of music in industry
end from the more striking effects described by Sargants

"I+ should be more widely known that electrical recordings of

the human brain show that it is particularly sensitive to

rhythmic stimulatlen by percussion and bright light among

other things and certain rates of rhythm can build up recordable

1 Art1cle in the Guardisn, October 12th, 1970.
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abnormalities of brain function and explosive states of temsion
sufficient even to produce convulsive fits in predisposed
subjectss Some people can be persvaded to dence in time with

such rhythms wntil they collapse in exb.a.u.ss*lzion.'%'1

Studies of trival rituals certainly suggest that the brain van be |
overstinulated by nmusic when 1t is involved in ceremony of some kind,
and gorething of thls can be found in the response to some popular
music among young peoples Bulb once again, such an account of
masict's effectiveness camot begin to make sense of a simple tune
thet is enjoyed, as 1t were, for its wwm sakes MosE kusic does nod
reach levels of brain stimulation as described above, and some other
way has to he found of probing its effects and significances

From a behavicural point of vier, 1t is possidle to nmap out the
boundafies of sound and to determine to some extent the dimensions
and limitations of our hearings Ths relationshlp between the
Phaysiczl aspect of sound and its psychnlogical counterpart, the
stinmulus and respomse, can then bg studied in terms of human
behaviours Studies in thls area can certalnly be described as
Yobjective' and thus meet with the approval of Lundin.2 They can also
bs carried out with precision by using electronic equipmat with
calibrated controls and by asking subjects to make adjustments to the
contrdls to achieve particular effettss A nunber of experiments of
this sort, notably those of Stevens, demoustrate the fact, for
exampley that the humen organism seems, even on the simplest level of
soﬁnd stimulus, to impose a somewhat slanfed interpretation on to the

gound mxl‘.eria.‘n..3 Stevens preseated subjects with pairs of

1 Sargant, Wey, Bat tle for the Mind. (Pan, 1957) ps 92e

2 Lundin, OPs cite Pe Do

3 Stevens, S«Se, The Attributes of Tone « (Washington, 1934) p. 457-459.
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altermating tones varying slightly in frequency, and asked them to
correct the difference by adjusting the intensity level of one of the
4tones. It was possible to conclude from the adjustments made, that
pitch is by no mesns identical with frequency, since the pitch of the
lower sounds appears to decrease as intensity is increased, end the
pitch of higher tones appears to increase with an increase in intensity.
Using similar techniques of paired sounds, two tonal factors
emerged in addition to the usually accepted ones of pitch, loudness,
timbre and rhythme They are 'volume', & spacial quality which increases
with intensity and decreases with higher frequency, and 'density*,
or possibly 'brightness’, which increases with ‘increa.ses of both
frequency and intensitye There may well be other such secomdary
factors that can be located in the sounds. Howevery the main
physical-psychological relationships are as follows, though not of

course in a simple one-foreone correspondence.

PHYSICAL _ PSYCHOLOGICAL
(the sound-wave) (as 1t is perceived)
a) frequency pitch
b) intensity ‘ loudness
c) form | timbre
a) duration rhythm (in a wide sense)

It seems reasonable to add one other sound factor to the
existing four, namely 'simulianeity's In a sense, timbre is a ma.nifestation
of thig factor since it depends a good deal on the selection and number
of overtohes present with the fundamental sounds The distribution of
energy amonst the overtones also plays & part in determining timbre,
but basically, it is possible to say that timbre depends on the number
and nature of simultaneous sounds, The concept of simultenseity must

however stand apart from timbre, since it accounts for the perceivable

A m Ty el

Nl L e o
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tonal qualities of consonance snd disgonance, which, althouch
dependent on learning to a large extent, do seem to be fundamental

to all musical performance and listenéng that involves more than

a single clangsl Simultaneity might also justify for itself a place
among the basic sound factors by virtue of its having aural
boundaries similar to intensity and frequency. At one extreme,

a great deal of simultaneocus tonal activity may become confusing and
uncomfortable, while at the other extreme, a prolonged clang or set
of single clangs may become weé.riscme.' The boundaries of

intensity and frequency are welleknown, from the pain tifeshold

8t high intensity to insudibility at the lower end and the extremes of
frequencye Pitch and timbre cannot be perceived at ell on very
short sounds, and sounds of long duration tend to becoms boringe.

We may in fact, put forward a concept of comfortableness, which

can ba strained when musical materials approach the extremes from the
psychological point of viewe Ortmann found that sounds in the middle
of the pitch, loudness and durational range were prefered by his
m.xhjec‘!;s.2 This was the case even when no more then the very
limited range of the piano was usede Sounds in fact can secem aggessive,
or may fatigus us if great concentration is needed to perceive them
clearlys Feeling states can obviously be aroused by sounds when they
depart from the *‘comfortable' middle band, but is this a fundemental
way in which musiec makes en effect upon us? Clearly not, for musie
on the radio is carefﬁlly cantrolled to take out the extremes of
intensity, and the equipment itself usually filters away a good deal
of the frequency and wave-form extremes. And yet most people a.re
fafrly happy listening to radio or records end are liable to get

1 A clang being a musical note of any timbre.

2 Ortmann in The Effects of Musice opes cit., Chapter 3.




aesthetic pleasure from them.

The prime di€ficulty about attempting *_bo< map ou:b nusical
response in terms of acoustical phenomena is similar to that
inherent in many investigations relying on physical measuress Both
the physical and behavioural approach tend to deal with musical
matorisls gather than with musical elements. This is a very
important distinction end separates sounds that are not seen in |
& musical framework fiomsounds that are located in a specificalhj
musical perapective.l To -consider the duration or pitch of a tone
is not necessarily to see that tone as a musical thing, A tuno,'
which would be & musical element, is m&re than a series of clangs
of different pitches and duratione It assumes a certain character
and sense of movement and shape. (A student of the writer's once
complained that his sense of pitch was so strong that he tended ’to
hear separate, nameasble notes instead of a melodic line.) Even &
single sound can he seen a3 a musical element, depending on ﬁe
circumstances,s The note "A" that is sounded in & particular
concert-hall to indicate that the performance is due to start or that
the interval is over, is likely to be treated as a signal for us to
. return to our placess On the other hand, a single note of the
same frequency, without any rhythmic impetus, the note "A" that is heard
on the trumpet at the start and later on in Wagner's Riienzi Overtureg

is more likely to be heard as & musical eiemant. Any sound can be
in itself a part of nusic if it i3 seen to have the potential of
growth and relationship with other sounds and if someone, composer,
performer or listener intends that a musical statement shall be made.
Alternatively, no sound is, just by virtue of being a sound, a musical

1l
The distinction is made by Langer in Problems of Art. (Routledge, 1957)

PPe 39y 40.
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elanent; The sound of an organ pipe,  for example; is often jJust
a piéce of raw material to the organ tunere

The dististion between materlsls and elements is a vital one and
wufortunately tends t0 becoms a bit blurred when ﬂ?iological or
behavioural techniques are usede The concern with objectivity
mekes materlala much easier %o handle than elements, since the latter
depend more on *attitude of mind* than anything else « & very
un~behavioural notione Some psychologlats go so far as to doubt
the ability of psychology to test in aesthetic arecase Westland says
that tests have to measure responses that are right or wrong rather
than those dependent on some kind of aesthetic judgemen‘bcl He could
find no such tests in 1957 and eoncludes that psychology cannoct
tackle the 'genuine problems'! of a.esthetic; but should merely measure
. what it is able 1o measura, | L

As it happens, a wholehgroup of tesats were then in existence which.
attented to measure right and wrong responseses Schoen, Kwalwasser,
Seashore end others had included 'a.ppu:écia.tion' judgepmts in tests of
musical abilitye The Best known example in this country is the
Wiing test-battery.z Unfortunately for these tests, snd this is perhaps
what Westland means, & value=judgement is required of subjec‘bs that
is very closely linked with particular ideas of style and repertoire.
Thess ideas have changed of course, but one may doubt vhether the
particular musical culture implicit in Wing's tests was ever really
widespread enough to meke them fairs. Music students of the present
time can give the *right' answers because they know what 8
expected, but the perfoimances they actually prefer are not always
the correct answerse Wing certainly avoids using mere materials by
having little parts of classical pieces, but he runs into the

! Westland, G. , British Journal of Aesthetics. October, 1967, pe354, ffe
2 Wing, He, Tests of Musical Ability end Appreciation. (Cambridge, 1968 ed.)
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problem of the learhed cultural responsae

A number of other studies oufat %o be mentioned at this point
a3 typifying to some extent the range of work in the field.

Myers and Valentine in 1914 reported on thelr work with single

tones and bichords.l

There were several interesting conclusions

to‘ ba dram, including the grouping of the:respomse of various

gubjects into Yaspects?!, or types of listening and responses. MNuch

of the work at about this time reinforced the ecncept of Ytypes! ».

of listener or appreciations In this case, the terms Tintra=subjective'
(physiological reaction), *objective' (paying attention to the

behaviour of the sounds), 'character' (absorption in the tones),

and *agssociative' were coineds This work was based to some extent

2 He found four

on the methods of Bullough with single colours.
groups of 'colcur aspects' among the subjects which correspond to those
mnentioned by Valentine. Other information includes the fact
that lower tones seem t0 depend more on their physical effect than
on other taspectates Bichords and single tones produce different
distributions of *intra=subjective' and *character? aspecta,
Association wlth extra~musical things occurs mors usually with ths
less musical subjectse

Ortzann divided up his listeners into types.’ Auditory and
non=auditory is a bfsic division for him, and both types divida up into
*sensorial! (an unstptematic egceptance of sensory material),
'perceptualt (an orgenising of sensory material, presumably into
musical or other types of elements?), and *imaginal® (recreation of

the material throush mémory or re=use)s Later on, Valentine came to

1 Study of Individusl Differences in Attitudes Towards Tones. (B.J sPeye,

2 me "Perceptive Problem’ in the Aesthetic Apprecistion Vi1, 1914)
6f Single Colourse (BaeJePes 1I, 19 PPe 406-4634

3 ope_clts (Scheen  Chag.d)
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divide his associational group into *fused' (related with the
music), and 'non-fuded' ( a; freer play of fentasy)s This
mey presumably correspond with Ortmonn's auditory and nonQa.uditory

typese

Herbert Read was concerned to equate the four main {ypes
identified by Bullough with the four fimction-types of Jung.l
(thinking, feeling, sensation and intuition) Puilip Vérhdn. in
e uuch more straightforward way, lists seven categories of musical
experience in a very thhugzth:l‘ pe,pe::'.2
1) Fhysical (the actual sensation of the sound)
2) " Free trains of thought  (like a hot bath)
3) Fmotional reaction (in terms of dramatic or visual associations)
4) luscular reaction ({the delicate and complex adjustments we

make with every perception)
5) Synaesthesia (particularly the link of musical key and visual
coloub) |

6) Auditory imeges and intellectual processes (musico=technical)
7) Social and temperamental factors

Such & listing of modes of responding to music is helpfid to
the extent thét we ocan recogniss that from an aesthetic point of
view some reacticns are more relevant then others. As Valentine
found, the least musical people will tend to form extra~musdiced .
associationse llost reactions are almost certaidly a mixture of
verious types of resppnse but clearly one gets more out of the music

by attending to it rather than wandering off in other associatiogse

1 Rea.d, Hay Education Through Art. (Fa.ber, 1956) Pe 92, ffe

2 Vernen, PsE., The Apprehension and Cognition of Musice (Proceedings
of ‘the Musical Association, February, 1833.
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It seems reasonable to see some of these responses as *distractions?
or at least as not central to the mesthetic experience, in terms of
contemplation of the music for its own sakes A rough model

may help to show how we mizht see the levels and *hazards' on the

way to musical mmderstending, or the grasping of'significance.t

LEVELS DISTRACTIONS
ATTENTION TO SOUND SOURCE NOISE {other sounds, discomfort,

sociel pressures, fatigue etc.)

PERCEPTION OF MUSICAL MATERIALS ASSOCIATION (with other sounds,

gynaestheaia, day-dreaming)

PERCEPTION OF MUSICAL ELEMENTS ASSOCIATION (dramatic or visual,
technical enalykis, historical
or bisgraphical background etc.)

CONCEPTION OF THE WORK INADEQUATE SCHEMATA (wrong
mental 'set', poor grip of
style, false expectations)

To, in any real semse of the term, 'understand' music, this
process, roughly mapped out as it is, vhas to be continually
activatede It is perfectly possible for individmals never to get
to the 'conceptual' stage, whith may account for the fact that
some philosophers and psychologists are unable to se¢e music as being
anything else than a game, & day-dream, or a set of sound stimuli.
Even for experienced listeners, it is sometimes not possible to gain
the ultimate aesthetic satisfaction from the encounter with musid,

eny more then it is possible to always enjoy, poetry, philosophy or
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scientific reading.t |

Most empirical testing oif musical response seems to havé
confined itself to musical materlals. The ficld of muscical
experimentation is littered with *ability' tests and their
evaluation, Some, 28 we have seen in the case of Wing, attempt'
to include an 'appreclation' component, but many chooss the safer
ground of testing pitch and chord perception and melodic or
rh¥shmic perception and memory.a In a recent English publication,
a very brief section on sesthetic response or *aesthetic educationt,
included a discussion of a mescalin experiment and a description of

& class being calmed by & teacher's performance of Jesu, Joy of

Man's Desiring but very little elge.” Anmerican and Australian

literature reveals a similar avoidance of aesthetic response to nmusic.
Yet it 1s clear that there are other *abilities® besides the
perceptual and memory abilitles &s applied to musical materids. :
Many children and adults have these abilities yet still do not like
or cannot ‘understand’ mumsice Ve cannot assume that ability with
and interest in music go hand in hande Wing found only & small
correlation between interest and sbility.' He also found in his
{appreciation' tests & "negligible' score up to eleven years of agoﬁ:
It is hoped to show later in this thesis that therse ars a set of
appreciation abilitles and that thei are well established in children

as a rule well before the age of elevene

! Kelber makes the point with respect to music. op. cite p. 1§
2 For example, Bentley, ops cit.
5 Shuter, Re The Psychology of Iusical Abilitye. (Methuen, 1968)

4 Wing, He, Some Applications of Test Results to Education in Musice
(Brite Journal of Ed. Psychology, Vol. XXIV, 1954) pe 161-170.

5 VWing, He, Tests of Musical Ability end Appreciation. pe 79
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There are instances of experiments in the field which do
attompt to measure aesthetic responses One of the earler attempts
| was made by Esther Gatewdod.l She compiled & list of possible effects
‘of misic on the listener, such as sad, scrious, smused, rested, longing,
patriotic and irritated, and constructed & form of questionna.ire.,
the words 1o be checked off when short, fairly popular pieces were
played.
"The results of such experiments add very little to the
wellelnomn fect that most people comect feelings with music,
and (unless they have thought about the precise nature of that
connection) beiieve that theyhave the feelings while they are
under the influenca of the music, especially if you ask them
which of several feelings the music is giving ‘l‘.hem."2
The problem of consistency of desoription is a feature of many
experiments where adjectives have to be applied 0 musice Valentine
found that he could not get subjects to describe consistently a
single intervale’ (Which is not really surpeising, since raw musical
. material is often what each individual chooses to make of its)
The *sad? minor third, f or example, was in one experiment described as
*zad' or 'plaintive' by eleven people as against twenty-six who thought
that the major th‘lr& had that charactere Heinlein could find no
fixity of feeling-tone to any particular choid or composition.4
‘Valentine gives hia opinion that there is little in common between

results based on single notefor intervals and those based on actual

1 Gatewood, Eey See The Effects of Music. ope. cite pp. 19 £ .

2 Longer, Se Philosophy in & New Keye pe 181-182,

3 Valentine, CeWe, The Experimental Psychology of Beauty. (Methuen, 1962)
4 Heinloin, CuPs, Journal of Comps Psye (Vole IIX, 1928) ps 101.




48

compositions; (another‘ indication of the distinction buwtween materisls
and elementsh = He cites a number of experimental situations in which
there was no evidence at all of & unified type of response to music end
concludess 'One cannot rely on many compositions providing similar
feelings in everybody, or even in the majority of listeners'.l
It is, however, possible to find some instances of & consensus of
opinion about music, put generally such descriptions or reactions are
in very broad terms. The work of Hemkin is of some interest here.2
#*Variations in personal opinion have resulted in a compliocated
mags of fact and fantasy concerning the nature of musice Thus,
in order to understand musical thought a special form of
communication must be learnede The difficulty with this is in
the attempt to base musical thousht on the subjective feelings
of groups of people who describe music in terms of a changing
esoteric set of experiences which have different meanings for
different groups or individusls.s A real understanding of
music can be achieved only interms of information which can be
communicated from generation to generation. That is, relationships
must be egtablished between objective musical terms and identifiadle
characteristics within musice® 2
Because of his success in isolating melodio and rhythmic factors
in terms of factor analysis and galvanic skin response, he concludes
that such techniques can be used to determine objectively ?the character-
-istics of musical sound and also the effects of music on the listener'.

We might notice, however, that in these experiments only very general

1 Valentine, op. cit. pe 308

2 Henkin, R.I., A Pactorial Study of the Components of Musice (J. of Paye,
1955, 3?) Po 161-181,
3 Henkin, The Prediotion of Behaviour Response Patterns to Music,

(Jo of Psyes 1957, 44) pe 111=127.
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categbries of components have been establishedj those of melody and
rhythm, Bo differentiation takes place within o framework of melodic
or rhythmic changee Henkin has certairily been able in some measure to
cut through the 'verbal Jjungle around _the assthetic' that may in pa.rt}
be represented by *intersense moda.iities' and the awkwa.rdness of
1ai1guége in this area.l His statistical and psychological techniques
are of value heres He has also used music rather than materialsj
pleces by Bach, Honegger and Strivinsky and so one But a much more
sensitive control of the musical elements is required. To collect
responses to a whole movement by Vivaldi, Schubert or Varése is to
be out of cont_rol of the stimulus aspact, no matter how acute the
measurement of response may bes This is to be borne in mind when
the experimental work apperta.ininé to this thesis 1s devised.

The greatest divergence of opinion about the 'meaning* of any
particular bit of music seems to occur when subjects are asked,
*how does the music make you feel?'s HMore clearecut answers and greater
egreement is foumd if the question, *what is the music like? is
askede This highlights an important aspect pf procedure, since
opinion and resction to the music &3 a kind of object and response to
music in a more subjective way need not necessarily be the same thing.
The behavioural approach and physiological measure tend to recognise
only the response and do not care to analyse the exé.ct nature of the
stimulus and how it appears to the listener. Ehus; ,wa should not know
from Pepys's description of his physical state wﬁethgr he was at the time
in love with his wife, fee]éipg mal de mery, or enjoying wind music,
Yet the difference in actual experience is striking.> |

]Merriam, A.P., The Anthropologzy of Music. (Northwestern University Press,

2 Cf. chapter one, page 29.
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It seems a bit like asking for accuracy in determiﬁing vhat a person

had recently been doing from the mere fact that he had tears in his eyes.
The relationship between the work and an appropria.té response ig certainly
not simplee Pullough observed that, particula;rly in the case of the
temporal arts - music and poetry etc'.,r the work tends to 'compel
aesthetic adaptation? .1 This adaptation ' is exposedA -to the
fluctuation, deviations and apparently esnecially ¢o the oscillation
between the object and the subject's self and his reactive feelingm'e.
Greater clarification of the implications of this sort of statement

is obviously required and this will be part of the task later on in
chapter six. For the moment we must observe that if an art work is,

as our working hypothesis would suggest, a detailed and hishly
articulated presentation which somehow relates to life *as it is

felt', then clearly the sorts of measures considered so far dm as Limded i
information potentizl es they wouid be in attempting to diagmose the
stats of mind or feeling of a person pleying chess or reading"
philosophye This is perhaps why many muslcians are suspicious of

eny forn of testing in the event that it seems to reduce their art

to crudes basic formuli and may rob it of the *megic' it appears to have,
" Certainly, piecemeal work without locating 1t within a framework.of
wider issues than the festing of this and that is liable to give this
irpression.

%It is probably time that scientific researchers tumed their
attention 1o more basic problems, searching our basic theoriss,
constructing fundamental hypothesies; ‘a.nd in general a’ctanptiné
to establish an intellectual foundation for the research being
carried on."2

Detailed and circumscribed work wmust certainly go on, but it must

1 Pullough, E., Recent Work in Experimental Aestheticse (Brite Je Psy.
1921-22) p. 78=79«

2 Britton, A.P., Sea overe.
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be in a conteXt of wider issuese This is why some help is required
from the more speculative and philosophical positions. The goal at
lcast scems a little clearer nowe Ve have to find sénsitive, weil-f
controlled measures to pro‘be well-controlled musie experience and then
utilise the results inside a framework of reasonable ;theory which ta.kés
into account all the chief chara;o\_j;ei'is‘tics of the aestheﬁc exrericnce,.
It is necessary now to consider the psychological problem of the
mamer in which feelings, or the 'form' of feelings, may be presented
to the understanding of the listener. That affective states are
somehow involved in the musical experience is beyond doﬁbt, though
how this may be so is difficult to describes ¥What is the rala.tionshiﬁ
between ?'fealing' im music and 'feeling' in 'everyday life'? How is
maglc *charged' with feeling?
There does seem to be, what we might call, a pre-artistic use of‘
msic where the emotional elements are falrly easy to :l.den‘biﬁg.
We have noted the effects of rhythmic drumming on the brzin and we
ought also to take note of Brown's qualification to this,.
“People are deeply excited by drumming and chanting, not by the
mechanical effect alone but because they believe in the particular
ceeed that they signify and permit {hemselves {0 pags into a state

of frenzye wk

In primitive communitles, nusic is rafely attended to for its
own szke but nearly always functions as pa.rt‘ of an affective sltﬁation
of ritual and ceremony, taking on the role of defining a mood and
reinforcing belief along with enactment and dance and decorations?
The writer has argued elsewhere that something of this function attends

conte from pe 501 Britton, A.P.y dournal of Research in Music Ed.

1l . (Spring, 1969) p. 1lll.
Brown, JeA«Cey 'Techniques of Persuasion. (Penguin, 1963) pe 305.

2 Nettl, Bruno, Music in Primitive Culjures. (Harvard, 1956)

also Merriam, OPs« cit. ?, -T2,
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the "pop' music phenomenon among a.dolescents.l But beyond this
state, when music no lenger heos the framework of dance or ballad
story or ritual ensciment, when i(t even gives up words and titles, that
is where our difficulties begin, How can feslings be sisified in ‘pure
musioc'? How can rusic 'mean' anything on this level? It has bem"
argued that words are able to represent things for us bscause
*they produce in us some replica of the actual behaviour! .2 In musie,
how is any such 'replica' mediated to us? Langer says +that many
reople still find it difficult to dietinguish between Yan emotion directly
felt end one that is contemplated end imaginatively graspedts Just how -
iz an emotion presented in music to be contemplsted and apprehended? 5

A possidble line of solution to these problems is 1o be found in the
work of Vernon Ler.e-4 She places a good ceal of welght on introspective
- techniques and her observations are very personal, but she has
thoroughly documented the ideas and reactions to music of a number
of articulate subjects. She too has indicated a division of types
emong listenerss che defines two main categories, *listeners® and
‘hearers's 'Listening' is *taking stock of something which is moving
and chenging and in so far as it is accompanied in him who listens by
a semse of hish and complex sctivity's 'Hearers', on the other hand,
tend to dayedream and allow attention to wander away from the musice
She mekeg 1t quite clear that the division into types is not Jjust a
patter of how peovle listen, but ¢f theits attitude towards the activity.

1 Swanwick, ope Cite

2 Osgood, Suci & Tannenbaum, The Measurenent of Mesning., (Illinois, 1957)
- P Te

5 Langer, ¥inde pe 89

4 Leey Vernon, Mugié and its Lovers. (Unwin, 1932) p. 44, ff.
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'Listeners' know that they are inattentive from time to time, but
*hearers' 'rarely admit that they have lapses of attention's Vhen they do
#80 they are likely %o say that music is for dreaming to. As an
exzmple herey, we might notice the views of & well~knowm film director,
who recently claimed that when he went 1o the theatre he attended to
every word and detail but that 2t misic concerts he listensd for &
bit, then went into a reverie, then listened to & bit more, and so one.
Fe gave as his opinion that this was one of the chief differences
betreen the theatre and music. Clearly we have here a 5lisfener' in the
theatre and a ‘hearcr' of rusic. He i3 not able to get to grips with
any concepts that might be located in the work but simply requires
& 'state of nusic'! to allow thought to wemder." Another interesting
example of the hearer/listerer dichotomy in the eome person is of the
rnusic student, & singer by training, who liatened 'intently' ‘o
lieder and vocal music but found herself able to do housework and
even read during classical synvhonies, The difference between 'listener’
snd *hearer' depends largely on vhat the individual thinks music is.

Vhat does the *listener' find so enthralling about music? Ve
notad eariier He.nslick{ 8 excitement that came from following the
musical ideas of the composers Vernon Les found similer views among
her *listeners', who spoke of musie Ychasing away fatigue', bringing the
‘keenest imer exeltement or exhaltation', a 'strong element of
pleasure'y a *special profound emotion's Once again we stumble into
the 'aesthetic emotion' which seems fairly characteristic amongst
those who are able to attend to musiec fully.

As for those *replicas'! of life sitvations which language

mediates to us end rmsie may, indded must 1f we are to consider it as

a vahicle of significance, Vernon Lee is able to offer en operational

1 Merriam, ope cite pps Tly T2« The *state of music* that is
required for tribal ritual ejc.
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models She draws particularly upon the work of Henry Head end his

concept of 'postural schematates To quote Head direcily:

"Every recognisable (postural) changs mnters into corisciousness
already charged with its relation to something that has gone
bafora, Jjust as on a taximeter the distanée is presented 10 us
already transformed into shillings and pences So ‘the final
product of the tasts of the appreciation of posturé, or cf
passive movement, rises into consciousness as a measured
-postural chaugee
for this combined standard, against which all subaequent
changes of posture are measured before they enter comsciousness,
wa propose the word ‘schemz's By means of perpetual alterations
in position we are always bullding up a postural model of ourselves
which constantly changes."l

So it appears that we may carry with us a plastic, always changing

set of memories of all past activitles, the schowma, or 'ghosist® of

past movemantse Lee suggests that the soun&ing entities we call musio
could be analogous models of such schematic sctivity. In music we can,
i1t 13 suggestad, discarn an sxtraslinary range of manner of movements
reaching out, retraciion, coalescence, extrusion, intezration,
disintegration, and, of course, the rhythms of development and growth
which are fundamental to all sentiences? Music can  then be sald 4o
take up the atiitude of huxﬁa.n situations, in that the schemata of a
reaction, a stgnce, a muscular set or a gesture can be presented in

its 'sounding foms’.3 We might interpret the term 'postural schemata'

1l
Head, He, Studies in Neurology. (Oxford, 1920) pp. 665, €06.

2 Vernon Lee, opes cite ps 79, ff.

3 The ternm is Henslics.
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in & very wide sense, remembering that every perception causes some
adjustment of kinaesthetic position, no matter how slighte Any
physical 'nr.;@'mental' activity, 1t can be argued,,must leave a
" residual schema, It is in this wide sense that the term *pogtural
schemata' will be used in what follows. V

1t is possible to develop & little further the distinction between
'hearer' and 'listenert' with reference to postural schemata.
Assuming that a hearer atiends closely emough to recognise at a
certain point in the music a particular 'attitude’' or 'gesture,
he is likely to be reminded of a situationiin his own life or
of some biographical detail of the composer's or performer's end 80
one This recall of a specific situation, brousht to mind by
& schematic presentation, will tend to distract him from the
music i1f he allows the association of ideas full play. Thus, Shaw
make think of Irish fimey als during Eroica or someone else may get
involared with memories of a watery pienic during the *storm' part
of the '¥ifth' symphony. This is why one piece of music may
suggest défferent things to different people. The differences are
in the reading-in of life experiences into the presented schemata.
The point of unity, the work, has led them to & variety of referents.
The *listener'y on the other hand, whilst recognising the postural
implications of a particular passage, will tend to hang on to sece
what happens in the music rather than what happened in his own past
history. The point is that both *tybes' of listener recognise the
presented schemata, but one will treat it as an abstraction and follow
its dynanic evolution while the other will accept it as a kind of
snap-shot, reminding him of other things. Speq;;__ula'!;ive as such
thinking may be it is an attempt to answer the question of what the

'subject’ of music may be, namely, the schema or dynamic properties



56

of past experience. If experimental evidence could be brought to
bear on this area we should then be further forward in investigating
the assthetic experience. |

| It is possible, in a limited and more certéin way, to probe

a little further into the question of body postures Work has been
carried out on posture, gesture, body .and self-image, and this |
seens relevant here. ‘

The role of posjure and gesturs as an important aspect of both
human and animal communication has long been recognisede On the
simplest and most obvious level, everyone sends out 'azi incessant

strean of signals about his social standing, wealth and backgrownd’.t
This information is expressed in our gestures and postures and in
clothes and houses, cars and so one I%t has the same Siolo'gical
origins as the animals' 'territorial' claims.

"In this way the polished speaker can be 'betrayed' by television,
and we can gauge the sincer jty and significance of what people say
by what we read in non=-verbal communicatione®

These sorts of signals secem falrly superficial but they are

all superimposed on more fundamental patterns of posture which are
directly and closely related to feelings and the more intense experience
of emotione The relationship betwsen posturs and feeling has been

2 Each gesture is,

enalysed to some extent by Charlotte Wolff.
for Wolff, a *synthesis of many movements*, the fundamental gestures
being those of forward drive and inhibition, reaching out and
withdrawale A posture is a *platforg' for gestures. (On these terms

Head's 'postural schemata' clearly includes gestures.)

1 Burns, Te, Discovery magazine. (October, 1964) p. 31 ff.

2 Wol¥fy C., (trans, Temnant) A Psychology of Gesture. (Methuen, 1945)
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In general affective terms, the posture of a *happy® persm,
says Wolff, is characterised by 'rmmdpess'. The 'flexor muscles become
rounder through animated 91rculation and reinforced tone'’ .1
As an 2id to diagnosis, she believes the analysis of isolated
psycho-motor traits to be of little value but tha.;b overall patterns
&re established which are helpfql in this way. Be.causa of the
striking, and unimtentional resemblance between her descriptiona of
such patterns of postural behaviour and descriptions often applied to
music, it seems worth citing & few examples heroe

The state of extreme inhibition is often characterised by

extensor movements, withdrawal, stereotrpedl and arrhythmical movements,
motor unrest, slow motor ppeed and unnecessary movements. Depression
may display itself in slow motor speed, non~cmphatic gesture, hesitating,
tightness of posture and very few unnecessary movements, Elation.
is shom in a wealth of unnecessary movement, fast motor speeds, |
exhibitionist behaviour, spontanecus, emphatic and rhythmical gesture and
self-assertiveness.s Anxiety is revealed often in unnecessary
movement with perseverance, interlocking of hands, ambivalent _motor
speed, fldgeting, variable forward impulse and so one.

Using such tems of description it would not be difficult to
identify certain musicel ideas under appropriate headingse To {giva
a general example, the music of both Chopin and Tchaikovsky hasﬁiéen
interpreted often as being 'anxious's Both composees tend to demand of
the performer rubago, (variable forward impulse) end display
abrupt chagps of tempo (ambivalent motor speed), fidgeting and

perseverance (in the form of repeated figures) and so om. 2

1 Wolffy ope cite pe Je

2 The first movement of Symphony Noe % by Tchalkovsky for example.
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Certainly, we would be unlikely to describe music without a
fast motor speed, devoid of unnecessary movements and lacking emphatic and
rhythmic qualities, as 'elated**

Edmund Gurney was aware of the relationship between music and
physical movement** He recognised that body motion is a way of
expressing feelings but also that music is much more varied and delicate
in its movements than the body and therefore is not limited to
signifying cbservable gestures. Whilst this may be true, the actual
range of overt body movement is probably much greater than Gurney
realised* The 'human body is capable of assumtng about one thousand
different steady postures¥*. ('steady* meaning a static position
that can be held for some time) This would represent only the
splatform* for the variety and combination of gestures* Whai we
add to these positions the long list of 'expressive movements* and
gait given by Allport we have an incredible range of physical
expressiveness** Of relevance here are the three gr up fhctors
isolated by Allport using a battery of tests based on particular tasks* #

He located an 'areal* factor (expansiveness, size of movement etc.);
a 'centrifugal* factor (distance from self, the outward movements) ;
and an 'emphasis* factot (pressure, weight and energy of movement) *

The experiments described later in the thesis will show the relevance
of the concepts of size, outgoingness and wei#fit to musical elements* #

With respect to 'gait*, the relationship of movemeit”o music

~ Gurney, The Power of Sound* p* 341)

~ Allport, G.W., Pattern and Growth in Personality. (London, 1937 & 1961)P'*A'A
~ Allport and Vemon, Studies in Expressive Movemait* (N.Y., 1933) P

~ op* cit», p* 109, ff#

~ Note also: Labdn, R,, Modem Educational Dance and Effort (1948 & 47)
and the identificaion in movement of the factors of weikjbt space, time
and flow*
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is evidente It has been sugzgested that there are seven measurable

1 *regularity, speed, pressure, length of stride,

attributes in gaits
elasticity, definiteness of direction, and variability's Musical

terms like giusto, ritmice, a tempo, pesante, and rubado serve to

point a few parallels.

We are not however limited to finding similarities between music
and observable obvious movementss Apart from the fact of small |
changes in muscle tomus that accompany every perception,g recent
work by various people has shown the importance of schemata inlterms
of 'body image' and 'self image'e A stable sclf image is lacking
often in adolescence and is related to the ability to sustain sn
idemtity}v There is also the notion of body 'boundaries®.

"There has been excellent corroboration of the fact that resiliency

in the face of streas is likely to be greatest in those
with wellearticulaxted boundariese" 4

The body image i3 bound up with all ‘our personal relationships
and activitiess 1t is a means of holding a sense of identity and
'1s baged not merely on association, memory and experience, but also on
intentions, will, aims and ‘bendencies'.s The image we hold of our bodies
in terms of weight, size and boundaries etcs is clearly of great
importance to use The point that concerns us here is that 'postural
schemata' is & term covering the schematic residue of overt physical

1 Allport and Vernon, pe 487,

a,.mlaort and Vernon, pe« 6l
3 Argyla, M. & Kendon, A., in Advances in Experimental Social Psychology.
EDIT. Berkowitze (NoYe, 1967) pe 81, f£fe

4 Fisher, S. & Cleveland, S, Body Imsge and Personality. (N.Y., 1968)

Pe 392.

> Schilider, Pe, The Image and Appeararce of the Human Body. (NeY., 1950)
Pe 288.
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activity but may also reasonably be extended to include ideas of
body-image and patterns of affectivity and conation. There also
seems no reason why we should not include cognitive schemata under
Head’s original postural concept. Presumably it is the same kind of
schematic operation that allows us to remember information.”* We

all know the experience of trying to think ourselves into a

previous 'frame of mind' to get to grips with a problem of some

kinds what we are doing is to replicate the schematic structure

in which the appropriate cognitive operation can be located, and
'frame of mind' is a good term, provided that we remember that such a frame
is never rigid but is always changing as new experience is
accomodated.

In e light of this extension of the notion of 'postural
schemata* we can try to formulate a general hypothesis from which to
work. Paste tries to do it for visual art#2

"Meaning" in visual art is a total perceptual-motor awareness

whereby experienced material is, through visually triggered

physio-neural processes, related to one's own body schema*.

Our theory with respect to music rests upon the belief that all
our previous sentient experience is represented, without conscious
definition normally, through the schemata of the particular activities
that maHe up that experience, Whether those activities were
perceptions, physical actions, emotions or thoughts. It is these
schemata that constitute the 'replica* of past experience and are the
'referents' for the syoabol-structuees of the musician. This is
how we can see that Langer*a 'form of feeling' is a reasonable, if
cryptic summary of what uie 'subject* of music might be. If it can be

shown tnat music is indeed 'forms symbolic of human feeling*, then

~ Bartlett, F.C., Remembering. (Cambridge, 1952) *
A Pasto, T.A., Notes on the Space-Frame Experience in Art. cont.
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the central problem of 'sigmificaned is solveds (Part of the
empirical work that follows will show how affective states can be
recognised in music and distinguished by their *schemata‘.)

This is the hypothetical framework within which mors detailed and
careful observation may be carried oute Alongside this speculative
and non=scientific edifice, we have also unearthed several practical
and useful criteria which take us with a better sense of

purpose into the empirieal section of this théiis.

conte) Pasto, (Journsl of Eesthetics and Art Criticisme. no. 24)

Pe 303 = 305.
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CHAPTER THHEE

In the light of issues discussed in Chepter One and the research
examined in Chapter Two it becomes possible tc formulate a group of
questions that allow experimental work to provide answers.

Is it possible to find any consensus of opinion as to tha meaning

or significance of particular musical elements? Can this opinion
be expressed in terms of posture and gesture (size, weight, movement,
flexibility etc.)? Of what valus are affective descriptitns of
music? ‘

The firat objective is to establish certain safeguards in terms of
control of both tha marner of desceripiicn end the music being used.

We know that to ask the question *how does thse music make you feel?'

i3 likely to produce a set of incompatible answerss attention has to be
focused on the behaviour of the music rather than the subject, so the
guestion *what is the nusic 1like?® is likely to be more fruitful.

It seens clear also that the fragmentation of musical material down to
gingle or paired tones, without rhythmic direction and musical purpose,
will hold the experimentation domm to a level of mere materials and
never really probe response to musical elementss On the other hand,
to take whole pieces of music, or even a complete tune of any
complexity, would introduce so many uncontrollable factors into the
gituation as to make only the most general e¢onclusions possiblee’

The importance of establishing a norm against which devia.tiona
may teke place has been indicateds It is clearly important o
eatablish a musical subeculture inside which Jjudgements may be made

by the varibdus subjectse Consistent acts of Judgement about musie by



the subjects would indicate the value and importance of the
relativiatic nom/deviation concept.

Stiong associations with extra-musical experience should be
avoided. There would be obvious difficulties about getting an
objective description of the latest 'pop* song, or The Red Flag,
or even God Save the Queen. Reference to distinct and highly
culture-bound musical styles, to well-known tunes and rhythmic
cliches, should be avoided. Variables like tone-colour, harmony and
words to music are best eliminated altogether until judgements are
required on tijem specifically. The separation of melodic and rhythmic
factors, on "tte other hand, does not seemtc be desirable. Henkin has
showi them to be pretty basic to music.” Melody cannot exist without
awareness of some sar*t of rhythmic direction and pace. Human ability to
organise sounds into rhythmic groupings is well-known and the sound of
train wheels and ticking clocks are examples of this. Rhythmic
elements without pitch, on the other hand, are rarely found even in
very simple music. In primitive cultures, rhythmic patterns tend to
act as a basic for melodic presentaci’n.

Bearing in mind Zuckerkandl's statement that repetition is the
'natural state of music* and ihat all change is a kind of break in the wave,
it seems reasonable to take the simplest melodic/rhythmic device of
alternating intervals in a metric scheme as a sort of basic, repeated

2
pattern against which deviations can be measured.

A Hmkin, OP. cit. A-A A [ |

~ Zuckerkandl, V., Sound and Symbol, trans. fcssk, W.B. (London, 1966)
p. 219.
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Througheut all the‘ experiments this form of musiéal element has been
used, and it seems to offer a simple, controlled and yet musical
experience. The terminology of *basic unit', maiéating the
repeating figure, end 'event', indicating the particular deviation, has

been sdopteds

ﬂé?i it
— \ b |
BASIC UNIT™ EVINT

Different basic units and various evenis have bcan used during the
course of the investiéation. Taken over a long term with various groups
of subjects, this manncr of controlling the musical elament has been |
found very satisfactorye. 14 provides & focus for attentions
subjects can be asked 'what happens to the music Just before it ends?'.
This pin=points a very specific musical happening but in & clearly defined
context, or norme.

Altogether, 323 different subjects were used over mnearly 5 yemrs,
some of them more than once. A preliminary test and‘nfma other
test situations weré constructed and, inevitably, modifications in
design and presentation took placee. |

The method of description of thids work will bas to take each test
and results in the order of occurence, thus showing the development of
thought and process a3 well as the side-tracking and mistakes involved.
Most détails are given in the text rather than in an appendix, since it
moens easier to skip tables etce 'tha,n to turmm on to infomation that

is atored et the end of the thesis.
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Preliminary Test (Applecroft School, Welwyn Garden City)

The purpose of this test was to explors thelpoa.ssibility of finding
a consensus as to the significance of the musical elements that wero‘
presented, and to determine something of th_e way in which music is
understood or 'taken' by observation of the mamner of description
employed by the subjectss For thgse reasons, and in the absenmne:
at the time of a proven instrument of measure, the situation was
kept faikly open-endeds Nine children were selected a3 representing
the age-range 6 to 10 years on the basis that ghey were all
linguistically articulate and might therefore bte able £o describe the
music fairly fullye The debiations B,C, and D were heard on three
separate occasions, different dayse 1In each case the basic wmit A,
preceded the particular event to emtablish very clearly a norm-context.
After the children had written what they thought thenmusic was like,
discussion took place ( between each event) and this appeared to
have the effect of stimulating those who needed stimulation.

The instructions given were as simple as possibles 'Listen to
th#s.* (basic unit) '¥hat is happening in this music?' 'What is the
music doing?! *What pictures or stories does it make you think of?}
'¥hen it has finished, write down your ideas?'s This was then repeated
with the event taking place and they were asked to fii the event into their

descriptions. Since there appeared to be some difficulty with

this during example B, a specially prepared set of papers were

given out for C and D, with a red box drawn in to take the
description of the events This seemed i clarify the situation,
although some children said that *you get more ideas when you hear it
altogether', that fs to say, the event in its context from the start.
Several of them asked to change their medium of description, the

analogy as it were, when the event took ppace. Clearly, the
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mamner of ending makes & great difference to the impression of the whole.
The event, to some extent, makes mense of the basic unit. - The adhal
order of playing was randomised as followss B « 3,1,4,2;
C = 24144,35 D = 4,2y1,3

In each case the music was played on a piance It is worth
mentioning here that some consideration was given later to what
would be an appropriate sound-source. In nearly every test, the
viano, pre-recoxbd on tape, was used because of its very wide
range of cultural associationse The sound is femiliar enough.
to cause no surprise gnd it 13 not strongly identified with
particular styles of music, umlike the guitar, or electronic
tone-generatorse It is also easily available. For these reasons
this instrument was used throughout testing except when fine control
of intensity was requireds In this particular instance, the
music was not pre-recorded, nor was the speed of playing centrolled
to a fine degree by the use of & metronome. This latter control
along with the use &f taped examples were seen to be desirable
and were incorporated into later experiments.

Vhat follows if the complefe written response of the children
arranged in order of events derived from each basic unit.
There are some gaps in description in the case of B, largely
because of the difficulties described above. In each case the words
in brackets are the descriptionsd of the event (the last two measures
of the music example) and the words outside of brackets are

accounts of the unaltered basic unit.
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First Basic_Unit and its Events

Ex. 2 IHmes
(P’"M J = bo Yt I  m— — 1
. o — € m— P A
Q)FW)G-) U T )~ )~ ———y
mP Event B

Timothy (age 6)
Lesley (age ¥)
Eliéabeth (age 7 )
Alastair (age 8)

William (age 8)

Mark (age 9)
Vendy (age 9)

Michael (age 10)

Penelope (age 10)

Ambulance siren going slow. - Animal walking slow.
(stops to eat grass, or becé.use there's a fence in

the way)

The wind blowing. It is like a clock. (no comment)

A long and mgsterious cave , never ending. It sounds
like the beat of people walking. (no comment)

The notes are G and Ae The noise of the sea.

(no comnent)

A police car siren. (The police car stopping.)

Train going up and then down a hill, (Heart

stops beating Bﬁddenly. gharply.)

A river going rather slowly and trees rocking. The
river going along calmly and (goes down a waterfall).
It was a3 if something was trying to get out of a pit
end then falling back again and trying again and again.
{no comen'é)

Clouds moving about in a still sky in the evening.

(Then they atop and dark comes.)



Timothy
Lesley
Elizabeth

Alastair

William

Mark

Wendy

¥idgel

Penelops
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Tortoise walks along with head down then (looks around).
A maid with her milk (and it slopped).
It sounds like the word goodbys, goodbye.

It sounds like a man walking forward past a lady,

(then goes back).
Thunder end lightening, (Thunder and lightening
stopping and the rain stopping.)
A clock ticking. (A boy falls over and gets up again.)
Pendulum of & clock swayinge Clock chining time.

(The pendulum goes ocut of beat, the chiming stops

and goes rough.)
Calm, soft and gentle, a mother rocking her baby in the
pram and the baby is crying. (tfother stops rocking
her baby.)

It reminded me of an old house, very sﬁrange and eerie.
(It sounded as if something had been turned right rofind. )
A grandfather clock tickinge = A cuckoo saying cuckoo.
(The clock says tick tock tack to front. Same with

the cuckoo.)
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Timothy
Kenneth
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Event D

(a substitute)

Elizabeth
Alastair

William

Mark

Wendy

Michael

Penelope

(Stopped on one leg)
Aearning to count. (murdered)

A heart beating. 1 (It stops and the man diess)

Socms people go eam a bus then they go through a door.
(And then fell out of the bus.)

Running along en & pavement (and you go down a slope).

Heart beats = man knocking nails in woode (Heart

stops beating suddenly - man knocks his fingers.)

Person walking along. Heart beate (Person stopse

Hezzt misses & beat.) ‘

It reminded me of two men having an argument (and at

the end the quieter one wins).

A person hopping and walking (stops because he hears

& queer noise).
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Second Basic Unit and its Events

Timothy

Lesley
Elizabeth

Alantair
William

Mark

Wendy
Michael
Penelopé

Like & dark night, music going slow, (Jumps; louder

at the end.)

1t is like & heart. (no comment)

It sounds like a man who talks softly. It sounds like
Junping ( and you jump and stay there).

The river splashed a boye. A baby crying. (no comment)
Running up a mownd and down again. (Jumping onto a wall.)
People sing alleluia » (A chdirboy goes out and finishes
on the wrong note.)

A horse clipping along (then stops).

Somebody was picking flowers (then had second thoughts).

A cow's tail swaying (then it stops).



Timothy
Lesley
Elizabeth
Alastair

William

ark

Vendy

Michael

Penelope
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Event C

They turn thelr heads (until they stop)e

A man working (and he fell over),

It feels like a sleepy tune at night: (at the end it
stops and misses é. note).

Walking (Boy fell over and then sat up)e.

A boy walking along (hears a snake and stops).

A boy walking slowly over rocks. Your pulse when you feel
ite (The boy slips on a rook, Your pulse stops
suddenly.)

Trees swaying end river going elong and a cows tail
swinging. (River goes down a waterfall and the trees
stop swaying.)

It sounded a3 1f it was warning of a2 great disaster.
(It sounded as if it had been cut short.)

A pony wealking slowly along & cobbled lane.

(It stops walking slowly.)
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Timothy

Kenneth

Elizabeth

Alasgtair

William

Mark

Wendy

Michael

Penelope
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Skipping along (and then stopped o listen to the
siren).

Sa0eSe (vase broke)

A girl jumpings (A ping-pong ball bouncing.)

A man walking along suddenly falls overe.

(¥ou meet a friend.)

Walking alonge (You meet a friend and walk a bit
faster.)

The pendulum of a clocke Drumbeate (The pendulum
stops because it had run out of tickse Drum goes
out of beat.)

River going along, and trees swinging. (River goes
down & waterfall and slows downs makes a big splash.)
It reminded me of & girl skipping - not with a skipping
ropse (It reminded me of a man climbing a mowntain.)
A special kind of morse code doing dots and dashes.
(At the end of the morse code the person who is doing

it does two dotse.)



Thirdd Basic Unit and its Events

Timothy

Lealey

Elizabeth

Alastair

Willdam

Mark

Vendy
Michael

Penelope
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Event B

A siren cut of tunes The cat was still §but moved
forward at the end and stopped.)

A cow in the field and a bell on its neck:s (a maid

with her milk comes in at the end)e.

It feels like the trees blowing in the wind. (It

sounds 1ike & bird singing in the morning.)

There's two notes that gd up and down.. Walking.

Rivers an the rockse (no comment)

Rocking, gemtle, soothing, (Baby crying and its mother

cominge )

Stepping, flowing, up downe ' (River going o¥er rocks.)

Calm and soft and gentle (then higher). |

It sounded like a heart beat = the tick of a clocke

(It sounds as if a heart was beating and went rather
funnys )

I think i1t isging up and down softly and smoothly on

two notese (It goes more loudly and at the end is a sharp.
It is still smooth and softs It reminds me of the duet |

that Val Doonican did last Sw'hﬂay.) As wzll it sounds

like a baby doll saying ma-ma, (then at the end goes

queer and then stops).
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Event C
Skipping. (Higher at the end and stops.)

A clock struck 5 O8clock and (then it struck six O'clock).
It sounds like the school bdell ringing, like the word
dinner, like skipping in a beautiful meadows (It
sounds like a mother rocks a baby and then the baby
goes 4o sleeps)

It said Helloe. (A boy going up soﬁe steps and

then going through a door.)

A lady singing (and sings a very high note).

Music flowing. Jumping off & trampoline. (Music

goes uphill, your juup gets higher.) |

Someone playing an instrument with two notes going

back and forshe (She plays a different (?) with

three notes going higher, much highwer.)

It seecmed to me as if it was pricking me and trying to
tell me somethinge (As if a train in a dream had been
going all right and then had gone off the track.)

A smaller clock ticking. A man running slowly.

(The man's foot stays up in the air.)
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Event D
Timothy Valking elong eating sweets. (Then he finds no more
left and stops.)

Kenneth Run overs Flanes (Comes offe Run out)
Elizabeth A clock ticking, {The clock stops and goes lower.)
Alastair Going through some doors (and then slip).
%illiam Counting one two, ona two  (then one thres).
Maxk A stone belng thrown and landings (Then he throws

the stone and it lands ocn 2 man's head.)
Wendy Scmeone swimming (and they do a @ifferent etroke).
Michael 1% reminded me of a car going from side to side in
& dangerous mgnner (and then tb.é car begins to get.
steady again). |
Penelope A cow's tall swaying (then stops swaying as ho is eating

some grass)e
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Fourth Bazlc Unit and its BEvents

Ex. 11

Tinothy
Lesley
Elizabeth
Alastair
Williem -
Mark
Wendy

Mickael -

Penelops
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Event B

Caterpillar going along slowly (suddenly jumps).

The wind in the trees. (It makes me feel soft.)

Like a ball rinéing in a churche It sounds like

walking, (then they jump).

"hers's & pussy cat in the walle Cutting down the
woode (No commente)

Running down a dell and up againe (Running up a hidk
the other sidee)

Bells ringing three toness (Bells ringing. Qne
bell out of tune.)

Hopping and skipping and hepping againe (Then running.)
It sounded as if scmeone was very pleased with

hinselfe (It sounded as if & vegular routine hed

been broken, )

The mice who are blind in the song are scurrying about.
(Lying s¥ill in bed with a cat purring, the cat stops.)
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(Goes slower snd sadder at the ende)
A cow end its tail(got caught in a dence).
A spider spinning a web and (the spider got tired).
It pounds like the f£irst two notes of Ding Dong Bell.
(& man in 8 chureh ringing the bell and then plays
a different note.)
Noise of the rain. (Goes out of true.)
A béy ruming very fast (but then falls into a.;trap.).
Bells ringing,. (bells go sharp)e.
Flowing heart beat, (heart stops suddenly).
People ruming,
An army marching and trumpets blowing. (The army
stops. The trumpets blow a higher note.)
Three Blind !fices {The music seemed to have stopped
23 1f 1t didn't kmow which way to go.)
A caniel walks three paces then turns round his
head and stops. He keeps on doing kt.
(Instead of turning round his bead he moves his foot.)
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Timothy

Kenneth

Elizabeth

Alastair

Willian
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Vendy
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Playing a pipe (but it goes out of twne and he

stops suddenly).

Bells of a churche (The rope brokes)

4 lady tlptocing into a roome A word like ding dong

bell, pussy in the welle (The lady reaches the room
and stopse.)

A man .t:a.lking t0 & welle (The high notse does not
finish at the ende)

Tue sang of ding dcng belle  (Stopping suddenly in the

migdle of ite)

Your pulse. Rain droppinge Flowinge A fan

bending down and coming up exercisese (The pulss stops
suddenlye The rain stops and the clouds go over.

The man f£alls over suddenly.)

Treea sway 10, iro and toe 1% i8 like the beginning of
the nursery song called Three Plind Micee (Trees stop
swéying 40 fro and %o whea it gets to fro.)

I% reminded me of mice going through & c¢ormfields I%
also sounded of a rag and bone man's call. (It
reninded me of a man being murdered. He was Just
going to screan and then was killed.)

Reminds me of part of & song 1've heard beforeg A piece
of chelk writing on the blackboards This piece of chalk
is writing an N. (The pid#ce of chalk siops as he has
worn out so much after writing so many N%s.)
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We notice first of all the great variety 6: response. Some of -
the children hear the musical material as such, the names of notes,
the going up and down etc. Others hear singing, bells, water or
sirens. Sbmo are able to provide several descriptions in different
terms for the same umit and event.s Naturally, the visual images
and little stories that are made up to describe and provide analogles
for the music tend to be about what interests the individuale.

Even so, we should notlice the large number of words to do with the

marmer of movement. Suddenly, sharply, calmly, walking, running, rocking,
going down and up, jumping, swaying, beating, c¢lipping along, cut short,
bouneing, swimming, skipping, flowing, scurrying, tiptoeing and

hoppings &ll of these terms and many more are to do with the gquality

or style of movement. Hearts beat, people walk, run, skip and fall,

A few find what we might call musical onamatopoeias sirens, someone
calling'dinner', bells and wind blowings There are the associations,
musical and otherwisé end now and then & hint that a child somehow

feels 'soft' herself as a result of the music.

To test the degree of unanimity of the comments as they stand, a
card=-sorting technigue was usede Each comment was typed on to &
separate card with no identification of the unit heard except in a
code on the backe A nmumber of *Jjudges?, post graduate music students,
tried to sort out into two separate piles the cards carrying commenyd
on events B and C for all four basic unitse Thers was no clear indicaticn
of a distinctive difference heres However, there were signs in the
pairing of cards for units C and D that the descriptions of the musie
wepe tending to form a distinctive pattern that could be discerned by
the judges. The results were as follows, each judge being responsible

for one basic unit and its derived eventa.
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Comments off . Cards correctly grouped Misplaced
units
1C and 1D 12, 6
2C =and 2D 10 8
3C and 3D 14 4
4C and 4D 12 6
48 24

The Judges at this stage had no idea of the kind of
musical elements involvede The following table shows the results
when the musical events were heard beforehand by a different group

of card=sorters.

Comments on Cards correctly grouped Misplaced
unlta
1C and 1D 14 4
2C and 2D 14 4
3C and 3D 12 6
4C and 4D Y 4
54 18

There seems to be some improvement when the jugges know what they
are looking for, which may indicate that the musical'elements were
‘meaningful{ to them toos. At this stage no statistical checks were
usede |

The easiest cards to group were those which carried *technical’
information ('the tune goes higher at ﬁhe end(), and the most difficult
were those which dealt with the music in a dramatic way (*an army

marching and trumpets blowing')e.



At this stage the need for greater control over the mamer of collecting
response became apparent .

An interesting additional piece of information was gained by forcing
the children to apply terms with emotional conmnotations to the musical
eventss Efght of the childremn (excluding the youngest, Timothy) were
given the terms 'gad’, "happy;, ‘brave','pleased’y 'frightened' end
'sorry's They had to respond to four of the units, chosen for their
apparent differeaces in character, using one of the given terms.

Once again the brackets indicate the description of the event at the
end of each unit, though the distinction was not made quite s0 often
as before. Here are the eisht chosen terms against the unit heard.

brave

e O L R
sad 18 o e 2 mﬂ:ﬂ 1
frightened

frightened (sad)
happy (brave)

happs

frightened

sad

brave ' qu ' , ;l -Hmle'; __

brave (happy) 2) At g[
by — e

brave (happy)

brave (pleased)

gorry (sed)

sorry (sad)

sad i ,



happy

sad

happy {sorry) m L ‘-}‘\IM"’EA'!I

happy (pleased) 20 et

happy (pleased)

frightened
pleased

pleased

sad

hapry

frigatened 4g

]

4.—1.
G

|

LD
B
1]

brave

sorry f:ad)

happy {pleased)
brave (frightened)

sorry (brave)

The attempt to zet a forced response in affective tormas seems ‘to
result in nothing but confusion« We secm able to read any kind of
fecling into even such epigrammatic musical eventse And yet there
does seem 40 be a pattern of response when the music ia described
in terms of quality of mevement,s It seems from this that that is
the direction of travel if sense is to he made of the response of
groups or individuals to music.

‘e next stage in the development of testing was to establish
a way of getting information from subjects about musical events so that
the results could be handled statistically and yet still allow a certain
freedom of respcnse. Extensions of the simple techniques so far
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"g'mplbyed were considered a.lpng with mére sophisticated instrumnts.
Devices lik.e the 'repertéry grid' wero thought to bz not suitable
because ©f the difficulty of the transitory nature of-music.l' It is
hard for subjects to hold on to & musical concept and match it or
contrast it with others without recording some jJudgement about each bit
of music very sson after it takes places Recall of music secenms
altogethbr more difficult than recall of verbal conceptse The most
appropriate ool of measurement seemed to be the by now well=known

*semantiec differential? .2

Osgood's work is familiar enough not to require a lenghhy
deseription heres It is baced on bipolar qualifiers (opposite
adjectives)s Between the verbal opposites 49 assumed to be a graduated
*semantic space's Osgood proposed and tested in great detail a
seven=-point scale, though other divisions, into five for exzample,
could alsgo have & use. Uszing a large nmumber of scales on a large
sample of concepis like ‘*father', 'your coun'l;ry'.afear' amd so on,
end a factor analysis technique, thres main factors were identified.
'Evaluation' includes such scales as ggod/bad and positive/negatives

*Potency' includes terms indicative of pressure and weight etces
‘Activity* 1s self-explanﬁtory- A great deal cf work has since beem
carried out using these *factors* (or variables?), and the semantic tool
has been employed in many diagnostic and essessment situ'ations.

Osgood cites the work of Tucker with paintings.’ Subjects were

given one minute to look at & picture on a slide and then were asked to

1 See Barmister, De in New Horizons in Psychologye. edit. Brian Foss,
(Pali.can, 1966) Pe 5619 £t

2 Osgood, Suci and Tenmenbaum, The Measurement of Meaning., Ope cit.

3 0sgood, ope cits
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describe it using a number of semantic scales. Accepting the
three~factor idea, Tucker found $hat 'activity! e,ccomtéd for
46% of the variance, ‘evaluation' for 174 , and 'potency® for 10%.
Noneartists gave more equal welght to each factors At this stage of.
our experimeatal work it was decided to adopt the semantic differential\
and, for the time being, the three factors. One of the obvious problems
was the transitory nature of musical experlence whiéh neant a limitation
on the number of scales employed.
First Test

Nine semantlc scales were used, three with hish weightinzs for
each factor. (Subjects are asked to check with a cross a position
somewhere between the extremes that best describved the musical evente)

E = evaluative; P = potency; and A = sctivity.

Item Number Neame
optinmistic 3 1 3 1 s 2 pessimistio (E)
weak 3 3 s s 3 2 atrong (P)
light 2 : s 2 2 1 heavy (P)
tense 3 3 3 1 3 3 relaxed (A)
positive 3 : P P 3 3 nezative (E)
calm .3 N BN X 3 3 1 excitable (A)
hard s 1 3 : 3 2 gsoft  (P)
active 3 1 3 3 ) 1 passive (4)
good 1 1 3 3 3 3 bad (E)

(Subjects were not of course glven any indication of the possible 'factors’
involved,)
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There were 25 different musical units in all, made up of five
basic units and four events derived from each one. (The basic units
were themselves included for description.) The order of presentation
was randomised and the whole batterj was recorded of tape at a speed
of 66 pulses to the minutes In an attempt to present the units
as wholes, which scemed desirable after the comments of the children
during the preliminary test, the events were lodated in the last half
of each wnit and the whole thing was played three timese. (ThiB.
differs from the prélimina.ry test when the event occurred only once, right
at the end.) Melod_jc, rhythmic and intensity events were included |
along with a change of timbre, from piano to flute. The following are

four examplea.l
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Altogether 40 music graduates were used as subjects, but since this
wag very much a pllot test, only samples of the scores were used.

First Sample

The scores of 5 subjects were taken and the mean difference from
the ‘nehtral’ posi-tion on the scale (i.e., the fourth placé) was
calculated for each *'factor' on each unite The basic unlt mean score
was found to bs lower than the rest and particularly so in comparison

1l
The music units are glven in full in Appendix .
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with the mean scores for the events on the combined *activity' scales,
the largest difference here being batween the basjic unit and the melody
event. (1.15 points of the scale)

Second Sample

A further sample of 10 subjects was examined with regard to scores
in response to melody changes on thethree *activity' scales. This
tige no attention was paid to the 'neutral® fourth point on the
scale but instead comparisons of & more relative kind were made between
the basic wnits and their derived melody events. (Really the
comparison 1s between an event and & "non-event's) Some statistical
check is obviously necessary from this point onwards, to estimate the
probability of resulis occurring by chance, and the mean difference
from the basic unit/standard deviation/%%' test sequence seemed to
offer the simplest way of doing this.

Table 1

mean difference stane dev. " probe
Pense/relaxed  0.56 to tense 1.73 2:29 £ 5%
Active/passive 0.66 to active 1.68 - 2.78 1%
Excitable/calm 0,16 to excitable 1.89 0.6 HeSe

It seems very unlikely then, that the differences between the
basic wnit and the melody change on the firat two scales could be
& chance producte

In the case of excitable/calm, the difference was recalculated
ignoring the direction of movement (ignoring ‘thé 'sien') and taking
all the differences in any direction on the scalese The results
indieaded that the mélody event was seen as being significantly different
from tha basic unit, though it is not possible to say in what way
it is different.
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difference stan, dev. b A probe

mCitabl S/Galm 1.38 1.89 7.6 practic&lly nil Y

Bearing in.mind the very tiny musical changes involved, the
resulis were scen as fairly encouragings. Certain elements of the
test situation were felf to be in need of improvements For example,
there was doubt about the slow basic tempo (MMe 66) and it was felt

that a more average, ‘everyday' kind of speed, Handel's tempo ordinaire,

would be a batter context in which to make judgements of this sorte
A speed of M.lMe 100 was decided upon and it was thought that a
metronome should be in action throughout the recording to control the
speed factors Also it was felt that the repeating of the events
along with the basic units might be responsible for a failure at times
on the part of the subjects to differentiate thems Flaying the event
Just once after establishing the basic unit, or norm, does seem to
emphasise it mores With these amendments the second test was
constructede
Second Test

The musical elements of the first test were reduced to basic
units, melody and rhythm events':l since kkese secmed to offer the
mdst likely points of differences The events were introduced once
only, in the final measure of the units For examples

Exe 18 C] . _ Shee .
7.7 M W W SN I RN BN WA —
St =
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mp « event

The sama 10 subjects whose scores were enalysed previously were
re-tested after a sixe-month interval under the sama conditichs as before.
The materiel was recorded on tape using & piano, but rhythmic stability
was ensured by & very faint metronome tick throughout at M.M. 100,

1 With some changes. See Appendix I.
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The same semantic form was used again and it was thought that by
locating the musical event once only in the twelth measure a clearer
and more differentiated response would be more forthcoming.

During the teat session, subjects were asked whetkhe‘r they
found any of the scales difficult to use as deseriptions of the
musice The following acales were mentioned as being harder than

the otherse

Scale 7 Number of subjects finding it difficult

Good/bad

Hard/soft
Calm/excitable
Positive/negative

LT R CREEY R

Active/passive
Optimistic/pessimistic 1l

Thus there are 9 cases of 'evaluative scales' deing found
difficult, 5 cases of 'potency scales', and only 3 cases of ‘activity
scales's The scales not mentioned at all were wask/strong, light/heavy,
and tense/relaxed. Calm/excitable was found to be somewhat
ambiguouss. Subjects were not sure whether it implied that the
music itself might be excitable or that if would excite the listener.
It is perhaps interesting to notice that this confusion between
the music and the response to it should tend to be felt on the
most affectively charged scale.

In analysis, the mean difference between the ‘ba.aio. units and the
associated events was calculatede In every case there was a slight
movement towards the 'positive’ end of the scales when evenis were
compared with the basic unit in this way. The average differmnce
of all five units +taken together was as follows. '
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Melody events Raythm events
Activity 073 0.9
?O'tengz 026 0044
Evaluative 0.58 0e50

There wera some very erratic scores however, particularly on the
tevaluative®' scales and 1t was observed that two of the basic units
had large and significant differences between them, largely due to

Example 19 having & very high positive rating of its own.

Exe 19 ‘b
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It pecame clear that, owing to the diverse nature of the
basic units, any overall comparison between events and basic units
was inpossibles Likewise, the assumption that all ‘activity' scales
and so on could be taken together for enalysis seemed not Justified.
Thers was good reason to treat each scale separately in prder to sece
which scales were picking up differences of judgement and which
werek note One fai¥ly clear fact emerged however, from the use of
the threse-factor concepts ‘astivity' scales played the greatest pawmt
in separating out the events, as Table 2 shows. The 5 different
besic units, A3 By C; D3y Ej, ere here tre#ted individually. Only
the probebilities of chance occurrence ars given end N.S. indicates

a statistically none-significant re:an:l.‘l.‘u'.1

1 'Significant' in these middle chapters is used in a statistical

sense, signifying some cause beyond mere chance, and not in the

way it has been employed in the earlier chapterse
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Table 2

Activity ~ Potency Evaluative
Unit A |
Melody 550’ NeSe o l NeSe
Rhythn 5% NS | 5%
Unit B
Melody 5% NeSe NeSe
Fay thm 1% . NeSe 10%
Unit C
MBlOdy 2% N.S. 1070
Fhythm 1,% NeSe NeSe
Unit D
Melody NeSe NeSe NeSe
Rhythm 1% NeSe NeSe
Unit E
Melody NeSe NeSs NaSe
Rhythm 1% 2% NeSe

Taken _@1_“19_1_(39_ it does seem as though only the 'activity' terms
nmanage to echieve usefulness, though at this stage the statistical
techniques are relatively crude and concerned only with differences
between basic units gond thelr derived eventse (The events are, in
each case, secn as more 'positive! on all scales than fhe basic units,.)

Table 3 shows the ultinmate breakdown of results for the geparate
semantic scaless 25% of the results may fle considered significant below
the 5% levol of probgbilitys IMeans and probability are given when

probability is 5% or less.
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Table 3
oP Wws L/H TR ®/N C/E H/S A/P G/B
Uit A
Melody NeSe NeSe NeSe NaSe 1e3 1e6 NeSe le2 NoSo
5% 2% 5%
Rhythm NeSe 143 NaSe NoSe le5 2,0 NeSe 208 NeSe
5% 1% 1% 3%
Unit B
Melody NeSe HNeSse NeSe NeSe NeSe NeSe NeSe NeS. NeSe
Rhythm NeSe NeSe NoS. NeSe 1e3 1o7 NeSe 1le6 NeSe
5% 2% 1%
Unit C
Melody 2e2 NeSe =led NoS. 1le6 2.1 NuS. 2.2 NS
1% 5% 2% 1% 14
Rhythm NeSse NeSe NeSe NeS. NuSe 15 NeSe 1.5 NoSo
| 5% 1%
Unit D
Melody NeSe NeSe NoSe NeSs NaS. NeSe NuSe NeSe NaSe
Rhythm NeSeX NeSe NeSe NaSe NeS. NaS. NeSe 240 NoS,
| No b
Unit B
Melody NS+ NeSe NeSe NeSe NeSs NeS. NeS. NeS. NeSe
Rhythn NeSe NeSe lal NoSe NaSe 1e5 1lel 1,5 NoSe
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Several guidelines may be found in the resulis of *thése pilot
exper.ﬁnents.‘ It seems that if we establish a basic context, or nom,
what we have called the 'basic unitt, it might be possible to get
clear descriptions from groups of subjects using the semantic
differentials There are strong enough S;ndica.tions that 1t is
possible to déscriminate one musical event from another, anl to |
probe more carefully into this possibilify wouid offer some help with the
basic question of *meaning' in music, for what can be seen as distinctive
and different from other events in the same context can be said to
have a conceptual quality. |

The measurenent of difference from the basic unit to events is
& useful procedure, though later on we would want to look at differences
between events as welle. Clearly, better statistical tools are needed
end of coursas, larger samples. |

Certain semantic scales have been séen to be of Miculé.r value
in picking up the differences, in particuler 'activq/passife',
tcalm/excitable! and 'positive/negative’s Other scales, like
'*tense/relaxed’, and 'good/bad', seem to be of limited use. Activity
end potency factors seem to be the most useful areas to concéentrate
on rather than evaluative descripticns.

In general, the subjects did not find the task so very difficult,
and it does becoke easier with a little practices Individual
differences of performa.ncé ars marked out for somo attention later om,
thouhl the main objective is to establish the role of cognitve
and conceptual activity in n;usical experience,

Certain un=looked=for phenomena wers noted that became important
later on in the experiments. Inthe melodic units tfiere was more thap

a suggestion of the influence of tonal framework implied by the intervals
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usede (Further information became available on this later.)

There were, however, still too many uncontrolled musical factors,
particularly in the number of basic units employed, abd it was felt that
it would be better in the future to have only one or two units at the
nost with more derived ebents.

Another observation made on the results of this eicpm:hzen’s was
that the melody events that fell in pitch or stand still, preduce no
significant results at alle (See B, Dy and E, on Table 3.)

But the events that ;_iiq in pitch produced significant results. in ﬁearly
507 of the casese Later on the sape pattern was seen to apply to
rhythm eventss The glower events did not produce clear differences
against the basic units though the quicker ones dide This caused a
good deal of wasted time and thought and eventually led to the
development of a theory that music provides listehers with a mixture of
events that vary in distinctiveness end éla.rity. In the case of the
more 'negative! events, the lower, slower bits of music, it was assumed
that they somechow carried less precise Ymeaning' and therefore produced
a kind of 'free-for-all' among the subjects, each one having his owm
individusl interpretsfions This in tum led tc the idea that music
varied the conceptusl load it carried, so that at one momeny the listener
was assimilating musical ideas of & very definite kind and the next
instance, during the negative events, he was given opportunity to
accomodate the import of the music *to his schemata' (to usa‘ Plaget's
term)s This seemed to tie in quite well also with Bullough's
taesthetic adaptation' end the *oscillation between the object and fhe

1l

subject's self and his reactive feelings's™ Was the listcuor forced,

1 Cfe Chapter Twos



94

as it were, into this kind of see-saw activity by the alternating
positive/negative qualities of the music? |

A closer look at standard deviations however, indicated that the
*scatter' of scoring for these ‘n@zative' events was no greater than
for the otherse The explanations scams to be much simplers nanely that
the basic wnits are, in effect, negative events themselves and therefore
little difference would be recofded between them and the lower, slower
eventse However, although the elaborate theory cams into
existence for the wrong reasons, it does have a certaln attriictiveness
about it and it does provide a startingepoint for a slightly different
kind of experiment, which is described as the theory is developed in
Chapter Sixe In a sense it was a stroke of luck to misunderstand the

implications of these results: good fortune founded on muddlel




CHAPTER FOUR

The next stage in the development of the series of tests was to
eliminata as far as possidble the elements wndch to some desres had
confounded the previous resultse A more detalled and searching method
of enalysis was clsarly required and samples of subjects would have to
be taken frouw & wider porulation groupe The use of tonal musical
ekcements still seomed epproprizte, and thz intervals of toass, minor
thirds and fourths were seen &3 basio materials bscause of their wide
cultural contextse Accordingly, +the third test was constructeds

Third Test

Two basic units were ussd over & twelve~bar pariod.

A\ Wanrs ) AY \ | VR | oL

Pazic wiid A (Exe 29)

Basic wnit B (Fxe 21)

Each basic unit was presented once without any event as part of the
randon sequenc@e The evants were pre-rccorded at M.'e 80, ani it was
hoped that the reduced speed might help to focus the slower events
& little better and make more of theme (Later experimmnts show the basic
speed not to matter a great deal, certainly not batween ﬁ:.‘M. 60 and

E.e 100.) The question of tempo is interesting, and Curt Sachs found that
' (A Vo 3us
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nusic cultures in different ethric groups *the regular strids of a man
walking leisurely has provided 'thev psychological basise's 1 Thii |
implies, 23 Sachs pays, 2 time unit, or beat of T6=80 M.V.

The musical eveﬂts, which took place in the twelth bap: vof each

unit werse az follows:

Unit A Unit B
1) Quicker Bxe 22 O _
| S | N
LN L
\.}“ XF-W“'
~—
2) Slower Exe 23 | ()
AL 1 1 "
M N . 2 i I H
e o~ (o)) I . 1 =N
AY] I AEe we
10 o
2) Falling Txe 24
L 1 a
, * Oyt ix_‘l) 4_‘|
\He
4) Rising IExe 25
X7 Z P“ 1
At | ——
£\/ _{ M 3"
5) Quicker & Falling Ex. 26 .
\/ h P
hi" SRV N P | N
AN N ) lg \i
6) Quicker & Rising Exe 27 zgé ;/:f
) el N
“—r—i e a——
I Ivrll "___/
7) Slower & Falling Ex. 28 )6
\YI N i
FEame
" %:—t/ T\ e
8) Slower & Rising Exe 29 o R
\ £ ) N 1
A ray L " 1 )
Art—+tt o5 ~—
\ L

Sacha, Ce Rhythm end Tempoe (Dent, 1953} P« 32.

A tempo fairly near to this universal 'norm' seems appropriate for

this test material.
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The tering used on the semantic differential form were thése
showing the greatest number of significant results in th;a previous tests,
with the addition of other terms carrying, it was felt, fairly
strong.gestural and. postural implications, terms that might be used to
get people to take up certain attitudes or make a certain kind of movemente.
In addition to these, one outright and common pair of affective terms
was used with the intention of seeing how the use of such a scale

related to the otherss (Happy/sad)

Iten Number Name (Initials)
active 3 s ] 3 3 1 yassive
large 3 s 3 3 3 3 small
haopy ) 3 ] 3 t 3 sad
light 3 ] ) 3 ] 1 heavy
positive ] 3 ] 3 ] 3 negative
stiff H 3 3 L H g flexible
calm 3 2 1 3 1 2 axcited
rounded 3 1 3 ] ] ] angular
hard 1 1 J : s 2 sof't
outgoing 3 ] 2 ] ] ] Inward-looking

The test was carried out using 15 music graduates, none of whom
had taken part in previous testse In Table 4 only the statistically
glgnificent results are given, all of them below the 2% level of
probability, except where 5% isg indicateds The figure glven is the
mean difference score in terms of points on the scale between the basic
units and their related eventse Eo give an idea of%erceived quality of

each event, the adjective is indicated towards which the score inclines.
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Table 4

Basic Unit A (falling) Basic Unit B (rising)
Event No. 1. Quicker

Active G0) 1.2 2.3

Happy 1.7

Light 1.4 2.0

Positive 3.0

Flexible 2.2 1.6

Excited 2.5

Soft 2.0

Outgoing 2.0
Event No. 2. Slower

Positive 2.2

Flexible 1.6

Soft 1.2 0.7
Event No» 5» piling

Active (5%) 1.2

Largo 2.0

Happy (5'T 0.9

Positive 2.1

Flexible (<) 1.1
Calm 2 0.9 Excited (6:?) 0.8
Angular 1.8

Event No. 4. 1U.aing

Active 2.2 3.0
Large (50) 1.2 2.2
Happy 1.0 2.6

Light 2.8 1.6



Positive
Flexible
Excited

Outgoing

Active
Happy
Light
Positive
Flexible
Excided
Hard

Outgoing

Active
Larga
Happy
Light
Positive
Flexible
Excited
Angular
Hard

Outzolng

(57

¥t

)

242

1.6

3.5
1.5
LeH
1.9

Event Noe. 5« Quicker & Falling

246 344
1.2 1.7
1.9 1.1
0¢9 3e2
1.9 2.0
244 3e2
1.2
2.0
Event No. 6. Quicker & Rising
3el 5e2
3.4 1.4
1.5 2.4
202
2.6 3.0
1.7
243 340
242
1.9
245 2.0

99
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Event No. 7. Sloweré Falling

Large 1.6 242
Happy (5%) 0.9
Heavy (573 0.6
Positive . 245
Calm (5%) 1.2

Event No. 8. Slower & Rising

Active 1.4
Large 1.9 2.4
Happy 1.3 2.0
Lig ht 1.3

Pogitive 2.1 Bel
Flexible l.4
Outgoing 1.6

Number of times (out of 16) scales produced significant differences

Active/passive 10
Large/small 9
Happy/sad 11
Light/heavy . 9
Positive/nepgative 1
Stiff/flexible 10
Caln/excited 9
Rounded/angular 4
Hard/soft 5

Outgoing/inward=-looking 7

Overall percentage scale productivity = 52%s
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These results confirm the fact that smell differences in music
can be seen and understood, at least in terms 6f the most productive

scales. There is a clear indication of negative and positive

musical events, the quicker and rising elements belonging to the
latter categorye The 'semantic space' of Osgood, canﬂ be imagined as
being dotted about with musical events identified by concepts of
weight, size, flexibility, activity and so ons. The affective scale,
happy/sad, appeared to be of value t00.

What is missing at this stage 1s a more precise statistical map
to show the relationship between all events and not just between each
event and the basic unite This measurement has been a useful
touchstone so far, but it is necessary to establish more information
about the whole matrix of events in order to demonstrate the possibility
of music being seen as a highly organised, articulated, meaningful _
symbol=-structures More sophisticated techniques of analysis 'tgecoma
essential for this.

Because of the misconception mentioned at the end of the previous
chapter, it seemed important at this stage to try to assess not only
how the music i3 observed to be, but also how its effect upon the
listener is scen. It was assumed (wrongly as it happened) that the
negative events caused more random scoring owing to a degree of
anbiguitye In this situation it would be expected that the listenef's
assessment of his own state of feeling would differ at times from his
assessment of the character or behaviour of the musice At times,
for example, both music and listener might share the same 'tendendy
towards 'active', but at other times, when the evﬁ;s weres less
positive, the music might be: seen as 'passive' and the listener as

Yactive's To test this idea out a little, the same 15 subjécts were
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asked, two months after the third teat, to take part in another

experiment.

Fourth Test

They were g.sked to listen to the same musical elements, under the
semaconditions as before. The sama semantic differential forms were
useds The difference in the situation was that instead of being asked
to describe 'what the music does, or ig like', they were invited to

ggsess how it made them feel. (It might have been, for wxample, that

such tiny bits of music would make music graduates feel only mild
irritation) |

The results showed that they assessed their own feelings in
exactly the same way that they previously described the music. The
*listeners' scoring was just a little morae conservative than the

more obJjective earlier descriptions. - No significant difference

could be found anywhere between *what the music is like' and 'how it
nakes you feel's Listeners, apparently, do gseem to assume that a
direct affective or empathetic relationship exists between themselves
and musice. VWhile this result was pleasing in that 1t confirmed the
previous work a.nd eliminated finally the possibility of chance playing
a very large part in the results, it shed no light on the ppoblem of the
musio/listener relationship, except to show how easily feelings can
be 'experienced' when presented in music, particularly feelings of
weight, size, activity and so on.

In order to check further on the situation,a further stage in this
experiment was devisede Nine quite different subjects, using the previously
indicated check-forps and musical events, were asked to double-check on

each memantic scales This technique was used by Der Werff, who worked
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on the concepts of 'self! and 'ideal tseall.f'.1 He used the semantic
differential but permitied subjects to check any scale twice if they
so wished. Béth checks were made at the seme time and he took the
distance between them as a divergency scoree. VWerff found that making the
checks together helped to focué the task better than separate scoring.
Only 12% of the subjects used the single check alone. (His
conclusion was that it is wmhealthy people who do not manage to
face up to tha internal stress situation, with respect to self-image,
by accepting the m%fﬁmtraits.)

This double-check technique was adaptéd for use in the music
response situation. Subjects were asked to check each scale with
an *M' for 'what the music is like', and an *'L' for 'how it makes the
listener feel's It was, of course, possible to put both checks in the
same space offi the scale, thus indicating no difference at all, One
subject, in facty did this on every occasion, but the others thought
that the distinction was walid though the task was hard to do.

The results may be briefly summarised as follows.
The :combined differences over all units on each separate scale in terms
of "M' were all significant at below 1% level of probability. '
The same was true of the 'L' scores, with the exception of stiff/flexible
and hard/soft. All 'L' differences were somewhat smaller than the
'M* differences, as was the case previously. 0nc§ again, nbne of
the differences between 'M' and 'L' scores were significant overall,
and there seemed little point in separating the different units for

closer a.na.l.vs-.is.2

1 Yen Der Werff, The Self and Ideal-Self Conflict. (Acta Psychologica,
XXVI, }) Pe 249' 2560

2 Further details are shomn in Appendix II.
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It appeared then, that the situation in which '¥' and 'L* scores
are made together simply replicated the situation in which they were

made separatelys However, a calculation was made of the number of times

M and 'L* were glven separate ratings and this gave results
indicating three groups of music events apparently depending on the
degree of positiveness. Taking the combined basic unit scores as
naught, the number of times subjects additionally separated °*IM' from

‘L' was ag follows.

Table 5
Quicker and Rising 4

Group 1
Quicker 8
Rising 16
Quicker end Falling 20 Group 2
Slower and Rising 20
Slower and Falling 27
Slower 31 Group 3
Falling 33

Although this pattern of scores appears to suggest very strongly
that the negative type of events cause the listener to become, as it
were, separated from the musie, yet there is only slight statistical
evidence for this view, The difference between Group 1 and Group 3
has a probability level of 5% No great weight can then be placed on this
feature, although it does indicate the possibility of further

experimental work, which is described in chapter six.
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It had become apparent by this stage that any enalysis of
response to musical events would have to take into account each
semantic scale as a separgte entitye This conclusion was reinforced
by Warr and Knapper, who, in an assessment of the use of the
semantic differential, inclined to the view that separate analysis of
scales was preferable to assuming 'potency*, *evaluation' and

1 They found the

‘activity! fa.ctors_ to be the ultimate enalysis,
semantic differential technique to be well supported by various research
but also that correlations of various scales vary according to the
concepts being evaluated or describeds This} indicates that an
all-purpose form is not appropriate but that the scales to be used

should be selected for the task in hands. They also came to tha
conclusion that rapid response to the offered concept (in this case the
musical event) produced more consistant results than more carefully
considered response.

Fortunately, the need to probe further into the use of the scales
and tha relationships between all events was made resolvable by the
avallebility of a computer programme. It was then paassible to carry out
a much more rigorous analysis of the datae

The first stage was a stepwise discriminent function analysise
In this, the semantic scales (the scoees on them) are Mmted via
negns, standard deviations and 'F' values to get them into & kind of
ranking order of effectiveness.s Then the scale with the highest
'F' value and lowest probability figure is analysed in detail for
significant differences between any pair of music events, The next |
most effective scale is then combined with the first and all differences

1 Warr, P.B., and Knapper,Ce, The Perceptiin of People and Events.

(London, 1968) . 6o.
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are again checked for significance levels This process continues
until sll scales are combined in the modele  This cumulative approach
makes it possible to assess the distinctive f‘uncﬁon of each scale
and glves, when all sceles are combined, an overall indication 'of
significances |

The first analysis of this kind was carried out with the "M*
scores cnly of the previously described experiment, using only th;
*falling' basic unit (Unit A) and its derived events, Table 6 shows
the 'F' values of each scale where 2,80 indicé.tes & 1% level of
probability and 2,10 a 5% levels The second column shows the
cumlative prop_n;_gftion of the total dispersion. the percentage of
the difference achieved by each successive scale combination. The

scales are listed in order of incorporation into the model,

Active/passive 18.77 6649497
Outgoing/inward-looking 12.93 84499%
Calm/excited 13,66 91,6875
Large/small 8488 96.737%
Light/heavy 8440 98.9217%
Positive/negative 8¢46 99470%
Stiff/flexible 2.40 99.988%
Happy/ssd 7468 100%
Hard/soft 1.99 N.S.

Round ed/angular 3.64

Thus, active/passive takes nearly 67% of the disperaimm of

difference and a high degree of correlation of scales is indicated,
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We might notice that the order in which the scales ara presented
to subjects on the check-form does not-séem t0 influence thair use.
The first five scales in terms of high levels of significanee a.fe,
on the cheack form, 1, 10, 7, 2 and 4.

All ten std&ges of combinatioﬁ in the analysis have indications
of highly significant differences batween the various pairs of units, but
since the final dombination is the post conservative in this respect,
only this 'F' matrix is given in Table 7. In virtually every
case, a significant difference at this stege 1s even more significant
at an earlier level, before the 'weaker' scales have been added in.
In Table 7 the 'F' valuas matrix is glven, where & value of 2.6 has
a probability of below 1% and 2,0 of 5% Nonesignificant values are

in bracketse (Q = Quicker, F = Falling etce)

Table 7
BU Q s F QF QR SF SR
Q5492
S 267 4462
P 352 347 2.08
R 10,27 2.42 833 5.54
QF 954 (1.85) 8.97 4.73 2,10
QR 144,40 3445 11,22 6.98 (0,97) 2.17

SP 330 4455 (0e68) (0aT1) 6075 Te54 8491
SR 10424  4e11  5¢T6  3.90 (1e771 4458 2492 4410

1t is clear from this that the differences between the musical evenis
are practically all validated, and that it is possible to have a
consensus of opinion in description of even’ tiny nusicel events
provided that a nomm is established and the events can be heard in a

stylistic frameworke
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All of the smeparate scales haﬂta. rart to play in desoribing the
events, with the exception of hard/softe Tsble 8 shows the nine
events on tho nine signifiéa.nt scales as they were described and placed
in order of degree of 'activity', tlargeness'! and so on. Thus it is
possible to mea avrongz ranking order of events from a positive to

a mors negative pogition on each scale.

Table 8

sotive QR Qr R SR Q P SF S BU passive

large QR: SR R F SE QF S Q BU small

happy QR R SR Q¥ Q * SP BU S5 gad

light R QF QR SR Q BU P SF S heavy

pdsitive SR QR R QF ©SF F ] Q BU negative
flexible SR R QR Qr 3 ©SF F Q BU stiff

excited QR QF R Q SR F BU SF S calm

potgolng QR R SR Q QF SF S F BU inward-looking
angular QR QF R SR Q FH S SP rounded

Sfb. for example, the three mozt *active' events are Quicker and
Rising, Quicker and Falling, and Rising, while the three least
‘active', or most *passive! events are Slower and Falling, Slower,
and the Bagiic Unite This sort of pattern of description is p;:esent
throughout the experimental work yet to be descrided and it does not seem
necessary to replicate such information again uﬁless it differs from the
above in & radical way. It is more important to know that music
events are seen as different entitiea and that concepts of movement,

weight and size efc. can be employed to make the differentiation.
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A second feature bf the analysis was to estimate posterior
probability. This is, in ef _fect, & prediction of which out of the
nine events was most likely to have been heard, based on the scoring
of the subjectse This is quite a searching anaiysis, the results of
which provide an indication of the sepsitivity, not only of the
instrument of measure, but also of the subjects, especially when the
smallness of the musical wariation is tsken into accountes In this case,
the prediction from the scores as to which of the musical events was
heard was correct 73% of the time, a very high figure indeed.

The smme total analysis was then carried out on the 'M* scores
for the second of the basic units and its attendant events. (Unit B)
The results wera identical except for a slight drop in 'F' values and
marginally less significant #ifferencese A 605 level of posterior
probability was achievede All seales were once again found to be
productive of differences except hard/saft, which might possibly
indicate the inappropriate nature of tactile concepts to musical
description., The order of scale combination was different, the
first five being 3,2,1,4,8, on the check-fdm. The slightly less
striking result may be explained in terms of a mors positive
Basic Unite The rising unit. (Unit B) is less able to represent |
the negative qualities against which the other events are seens

One further step of enalysis was taken with the first set of results.
To enable & visual model to be oconstructed, a two~dimensional graph was
calculated from canonical 'wiriables.  In effect,the scales are
combined in the two ways that maximise differénces and the result is a
picture of the relative position of the various events in two

dimensions. The scales thus cease to exist individually and become
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fused together to give a global description of the events in
'semantic space*e (Lines joining events indicate significant

differences. ) To avoid confusion, QF and SH are not plotted,
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The model shows the clustering into two main groups of what we
have called the positive (at the top) and megative eventss The
baslc unit is slightly detached from the other negative events and
at the furthest extremity from tho positive group. It 8ls0 shows the
reletive distances betwsen the events and that, with the exception
of Slower to Slower/Falling, Falling to Slowor/Falling and Rising to
Quicker/Rising, all differences are significant. Lafer experiments
will use larger end different samples of subjects to reinforce these
results, and it is beyond question that with music we are dezling with
a hishly articulated medium of communicaticn, capable of making fine

distinctions. We would go on to argue thal, because it is possible to
describe these differences in terms of weight, flexibility, activity
and so ocne there is & reasonable case for suggesting that what is
being communicated has to do with the attitudes, or postural schemata
that attend emotions, or for that matter any sentient process. The
growth and perpetuzl change of felt experience might -then be sald to
be the 'subject' of music because, although our medel picks up- |

a snap=-sho{ or still frame of nmusic description, music itself is
always moving on, changing and evolving as it goeses Some further
evidence on this becomes available at thé end of this chapter,

Fifth Test

Several practical points were noted during the experience of the
previous experiments Correlatlons were calculated that indicated
the overlapping of some scales with others in their descrifive
functions In the case of thase particular music events the number of
scales might then be reduced, thus making the task of the subject
easlier, since he has to remember an event while working through the

scalese It also appecared that certain scales might be more effective
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in describing certain grcups of events, for exanple, rhythm changes,
while others would be more appropriate to different groups of events.
Further informatiog on this gppeared 40 be desirable., Also needed
was some specifioc evidence on the relationship of an affective type of
scale, like happy/sad, with the other "postural’ type of terms.
Consequently, the following check«form was devided which met these

points and kept in the scales already found to be of values

Item Number _ Hame
active 3 2 g : g t _passive
large 3 3 3 2 H 3 gmall
light 1 ] 3 3 s 3 heavy
stiff 3 2 2 3 3 3 flexible
outgoing 3 3 3 3 H 3 inward-looking
happy 1 3 3 3 3 1 sad

It was also seen to be essential to use none-musical subjects and
childrén in particular and it was felt that en alternative check-form
that did not involve verbal concepts might be easier especially
for the younger children« Accordingly, an entirely new forgof

instrument ceame into beingy the 'dlagrammatic differential's An
artist produced several representational and abstract drawings to
parallel the verbal scalese Out of these, five were chosen by
independant judges as most resembling the original terms on the form
abovas (Happy/sad was not included because the abstract drawings

were favoured and it 1s difficult to eonceive of an affective situation

in those terms.)
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(The form originally hag the uaual seven spaces but is here reduced

for reasons of snaoce.)
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The validity of this form in terms of the more usual semantic
version is something that has to be checked, and this aapect is
included in the analysis of the datae

As far as the musical elements were concerned, it had been
observed by some of the previous subjects that the manner of ending
was of some importanca. In the casa of a Quicker event, for instance,
the effect of the silence that follows is felt as being more abrupt than
in a Slower evente The cessation of a unit can clearly be seen a&s more
or less pudden, depending, &3 it were, on the velocity of the musice
Ona subject gald, for example, that the basic units, although seen
‘a.s fairly passive events, tended 40 make the listener fecl more active
because they stopped before 'doing anything'. Some atiempt at conirolling
and examining the effect of the marmer of ending seemed necessary
therefore, as part of the experimertal set-up of the fifth tests

Two main ways of ending units were seen to be relevants The first
was simply to stop as befores +the second was to repeat the event over
and over again and at the same time to fade ocut the sound level
gradually to nothinge This implied having & finely graded sound
source with a cilibrated intensity controls A small electronic organ
at 8' pitch was therefore used to pre-record the musice A calibrated
dial made the controlled fade-out possible.

A falling end a rising basic wnit, as before, were the basis of the
musical material, although only the former woul.d eventually be
ahalyseds, There were no melody events, but for each unit of musie
there were gix events in alls Basiec Unit, Slower, and Quicker, each of
these played stopping as before and also fading out gradually. Two
*trial' or practice units, taken out of the main test, were played first
to enable subjects to become familiar with the task. (In all tests
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practice was given at the start in the use of the checkeform by having
verbal concepts evaluatede) All in all then, the subjects heard
14 events in random order.

Initially, two groups of subjects were useds Both groups were
a normal, nmusically imselected class of girls and boys at a comprehensive
school in a ‘new* town. Group I was a class of eleven~-twelve
year-olds, 13 boys and 13 girls. Group II was a class of thirteen~
fourteen year-olds, 26 in all, from the third band of the
streaming system in the scﬁahl. In effect this meant that Group IX
were rated as just above remedial teaching level. Because of the
standard of work snd attitude of the respective groups and the usual
adolescent apathy towards music in school, it would have been expected
that Group I would manage the task better than Group 1l.

Half of each group used the semantic check-form and half used the
*tdiagrammatic' forme.

Because of the desirability of comparing two classes of the
same age=-group but of different abilities in general achool perfoﬁnance,
e Group ITI was also used, consisting of 29 boys and girls in the older
aga=group and the top ability band.

The test was administered as before, in that the subjects were asked
10 uss the scales on the form to describe what the music was like or what
it dide It was thought that & second hearing of aome of the earlier
items might help end the groups were asked if they wished to hear
events a second %timees In fact they asked to re-hear the first
few items, but after that seemed to be able to make a judgement on
ona hearing.

A multivariate analysis was carried out to determine the influence
of ability, sex, age end the kind of check=form being useds Also
analysed in this way were the effects of speed events and manner of

ending.
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Ability, age and sex effects are dealt with in Chapter Five, but
in the first analysis groups I and II were assessed as to use of the
different ohecke-formss (Exciuding the scale happy/sad which only
featured om the semantic version.) No overall significant difference in
the use of forms was found, and out of the thirty variables only
one of the scales of one event reached even a 5% level of probability,
which is to be expected by chancee A similar enalysis combining
groups II and I1I produced similar resulis. We are then able to say

that there is no effective difference at all in the use of the

'diagrammatic! check-form compared with the equivalent semantic scales.
The use of either version is therefore indi€ated at least down to the age
of eleven and the possibilities of using the diagrammatic form with
younger children seem quite goods

Using the combined groups I and II, the effects of speed and ending

be
were then analyseds Differences between events were found tophighly
significant. Of some interest was the faot that the scales were
used differently for speed as compared with ending. The following table

of 'F' values will make this clear.

Table 9
117.12 Active/passive 1.13
832 Large/emall 5354

0.20 Light/heavy 38, X4
15.39 Stiff/flexidle | 14.73
9,08 Outgoing/inward~looking 003

The larger the 'F' value the more highly significant the differences

and no value below 2,99 can be seen as significant even at the 5% level,
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Thus, for the speed effect, active/passive, stiff/flexible, and
outgoing/inward-looking are the three most significant scales, while
for the ending effect, the other two scales are found to be useful tools
of description. Stiff/flexible and large/small seem to overlap to
sone extent both types of events Active/passive, as 1s very oftemn the
case in all experiments, has an enormous 'P' value, in terms of
gpeed changes,but no significance at all for ending.

It seems that music is in some way 'multi-dimensional', requiring
different sets of terms to describe different types of svent. In fact,
the distinction brought ocut in this analysis seems related to the
‘activity' and 'potency' factors of Osgood. '

The scores of each of the three groups were next analysed separately
{0 check on levels of significance between units, to find the posterior

probability end to mep out a two-dimensional model as before.

Group 1
Tahle 10 Cumulative proportion of diépaﬁon
Active/passive 69.644%
Large/small 97996%
Light/heavy 99,491%
Outgoing/inward-looking 99.981%
Stiff/flexible 100%
Table 11 *P' matrix of the overall combination
BU Fade BU Stop S Fade S Stop Q Fade

BU Stop 8454 |

S Fade (0.88) 817

S Stop 5072 (1.44) 4454

Q Fade 10,36 Te46 14.18 12.30

Q Stop 15.04 377 17.00 9.23 2.88
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In Teble 11 3,02 has a probability of 1% and 2.21 of 5%« Oaly

two differences are thus not significant, both between the Basic Unit

and Slower.

The plotting of the relationship of the units on s graph is

a3 follows,.

// = Stop and 7 = Fades Dotted lines indicate that significance
was not established between those unitse We notice that the righit-hand
slde has the nezative and the left-hahd side the positive type of events,
end that a further dimension given by a different scale combination

ghows the fading and stopping units towards the top and bvottom

respectively,
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The prediction 61‘ events from scores (posterior probability) was
correct in 44% of the cases. This seems quite high, bearing in mind
the similarity between many of the events end the small musical scale
of the elements involvede It seems from these results that children at
eleven years are certainly able to 'wnderstandt rmusic and differentiate

betwveen these sodh of events.

Group II
Table 12 Cumulative proportion of disperséon
Active/passive 8%+295%
Stiff/flexible 97.127%
Large/small 99.721%
Licht/heavy 99, 989%

Outgoing/inwardelooking 1007

Table 13 tF* matrix of the overall combination

BU Fade BU Stop S Fade S Stop Q Fade

BU Stop 4.79

S Fade (1.59) (L.72)

S Stop  2.43 (2.09) (1.33)

Q Fade 20.65 12.79 14429 22.19

Q Stop  11.45 3.44 5410 BeT7 4449

Once again, the only indication of nonesignificance is in the case
of differences between the "negative' events, when 3.02 has & probability
of 17 and 2.21 of 5% There seems to ba a slishtly less confident
attitude shout this group, older but less able thon the previous one,

but 2ge and ebility is taken into account elsewhere,
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T™e relationship of the units on the two canonical variables

are as follows,

Once again, the two quicker units are opposite the others

in the horizontal plane and the fading and stopping units are
seen apart int the vertical plenes We might notice the very high
'F* values for the quicker events and the bunching of the negative
events in a tighter group than seen in the earlier model for the music
graduates.(p{110)
Posterior probability was calculated, and showed a correct

prediction in 53% of the cases.



121

Group III
Tabke 14 Cumulative proportion of dispersion
Active/passive .T3.008%
Large/small 98, 500%
Stiff/flexible 99,198%
Light/heavy 99.643%

Outgoing/inward-looking 100%

The scale active/passive certainly seems to be a very positive
indicator of musical differenc@l‘though 1t might be noticed that it

happens to be the first scele on the check-form.

Table 15 'F' matrix of the overall combination
BU Fade BU Stop S Fade S Stop Q Fade
BU Stop 4.34 |
S Fade (1.60) 7.80
S Stop 10.91 T.10 8495
Q Fade 15.21 12.42 2537 36494
Q Stop 12.42 3094 20,21 19.02 574

These are once again very high values, when 3.02 has a probability
of 1%. The level of predi(xtability for this group was even higher than
the others = 60%  The results are conclusives music is a vehicle of
communication ' in a very precise kind of way.

The graph shows once again the polarity of the quicker events
against the others and the different planes for the fading and stopping

eventse
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One further analysis was completed on the data available from these
three groups. The directly emotive scale, happy/sad, had to be seen
in relationship to the other scales. Accordingly, the 26 subjects
from Groups I, @wd T, who had used the ordinary semantic differential
type of check~form were taken as a single group and a correlation made
of the emotlive scale with the other fives Fairly high correlatiohs
were expected between happy/sad and at least one other scale, and &
fairly high level of correlation had already been observed on the
'‘within groups* a.na.ljsis. In fact, the analysis proved to
surpass the prediction.

Table 16 shows the correlation matrix for all scales over all
events, when 0,2 gives a 1% level of probability.
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Table 16 Correlation matrix for the six scales over all events

A/P /s L/H S/F o/1 H/Sd.

L/s (0417) ,

L/H 0.22 =0.41

S/F =035 (0.17) =0.57

o/1 0.44 (0.17) 0427 «0,28

H/Sad  0.70  (0.10) 0,30 0,37 0,57 1400

The negative cobrelations are what one would expecte For example,
active/passive really correlates with flexible/stiff, which had been
reversed on the check=form into stiff/flexible to prevent automatic
use of one side of theform as 'nezative' and the other side as
‘positive's - Lightness correlates with flexibility and largeness with
heaviness, a pretty obvious association, especialy in terms of movement

and posture. We are particularly interested in happy/sad and its
correlates and might notice the very high measure of correlation with
active/passive and a pretty high figure for all other correlations
with the exception of lai‘ge/small.

There are implications here for the theory of music being
advanced in this thesige It is possible to say that, whereas Cooke
has demonstrated the use of certain turns of phrase in western music
to denote global emotional concepts, particularly sadness and joy, th \/18
study has atomised not only the musical elements but also the components
that make up in music the affective tone.-l The above correlations
bear this oute The correlation of happy sad with the other scales
suggests that sadness, for instance, is characterized in music via

1 Cooke, D., OPe cit.
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at least the following componentss passivity, stiffness, heaviness,
snd inward-lookinginess. These we might regard as some of the
postural elements of theiaffective condition we call 'sadness®.

To alter in some degree one or more of these fomponents is to present

iy the music or experience in life a different kind of sadness.

We can argue that it is in this manner that music is able to present
to us particular feelings by displaying the postural attributes
assoclated with theme We are already well aware of day-to-day
expressions that try to express how we feel, or how someone else feelss
'bubbling over' with happiness, 'welghed domn' with care or sorrow,
'heavy*® with apprehension, 'stiff' with fright or worry, ‘'light as air'
and so on are but a few examples. lMusic anpears to deal with these
qualifiers. These attitudes and presentations of weight, motion,

size and pressure, are the schemata, the 'ghosts' (literally) of
affective lifes Music communicates constructs of this sort, ideas
about and presentations of feelings through at any rate ,its tonal

and rhythmic materials. Small wonder then, that people can

recognise emotions in music and that sometimes they go on to

agsoclate the presented state of affairs with an actual associated
life-situation, and thus loose grip on the on-going musical articulation.
The ability to enjoy the play of schemata can be stifled to some extent
by the tendency to give the “ghosts® fkesh and biood.

Why is it then that emotiona and feelings as such make such shaky
ground from which to describe music and its effects.l Part of the
answer may well be that eny postural impli€ations located in music
may be present in a wide range of feelings. For example, we may

curl ocurselves up into a ball because we are afraid or because we are

L ¢f. chapker two.
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contente The presentation of 'curling', if it can be presented in music,
might bring to mind either of these situations and many more, thus
resulting in confusing descriptionse A great deal dependad on the
combination and relationships, the general pattern of the feeling
components, and it is perfectly possible to find an emotion in music and
miss the poixit. We might notice the interesting case of Schumann

who heard in Mozart's G Minor 8ymphony a degree of gaiety not usually

associated with this worke Schumann may well be as 'right' as those who
find the work 'tmzio', for smbiguity is part of the fascination of

art and music for us. What both parties really mean is that the
components (scme of them at least) of tragedy or gaiety can be found

in the musice We have to learn to listen to the components &nd not -

to jump to quick conclusions about ‘*emotions'. usic 1s very subtle

end informative for those who attend properlye

Notes A group of students tried to place emotional concepts

at the extremes of the diagrammatic type of scale. Hate, happiness, Jjoy
and anger were all seen as 'active' and several opposite ends of the
scales had the same emotion allocated to them. This serves to
demanstraté the fact that feeling ‘componehits! tend to be transferable
from one affective condition to another, and thus why musie, which
apperently deals in such components, is likely to be misunderstood and
migrepresented if attempts are made to 'label' emotions that appear to
arise in it.
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CHAPTER FIVE

As part of the multivariate analysis of the scores of the three
groups of subjects dealt: with earlier, the effects of sex, ability
(in terma of the school's assessment), and age, was caloulated in
addition to the use of the check-forms Group I and Group II were taken
firste Absolutely no &ifference was significant with regard to the sex
of the subjectse Boys and girls seemed to have the same way of
responding to the music and of using the semantic or diagrammatioc
differentiale Groups II and III (both in the 13+ age-group) were also
taken and once again no significant difference emerged, eithbr
overall or for any individual sc=le on any particular unite The conclusion
must be therefore, that the understanding of the communicative aspects
of music is common tdpoth sexes in both the pre-puberty period and in
early za.clolesxcence.1

Groups II and III were analysed also for the effects of 'ability’
in general school terms. Group II was in the lowest school ‘'band’,
just above 'remedisl' level, and were considered to be particularly
less able in terms of academic achievement than Group III1, who were in the
top bande The overall 'F' value was significant at a8 5% level of
probability, and the following table shows that in the detailed analysis
of each scale for each unit of music there are six instances out of

thirty where the level is below 5%.

1 Details are given in Appendix II.
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Table 17 'P!' values for 'ability' effccts

AP /3 /i  S/P o/1

EJ Fade 1,58 0020  0s36 0,52 0,37
BU Stop 1.64 0.08 406 0,02 0,02
S Fade 6,93 1,50 2.7 0.04 1,02
S Stop 0,60 5463 0,35  1.03  0.12
Q Fade 5.87 8439 0,97 6.0 2424
Q Stop 0,62  ©0.93  0.85 1.2 0.92

(4.00 indicates a 5% level of probability and T.08 a 17 levels)

There 1s then some very slight evidence for assuming that ability
plays a part in the process of grasping the significance of musical concepts
of the sort prezented in these testse
A similar check was made for the effects of age, using the scores
of Groups I and II. These groups are of course different in ability
too, but as a rough preliminary guide it seemed reasonable to look
at age difference. (1l1-12 and 13-14 years old respectively)
An overall 'F! value indicated no significant result on thils occasion,
though the detafled enalysis did show on three occasions a significant
result at a very low level of probability. Two of these wers for the

event Quicker/Pading, as follows.

Table 18
AP L/s L/H S/F /1

It can be seen by refering to tables 17 end 18, that the same event,
Quicker/Fading, was responsible in both ability abd age effects for

producing differences between the groupas of subjects. We might notice
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that the active/passive scale is outstanding in its effecte This can be
traced back to the unusual result of the average score of group II'

boys on this scale being l.dﬁ and the avefage acore for girls being
1.00. Every girl in this group gave the extreme tactiva' description
to this particular event. With a standard deviation so low, any
comparison with other groups is likely to show a difference.

At this stage it became apparent that an investigation of response
lower down the age-range in schools would be of va.J.ue.:1 In the case of
ability, practically the whole . zange from the school population
(il the comprehensive school) was covered by the samples of subjects
already used, but only a very small part of the age-range had been
investigateds It was decided for this purpose to use only the
diagrammatic check«form, since no difference had been found betwseen it
and the semantio version and since younger children, it was fel®$,

nmight find it easier,

Sixth Test

A shorter form of test seemed desirable for younger children,
Accordingly, only the 'falling' basic unit and its events was employed.
The clearest available cvents were devised inside of the usual strict
framework of control. (See esamples 30 = 39) It was decided to
re-adopt a metronome speed setting of 100 beats per rinute to assist
in the shortening process and to prevent boredom or complete
satiation.

The basic unit, (example 30) is heard before every event takes
place and two preliminary trials are made as practice items. In addition
the children were given en opportunity to talk about what they saw on the
check~-forms before sgarting end they also had a practice run on the

concept of 'an angry elephant',

|
|

11A subsequent analysis of the age effect for Groups I and III revealed
. no significant difference.
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131

Group I in this test was made up of 30 boys and girls aged
9 « 10s They were a normal, unselected group of children making up
a class in a junjor school in an area where a fairly mixed social
background exists. Table 19 gives the significance levels over all
the events in terms of 'F' values, where a value of 2.80 gives a 1%
level of probability. The five scales will be named as though they
were on the ordinary semantic form, although it must be remembered

that the diagrammatic version was being useds (See page 113.)

Table 19
Active/passive 11.62
Large/small 14.25

- Light/heavy 11.80
Stiff/flexible 6400
Outzoing/inward-looking (1e14)

Thus all scales are highly productive of significant differences
between the units except the last, and even then a 10% level is
indicated. Table 20 gives the proportion of difference as each scale is
taken EInto the model.

Table 20 Cunulative proportion of dispersion
Large/small 69+057%
Active/passive 97.150%
Light/heavy 99.185%
Stiff/flexible 99.973%

Outgoing/inward-looking 110%
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Table 21 'F* matrix of the overall combination
BU Q S R F . QR _ SF

Q 3.64

S (1.57)  7+55

R 3.32 T7e21 (1.66)

F 5,31 12,65 5.36 12.67

QR 2.24 (0.32) 5.22 4,67 11.44

SF 5.09 12.71 5653 12,68 (0.32) 11,55

3+02 has a level of probability of 1% and 2.21 of 5%

(Brackets

indicate non-significant results.) Thus, only ifousr of the differences

are not significant in this final combination of all the scales

weighted as in Table 20, The profile of relationships between events

"can be best seen using the two dimensions made possibie by the calculation

of canonical variables,
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We can say then, that whkt is the case with children at 1ll+
is equally so at 9+« This certainly throws considerable doudt on
Wing's assertion that there is a negligible 'apprecietion' ability
until eleven years of age. In a very real sense, music can be understood,
that 1s to say observed {o have a particular characte#® within a givem
framework,down to the age of nine. The next stage was to probe
one stage further down the age~range.

Group II were 21 boys and girls aged 7 = 8+ Table 22 shows the

'FY values on the differences within each scale.

Table 22

Active/passive 2.88 (1%)
Large/small 1.83 (10%)
Light/heavy 1.65 (109%)
Stiff/flexible 0495 (NaSe)

Outgoing/inward=looking 023 (N.S.)

Table 23 Cumulative proportion of dispersion
Active/passive 474528%
Light/heavy 90¢304%
Large/small 9841807
Stiff/flexible 994630%

Outgoing/inwardelooking 100%

Most of the difference then, is taken up by the scales
active/passive and iight/heavy in roughly equal amounts. The overall
'Ft yalue for the final combination is an i{ndication of signiﬁéa.nce
at the 1% level of probability, although there are onlyjffour
individual differences of significances They are the most likely

differences to be detected, mainly between the negative and positive
type of event, &s the two-dimensional model shows.
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It is probably worth noticing that the size of the difference is
much smaller in ewfiy case thai the differences in eaAer models, and
a comparison with the group of music graduates will show how much
more they discern the distinctions between these kind of events#
(See page 110. %e scale is exactly the same.) Noticable here is the
clustering of the negative events and the spread of the positive ones.
The posterior probability is correctly predicted in 21% of the
cases, compared with a 41~ level for group I. It becames, of course,
increasingly more difficult to say whether at this a”e the task is rather
hard or whether the ®usic is not understood so well. A series of studies
using non-musical concepts as a control element would, no doubt, help
on tils question, but this eeems outside the scope of this thesis.
We can maintain that down to the 7+ age-level music can be more or leas
eunderstood* in that tiny changes can be differentiated one from the

other.
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The fact that the school from which these children czme 18 in an area
vwhere reading ability is slightly below the natiénal average, suggested
a repeat of th_is type of experiment elsevhere to check on a different

type of samples This 1s described under Seventh Test.

One other group in the Sixth Test, 31 boy and girls aged 12+,
was glven this particular set of events to assess. They were &
second-year group from a different area compared with any of the other

groups. Table 24 glves the *'F' values of the separate scales as before.

Table 24

Active/passive 4.57
Large/small 4.89
Light/heavy 336
Stiff/flexible (1.30)
Outgoing/inward-looking 8417

They are all significaent at well below the 1% level, except the

fourth one,

Table 2 Cumulative proportion of dispersion
Owtgoing/inwardfooking 784085%

Large/small 954310%

Active/passive 07.6T4%

Stiff/flexible 98,903%

Light/heavy 100%

Unusual here is the use of the outgding/inward-looking scale,
which 30 far has not been found very productive of difference. The final
'F' matrix shows high levels of significance where 3.02 gives a 1%
level of probability and 2.21 a 5% level. (Table 26)
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TaoclQ 26
BU R F CR
0 (0.95)
S (1.89) *2.07)
R 4.39 2.28 7.44
F 2.42 4.94 3.63 11.25
QH 4,80 3.00 8.74 (0.56) 11.02
37? (2.18) 4.92 3.94 10.69 0.07) 10.36

The percentage of correct prediction (posterior probability)
runs at not periiges as high as the levels of significance would
lead one to expect. %e two—diiaenaional model of relatlonshipe
between the unite once again shows the clear division of negative and

positive events.
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A further anelysis was then made on the relationship of these
three gge-groups (ranging from 7 to 13)e That there seems to be a
difference in performance is clear but we have to establish whether or not
it 1s e significant differences A multivariats enalysis was
carried out which would give a conservative estimate (by not
taking into account the repeated measures element cazused by having the
same subjects making all the judgements)e
The main effect of the musical events was highly significant over
8ll three groups, 'F' being 6.38 wheﬁ a value’ of 1.0 indicates a
1% lovel of probability. The five scales separately were all found sig-

~nificant, when a value: of 2.80 indicates a 1% level.

Table 27

Active/passive 12,32
Large/small 10420
Light/heavy 8446
Stiff/flexible 574
Outgoing/inward~looking 342

The age effect was significant at below the 1% level and was
entirely accounted for by the first two scales, though the first three

were in fact significant,

Table 28

Aotive/paszive , 7.04 (%)
Large/small 3.16 (5%)
Light/heavy 3437 (5%)

There was also an interaction effect between age and music at
a 1% level of significance overall. For the individual scales, three
were significant at a 1% level. (Table 29)
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Table 29

Active/passive 3465 (1%)
Large/small 3432 (1%)
Stiff/flexible 2.62 (1%)

The analysis enables us to say three things. Firstly,
the three ags=-groups ars quite different in soms way from each other |
in the way they differentiate the events, and 14 seoms pretty clear that
this difference #s %o do with ability to differentiate then clearly,
which improves with age. Secondly, ell age=groups dowm to the age
of ssven are able to make distinctions between musical events to some
extente Thirdly, and more difficult to get clear, there is en
interaction effect between ege and the scorese This implies that
tha whole way in which the evenis abe ‘taken' by the subjects is
affected by age and not Just in terms of more or less ability.

The actual description of the music, the way in which the scales are
used, either or both, is different in weighting over the three groupse.
Either music has a different quality of meaning for the various

ages of the scales as units of description are seen differently.

One inclines to the latter view because of the obvious elevaition of
outgoingfinward-looking as a tool of description by the third group.

We might notice that the musical differencesz account for the greater
proportion of difference in the full analysis models Also of interest
is that, overall, the scales are found to be useful in order of
presentation on the checkeforms (Seec Fable 27) This suggests
- that the first two or three scales are well handled but that the last
two in particular suffer from the subjects forgeiting the musice Five
scales are certainly sufficient for assessing the fleeting, time-bound
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musical concepts at any rate on the level of theze very simple

elements of musice

Soventh Test

This test came into Yeing partly as the result of a mistake
in data card order during the analysis of Test Six results. These
results were so rendon that a great deal of heart-searching went on to
find out why there were no significant differences between ekents at all.
It was thought that the subjects may be not typical, or that the speed
of the music (M.M. 100) was too fast for youndsr subjects. Accordingly,
his test came into service, uailng a speed of M,M., 80, with seven eventa
and two preliminary trials as before. This time though, the events
were not merely played once necessarily, but were played out to a’
lengih of two complete bars, which meant that the quicker events were
heard four times and not just once. This was partly a return to the
1dea behind the fifth test, when the events were reneated, some of them,
and faded oute As it happens the mistake in card order, a completely
inappropriate sequence for tho particular computer programme, was
discovered, but by then the saventh test had besn completed and the results
serve {0 reinforce what has been given earlier,

Two classes of children were used in a Junior school in quite a
different area from previous schools used.s Group I wers agzed T+ and
group II were 9+, Since the work duplicates the former test to a great
extent it 13 not necessary to give all the details except to say that
the level of posterior probability ran at 32% and 33% respectively.

Some further details of the younger group are of interest bhecause they
show a higher level cf significance than the previous T+ group results.
In Table 30 cnly significant *F*' values are given. The overall
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final combination of scales was significant at well below the 1#

level.
Table 30
BU 0 S R OR
Q
S 2.54
R 2.35
F 2.52 2.45 2.32
OR 3.29 3.92 3.77 4.90
SF 2.54 3.80 2.74 534

3.02 indicates a 1% level and 2.21 a !

Seen on the two dimensions provided by the canonical variables the

picture looks much clearer than the previous 7+ model.
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The profile once again demonstrates the clustering of the
negative units and the characteristic wider spacing of the posiyive
events.s There i3 a great amount of significance here and we can

say with confidence that music #gmm® can be a form of precise

communication and that it coomumicates at least dom to the age of seven.

This is a matter of high importance for music educators. We need not
assume that music is a vague kind of activity without any 'information'
contente On the contrary, even the younger children in our schools
are basically able to understand music in some detail and therefore
are able to respond to it in a rich and satisfying way.

The experiments and results raise the whole question of what we mean
by musical ability. The most usual way in which the term ability is
taken is with reference to either techiical (largely muscular) fluency
on a particular instrument, or with with respect to what we might call
the perceptual skills of pitch and rhythm recognition and so one
We already have pledy of information about these latter abilities,
particularly from the work of Wing, Seashors, Bentley and A.fnerican
researche But it is quite possible to be able to recognise and remember
intervals, chords and rhythm patterns and yet still not be able to
'appreciate' the significance of a tune, with all its 'posturalf
implications. The pitch redationships may be understapod, but the
sense of striving, of weight, of force and size etc. may not be
taken by the listener. There is room in the future for some
fairly straightforward work on the relationship of these perceptual
abilities with musical understanding as such, and perhaps even with
nusical likings and preferences.

In the méa.ntime, it seems reasonable, fvsm the evidence of this
thesis, to rough out four main areas of ability which will include the
abilities necessary to recognise in music the elements that ultimately
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matter, what Beardsley calls the 'indexes', or 'subject matter'. 1

1) The fundamental ability o0 perceive and order sound impressions
is clearly the root of all musical abilitkss, as it is of any linguistio
ability. Perception of pitch, durational, timbre and intensity

| factors is a basic (and much+tested) area of skills without 2 certain

level of accomplishment here, no further development is possiblee.

2) The ability 4 form a ooncept of a 'norm' is of great importance
and seems gcmewhat overlookeds Without an awareness that this group

of sounds or that is style-defining, without an awareness of what Keller
calls the 'background' of music, there can be no a.esthet_ic excitement in
listening or performing bsyond admiration of technique. Examples of
norms include scale and mode forms (the influence of the 'tonic' in
western music is interesting here), key-centres, repeated melodie

or rhythric 4deas, the instrumental colouration of particular perlods

in musical history and development and, of cocurse, tunes that serve as a
basis for variation and development. This ability is fundamental

to the making of any kind of judgement about what is happening in music,
and the empirical work in this thesis has dempnstrated that, given a
clearly defined norm,(the basic unit) even .young children can
discriminate between one musical statement and another. Without this
basic unit, no steady comparison could have been kade and no awareness
of relationship and meaningfulness would have been possible. It is
lack of this ability to comprehend the norms that prevents listeners
from enjoying the werks of certain composers and periodss 1t accounts
often for 'deaf spots's It 1s certainly failurs to get to grips with

-

B Beardsley, op. cit. f,’§78,
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contemporary norms that troubles Both listeners and composers

at the present time and accounts in part for the impression of chaos
and anarchy that for many people characterizes the music of this
century. Flexibility of norm concept-formation is the key to this
situation and ought to be considered within the framework of education

in music.

3) Linked closely wigh the ability to form ideas of norms is

the ability to recognise inside the norm framework the activity of

the music, the particular 'postural' elements that are presented to the
understanding. This is the *pith' of the music, at least of all
musioc tha.t’is made with this kind of communication iy mind. It does
not change with every listener and it is not merely as anyone

happens to find it. It is the hard kernal of substance which makes one
plece different from another and makes it possible to say that certain
performances are better, in the sense of being in some way nearer to
the truth of the piece, than otherse This abllity scems in some

ways analogous to linguistic operations. The implications of a verbal
statement depend in part on us knowing the conceptual framework

within which it is made and on the ability to locate the particular
terms within that framewozke So it is with musical statements. Vhen
the norm is grasped it is then possible to estimate the significance of
a rising or falling motion, a quickening of movement, a chromatic note
and s0 one ‘The ability to understand what is *going on' in the music
is so closely linked with the ability to formulate ideas of norms that
it might be better to ses them as two sides of the same coin.

4) Ultimately, to enable the lisjener to *follow' longer and more
complex pieces, he has to develop the ability to preserve 'distance’.

The notion of distance is explored firther in the next chapter but we may
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notice here that, while in the case of young children in particular

there is a strong téndenoy to respond directly to music, often in terms

of physical movement, later on the subtletles and compexities of

music demand less reaction and more attention. To take ug every posture,
to enact all the gestural implications of a movement of a classical
symphony, would lead to confusion, inattention and possibly,collapsel

To dance with every jig, to sleep with every lullaby, or to strain

with every rising sequence is just physically not possible. It 13'

also undesitable from the point of musical communicgation and understanding.

¥hat is being said rather than how it is affecting us becomes the

crucial attitude in listening at the highly developed aesthetic level.
'If music has any significance, it is semantic, not symptomatic. ol
The preservgtion of distance is then essential for ﬁe aesthetic
experience and is an ability that, in its way, crows all the others.

To raturn briefly to the previously mentioned areas of ability,
the developments of norm concepts and the recognition of changes within
that framework, which is what has been implied in tﬁe testing so far,
it 18 interesting to compare the percentage of correct prediction for all
the age-groups involved so fars In effect, Table 31 gives the
percentage number of times the unit heard was correctly predicted in

analysis from the scores on the checkeforms of the subjects.

Table 31

Age-Group Correct Prediction Number of Subjects
7 =8 29% 42

9 -10 37% 61

11 - 12 38% 57

13 - 14 56% 54

Music Graduates 55% 38

1

Lenger, New Key, ope cit. p. 185.
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Although 1t is not conclusive, we micht reason from this that the
development from age 8 to 14 is citical. This should be taken along
with the actual sensitivity of subjects to the gqualities of the
different events, which i3 shown to scme extent by the actual distances
apart of the events as plotted on the twoe-dimensional model for each
age~groupe Certainly it seems as though the time of early
adolescence is a stage of development when the basic abilities of
understanding music are pretty well developede This is of sohe
interest, because it is also the time when teachers of music in schools
feel that interest and enthusiasm for music is on the wane.

At this stage in this whole project, it was discovered that the
semantic differential had been employed in the U.S.A. for research
into music 'commmication'.]‘ The review of the work of Pallett
describes the use of a five-point bipolar scale applied to 26 pairs
of adjectivess The subjects were all students on an elementary music

course at a State University.

Eighteen short melodies were presented, ranging from a single note
to & tune from Tchalkovskye Using a factor analysis, Pallett came to
the conclusion that there were at least four relatively independent
dimensions involved in the music-listening process. They were as follows.
1) Aesthetic-Evaluative
2) Mood~-Emotion
3) Stability-Tautness
4) Dynamism

1
Earl Marshall Pallett, Music Communication Researchs The Connotive

Dimensions of Music Meaning. Reviewdd by James B, Fitzpatrick in
Bulletin Noe. 20 of the Council for Research in lMusic Education.
(University of Illinois) Spring, 1970, ppe 43 = 47.
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Six of his 26 scales proved to be significant at the 057
level, namely, floating/dragsing, pleasant/unpleasant, beautiful/usly,
rugged/delicate, gay/pensive and happy/sad.

The reviewer comments that there are three serlous objections to
this worke Firstly, says Fitzpatrick, the subject is not
communication at all, but is affective response or attitude. Secondly,
the conclusions are based on a gingle test situation of one sample group.
Thirdly, the questionnaire was not tested for 'reliability’.

In fact this last objection cannot be treated with a great deal of
geriousness. The semantic differential has been well tested by now in
many situations and in any case, the level of its performancs cen
he guaged to some extent by the degres of significance in the resiéilts.
The other two objections ought to be considsred, since they might have
bearing on the work of ﬂ\}s thesis. In the case of the second ‘
criticism, care has been taken in this current wo‘-rk to test different
groups in different situations so that the objection could not really
apbly here, The first comment, that the work was not a2bout
‘commmication' needs a certain amount of consideration, for it is in
this respect that Pallett's experiment and analysis differs from our owne
The crucial difference lies partly in the sorts of scale terms
chosen, Pallett tends to use a good many evaluatij and affective
scales whereas we have been involved with scales more closely
tied in with posture, terms of activity and potency. More
particularly though, we must notice the failure to control the musical
materiales Pallett uses practically randomly selected music, including
such variables as speed, tone~colour, duration, and different kinds of

articulation (staccato etce)e For this reason, it is hard to isolate

any mezning or communication at all, since there is no controlled

series of music events established in a norm-structure. As a
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oconsequence, Pallett is unable to go beyond the isolation of

general factors, because he is not able to place his musical eveats

in any kind of framework in which they are seen as relative to each other.
The techniquea involved,on the other hand, in our analysis and
experimental situation emsure that each musical event is assessed by the
same light as the others and that differences between events are not only

statistically éignificant but are also semantically significant, in that

they are located in a cognitive framework. Thus, for instance, &8 &
particular melodioc change is effected, the difference between it and
its earlier state i3 a precise statement ebout an evolving state of
affairs in the music which can be picked up in terms of the types of
scales we have been using.

However, Pellett's work does offer generzl support to this thesis,
and in particular 4o the belief that music is heard in a multi-dimensional
way, as a dynamic matrix of movement, tensions, weight and spave.

A short summary of the position so far might now be useful before
moving on to consider the relationship of listener to music and the
educational implications of this worke.

1) Music need not be considered to be a somewhat vague, mood-
promoting activitye It has besn shown that even small changes in
pltch and speed carry a quite definite and specifio 'meaning' that can
be quantified in the assessment of the relative differences between the
musical events.

23 There is a strong tendency to group music events into a
conceptual framework that might be called 'positive/negative%.

The positive events are made up of rising pitch movement snd quicker
speeds and are quite clearly differentiated from the negative events

and from each othere The negative events are made up of lower, slower
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movements and tend to be less easy to separate from each other.

The older the subjects are the greater is the dizree of assignation to
each separate event a meaning of its own,

3) The combination of elements, quicker and rising together for
exsmple, carries quite a different meaning from the separate entities.
4) The manner of ending a musical event, fading out or stopping
more abruptly, has a marked effect on 1ts assessment.

5) In general terms, events that are quicker or rising or
combinations of these are seem as more 'active', 'large', 'happy',
'light', 'positive', 'flexible', 'excited', 'angular' and

foutgoing'.

6) No difference was found in the use of a diagrammatic version

of the check~form from the more usual semantic differential.

‘P Postural/gestural terms seem to relate to more difectly
affective descriptions as components of the feeling states Thus the
components of 'happy' are a degree of flexibility, activity, outgoingness
and lightness.

8) Different types of event require different types of descriptive
scales.

9) Sex plays no part in influencing musical understanding as
defined in these tests.

10) Ability, as assessed by the school seems to affect the situation
only marginally.

11) Age seems to be the oritical factor, and a kind of peak is
reached in early adolescence.

12) We might reasonably add to the usual list of musical abilities
three mores the ability #o locate norms, the ability to recognise the
dynamic shapes and pressures in music, and the ability to preserve

*distance’,
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CHAPTER SIX

It has never been assumed during this enquiry that the state
of feeling that is somehow engendered in the listener by music is
necessarily similar to any 'feclingst! that may be articulated in
the musice In other words, it has not been acdspted that the musical
object is indiestinguishable from its effecte Certainly, there may be
elements of empathy or identification on the part of the listener
during a musicel experience, but we have noted the tendency pf experienced

.listeners to be physically 'quiet', whereas the usual notion of empathy
involves a sense of close involvement with the strains and motions

of the music which would seem to imply a more overt response, such

as can be seen smong some adolescents who are engaged with 'pop' musice
The idea that we fecl as the music gounds is full of difficulties, some
of which were raised in chapter one.

The relationship of the listener and the work is of great importance
for any discussion of aesthetic experience and it is very difficult to-
bring any experimental evidence to bear on it." We have noted the concept
of 'distance' in the art experience, which seems to imply a kind of
restraint, keeping the art work, as it were, at arms 1ezigth. We have
already noticed Bullough's observation that aesthetic adaptation is

1
Most of the work bearing aay relationship to this arca has been

concerned with the classification of listeners into 'types'. Cf. chapter

two.
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texposed to the fluctuation, deviations and apparently especially to the
oscillation between the object and the subject's self and his reactive
feelings'.l To shed a little light on this somewhat mystical

notion is the mein purpose of this chapter.

Eaffier on it was described how the double~check technique came
into being.z An 'M' was used on the scales to represent the
assessnent of what the music is 'like® and an 'L' indicated the state
of the listener's response. There was some very doubtful indication
that the negative type of event tended to produce & different
reletionship between the 'M' and 'L' scores from that produced by
the more positive units, The theory was evolved that the lower, slower
events were somehow less definite and focused and allowed, or perhaps
even forced the listener to supoly his om interpretation to the
situation, or perhaps be roused into expectancy. In fact, attempts to
probe this divergence of 'M' and 'L' scoring proved fruitless. One
interesting point cmersged. The scores for 'M' and 'L' wers
saparated more often for negative events, which seemed to suggest
that there might be somsthing 4o learm from further investigation of
the problem. VWhat kind of relationship is there between music as
en objective and a subjective o&e:q.ve).'ienc:&z;z

These two terns 'objective' and 'subjective’ have fallen on hard
times recently and their meaning has become rather hazy. They ought to

ba conaidered a litile more carefully before procesdinges A psychologlst's

1l
Bullough, Recent Work in Experimental Aestheticse. ope_cite

2
See chapter four.
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definition of 'object' ic that which is 'porceived, imagined, or
thought, as distinct from the aot of perceiving, imagining, or
thinkizw.".l 'Subjsctive' is 'pertaining to, or arising from, the
individual himself's From the philésepher's anglo, a similar

kind of meaning seams to bae involved. !By "subjective® I mean whatewer
is felt as ection, and by "objective® whatever is felt as impact. 2
Subjective, then, seems to be our activity or contribution to an
experience, and objective, that from outside of ourselves which
impinges on us.

Ye are concerned here tharsfors, with how we asct and react to
mysic on tha one hand, and how it makes an effect upon us on the other.
A similar distinction is made in s nore subtle way by Plaget, when he
talks of 'assimilation' and ‘accommodation's There is no need to
go into the complex theories of Piaget here, but it will suffice to
notice that the listener is ih the position of szsimilating to his
'schemata'! the music he hears and at the sare tine edzpting his

schemata to accommodate the implications of the mutsic:.3

The theory to
be tested in this chapter iz that certain musical elements in a piece

sre more likely to demsnd modifications of 'schematz' than others,

1

Drever, J« A Dictionary of Psychologye
2

Langer, Minde. pe. 3l.
3

Flavell, J.Hey The Developmentel Pasychology of Jean Plaget.
(New York, 1963) o {1 € .

It is unfortunate that the term 'schemata' should be used by Vernon
Lee and Piaget and in somewhat dafferent wayss Plaget's conceptual
gchemata presumably would include the postural schemata of Head, although
we have earlier widened the term schemata to include patterns of cognition,
perhaps meeting Piaget halfway?
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and that musloc has a kind of mechanlsm for demanding of the

listener an altsmation betwesn a receptive and possibly empathetic
attitude,and an attitude of nodification of ideas, recomstitution of
his way of looking at ths musice I% was thought that the level of
predictability at any given time in the music misht ve an important
factor here,

To put this somewhat difficult notion in a different ways we can
only have musical expectations aroused if wo are able to predict to
soms extent the course of the lmusic from what we already know of ite
“hen our predictions are fulfilled, we can smay that expectation is
satisfied, the music i3 assimilated to our schenata, or thot it is fels

as 'impact', as an objective event. Ve go along with it,

Exemple 40
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When our predictions are contradicted, on the other hand, we can say
that our expectations are inhibited, or that we have to accomodate
a changed situation, or that, after the initial impact, we
experience the event as'action', we are forced to reconstitute our
ideas and become active beyond mere empathy with the music and its
flowe. We are unseated from the music and are likely to experience

what Bullough calla 'reactive feelings'.

Example 41
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e are certalnly more likely to find ourselves 'stirred' by example

41, especially if wo know example 40,

our own reaction and affective responso.

musically (objectively) is that one note has been changed.

We become mdre aware of

Our

All that has happened

internal adjustment (the subjective aspect) is out of all proportiocn

w0 thise

The most striking exanples are those sudden silences in musioc
that seem to thraw: the listener into a highly sctive state of

vasessment end speculatione

The empathetic relationship is broken at

such momentis, the music beccmes 'negutivet whilst the listener

is 'positive!

the passenger is thrown through the windscrecn.

with tensione

The vehicle stops suddenly, as it were, and

The silence is by

no neans & dead thing, but is filled with implications and expectations.

Takey for example, the last five bars of the Kyrie of liozart's Requiem.
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Example 42
A gsimiler state of uncertainty is found at the start of
Beethoven's Corilan Overture.
Example 43
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But we do not need to toke only drametic examples of this
'‘mechanism! at worke Quite oiten phrase-endings in music themaseckves
are sufficient to causs zn active, expectant atitltude in the listener.

Let us takae, for exanmple, Beethoven's little canom.

Bxemple 44
\x] LZ . ye) - - gy i 1 =
Ao Ud T 1 L 1 ol T
gz T35 1 A \ S ]
Ars long - ~ a Vita bre = « vise

Zach of ths two phrases has it3 own particplar structueeof tensions
and movement. The firat parase moves outward and up from the
key-note to the dominant, thus establishing the basic norg of tonality.
Ve are aware of a certain 'outgoingnesst, a pushing of breath
towards the psak of the phtase in the third bar. A erescendo is
implieds The second phrase turns back, retracing, as it wers,
the path taken by the first, but with the stcpwise movement in
erotchets that gives the impression more of flcwing than of
stridings A diminuendo would be the most musical respcnse in
performance. *Outgoing then Inward-turning' would be a suitable
rough description of the whole effect perhepss But now we notice dhe
silences again, the rests at the end of each phrase. When asked about
it, performers find these moments the most *telling' part of the
tunes The first one is really the climax, but it is a climax cof
action in the listener or sensitive performer and by no streich of the
inagination could we say that the music was 'active' at this point.
There i3 an element of uncertainty about what might happen after
the first silence and at ire end, there is a kind of *atocktaking’
of the significance of the whole tunes On our theory, the rests are

tke places where 'distance! im generated, they bresk any direct
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involvement with the music and mey be seen as places where the
listener brings things to the situation and makes a large part of
his own contribution to the total aesthetic experiences If this is
so then we have some kind of key to the relationship of music and
human responses The problem is, how o show that musical stimulus

end listcner response havs this kind of variability.

Eighth Test
Yet anothsr attempt was made with a different group of music

graduates to get a significantly different assessment of 'M' and 'L!
on simjlar materlal ito that already useds Since no such difference
cculd be located uging the type of event in the seventh test, there
geeued to be no pcint in proecxding without falrly far-rcaching

modificationse. 1

Ninth Test
At this point it bocame clear that the degree of predictability

night be the chief factor in bringing out a Musie/Listener dichotomy,
if there was such a things A new test was therefore conatructed
which would display in & far more outstanding way differences in
levels of predictability. It was fslt that the order of presentation
gshould be controlled this time and not randomised, since a measure
pf predictability hinges on the presentaticnal context.
It was decided to present eight sounds in a two note context.
The order and spacing of the motes was varied to make the rhythmic placing
increasingly more unpredictable by the use of rests, Once again,
the tape-recording was of piano sound and a practice run on test

elght was made to familiarise the subjects, all of them new to this

l
There seems no point in giving details of thias abortive test beyond

that no significant differences between 'M' and ‘L' scores emerged.
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Exe 4
First Trial

Ex. 46

Second T;ial
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The material, in order of presentation, was as follows,
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The subjects were told that there would be eight sounds in all

on the two notes.

be the most predictable.

Numbers 1 and 5 are identical and would seem to

Number 2 has a small variation in tone order

in the last bar, number 3 breaks the rhythmic sequence, and number 4

is almost completely unpredictable, within the limits of the test controls.
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In considering the type of check-form to be used, it was noticed
that Warr had examined the use of a nine-point scale and found it to
be a some value, being more sensitive than tﬁe more ugual sevanrpoint
versicn.1 It was decided to use this extended scale. Previously,
subjects had commented that they would like to be able to see more
easilf where the middle point on the form was, and it was felt that
some help could be given to the eye on this larger form,. An n'
was inserted over the fifth space to indicate this *neutral’
positions It was thought th_at a fairly widespread verbal net would
be the most helpful in trying to locate any demonstrable differences
between the Music and Listener scores, and so six scales were used,
including the five found of mbst consequence previously and the more
dierectly affective 'calm/excitable’.

In this part of the teat, 17 music graduates were employed who
had not previously taken part in any such experiments. The task is
quite hard, and they were asked to check 'M' for what the music is
like (an 'objective' description) and 'L' for what the listener
feels about the music (the 'subjective’' element)s We are here trying
to deal directly, if somewhat orudely, with the problem.

The subjects were asked after the two trial items (Ex. 45 end 46)
whether they would prefer to check 'M' and ‘L* together or to hear
each unit twice and check one at a times They all said they
prefered to hear each event once only and to check 'M' and 'L' together,
because it helped to keep in mind the kind of difference betwecen them.
The subjects felt that the distinetion was a valid one, if hard to make

clear,

h
Warr and Knaprer, op. cit.
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active

stiff

outgoing

light

large

Name
3 s 3 excitéd
s J ] passive
] 3 3 tlexi?le
3 3 1 inward-looking
3 ] 3 heavy
g 3 ] small
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It was hoped that, in spite of the difficulty of the task, one or
more of the scales would show significant differences between 'M' AND
'L's The differences are to be expected, if at all, between the
middle group of events, particularly numbers 3 and 4, and the outside
events, the predictable 1 and 5.

" In the first analysis, a stepwise discriminant function process,
all six scRles and all five units were examined to sea where any
significant difference might lies The third scale, stiff/flexidble,
was picked up as being significant, with a level of probability

overall of 2%. The 'F' matrix for this scale is as follows,

Table 32 'F' matrix for stiff/flexible

Event 1 2 3 4

2 0.85

3 6488 (2%) 2.89 (107)

4 1.28 0.04 2,21

5 0s72 3,14 (107%) 12.08 (0e1%) 3.94 (5%)

There do secem to be differences between number § and the middle
eventse |

The next scale to be picked up in this analysis was calm/excited.
The overall 'F' value when combined with stiff/flexible is 2.269,
giving a probability level of 2% once again. Differences between
events 3,4 and 5 are significant atthe 0.05% and 2.5% level
respectively, The remaining combinations ending with the overall
combination for all differences over all scales are si@iﬁcmf to
a level of 5%, 5%. 10% and finally, 104, Theme values are not
particularly high, but they are there (and are based on a conservative

calculation, not taking into account the repeated measures element).
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The analysis for posterior probability gives a further strong
indication that the Music/Listeher differences vary significantly
between the predictable and unpredictable events, Table 33 is a
summary of the number of cases classified into groups, the vertical
column givimg the number of cases predicted b have heard the particular

event, and the horizontal column the actual event that was heard.

Table Posterior probability

Event 1l

1) O,
2
3
1
5

2)
3)
4)
5)

The ringed figures indicate the coincidenfe of the prediction and
the actual event, and it wili be noted that event number 4, the mbst

unpredictable event, has & particularly high coizicidence, and that the

largest deviations from coincidence occur between nugbers 1 and 5,
which were in fact the same event, There is then every reason to
assume that the Music and Listener scores vary in relation to each
other and that the variation is caused by the degree of predicatability
of the musical event. |

The test was repeated with a very small sample (9) of graduate
non=-musicians, but no real levels of significance were forthcoming.
Perhaps th_is is to be expected, since musicians are presumably used to
making the kind of Judgements in performance where the relationship of

what they play to the listener is of great importance. The non-musicians
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would not have had this kind of experiences 1o any degree. However,
there were si%s, including a posterior predictability level of

33%, that larger numbers of subjects may well have brought significant
results, especially if events wers only _imhded in the analysis that
weore likely to be different.

It was decilded to combine the scores of the two groups of
subjects, making 26 in all, for the last thres events only. All six
scales were still included in the model, although a much sharper set of
results could doubtless be obtained by eliminating three of them.

In the overall analysis, the two scales, calm/excited and stiff/flexible
proved to be responsible for a desree of significance below the 2%
levele Differences bestween individual units were expected to be
significant between events 3, 4, and the predictable 5. Table 34
glves 'F' values and levels of probability between these events for

each successi¥w combination of scales.

Table 34
Scale combination Events 5 and 3 Events 5 and 4
tpe Probe g Probe
145 3.40 5% 5.03 1%
1, 5, & 4 2.78 5% 4.62 1%
1, 5,4, &3 2495 5% 374 1%
1, 5, 4, 3, & 2 253 5% 2.99 2%
All scales 2,10 10% 2.53 5%

The levels are high enocugh for us to say with confidence that

the degree of prediciibility in music affects the way in which the

listener relates to it.



16
The posterior probability was correct in 55% of the cases.

Table 35 gives the summary,

Table 35

Event 3 4 5

5) 6 7
4) 7 D), 7
. |

5) 2

The overall two-dimensional model calculated from canonical
variables i3 as follows, the difference between events 3 and 4 being
non-significant, as we would expect.

The following tables give details of the analgygis of the acores of
the music graduates only, over the last three events. Table 36
gives'F' values and probability and Table 37 gives the posterior

probability summary.
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Table 36

Scale combination Events 5 and 3 Zvents 5 and 4
P Prob. tpt Prob.

30&103. 12.56 001% 4,10 5%

3 and 4 750 «05% 4.33 2%

3, 4 & 1 501 1% 3486 2%

3, 4’ 1, &3 5 4.41 l% 3077 2%

34,1, 5, & 2 3.65 1% 2.98 5%

All scales 2,97 2.5% 2.47 5%

Table 37

Event 3 4 5

3) @ 6 4

4) 3 @ 4

5) 1 2 D)

The level of pudsterior prediction is 60% of the cases.

The model of the relationships of the events is as follows.
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It seems possible then to alicit judgements from subjectis,
egpecially musical people, that display the variable nature of the
relationship between what we have called the 'objective! and
tsubjective' aspects of music listening, Certain musical events,
accorling to their level of predictability, will change the way in
which the listener reolates to the music‘ and may be cbnsidered to be
an essential part of the aeathetic experienca. Some idea of the
nature of this relationship may be gleaned from this final test.

Table 38 shows the degres of average difference on the nine scaleeplaces

on the two scales that are significent by themselves

Table 38
Caln/excited
Events 3 and 5 1.53
Events 4 and 5 1.53
Stiff/flexible
Events 3 and 5  2.83
Events 4 and 5 1.65

The natura of this differencs may be scen in Table 39. A minus
quantity indicates that the *Listener' score is, on average, towards the
left of the scale in relation to the 'Music' score. A plus quantity

means that'L' is seen to the risht of "',

Table 39
Events 3 4 5
Calm/excited 1.00 1.00 =053

Stiff/flexible «2.06 =0.83 0.82
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It can be seen here that the relationship of "M and 'Lt is
inverted by the unpredictable eventse TWhen the event 13 faidly
predictable (event number 5), and the music seems to swing along
without hesitation and change of course, then the listener sees himself
as more 'flexible' and *calm' than the musices But when the event is

wmpredictable, he sess hinmself as mors'excited'andtstiff'than the music.

™e situation described earlier in the chapter by means of umusical

examples is in this way demonstrated by the experiment. To find
excitenent in a musical experience; :the listoner must weok as a kind

of partner with the musice At times he will be aware of what is
hapengng in an 'objective’ way in the musiec that is going on '‘out there'.
At other times his 'reactive ' state is at a nmore intense level than the
activity of the music, and he is more likely to be aware of his own
'subjective' activity.

The expectancy element stressed by Meyer]' certainly seems to play
& role in the affective nature of the aesthetic experience. But there
is no simple solution to the problem of how & state of high excitement
can be generated and sustained during a mus;ca.l performance, Meyert's
theory of expectancy end its inhibition is doubtless part of the
explanation, but in the last chapter we have to try to formulate
a theory of music that goes a little further than that.

We are really back to the notion of 'distance' once againe. IMusic
is able to, so0 to speak, hold us at armms length from time to time, by
doing unpredictable things which wnseats us from any simple empathetio
Jogging along with the sounds. We certainly do not feel as the music

sounds: & great deal of cognitive activity is involved in the musical

1l
Meyer, op. cit.
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experience at its most developed levels We have to recognise the

flux of schemata that is presented to us, we have to focus on the

norns and locate the unusual, the deviation from thoss norms, and

we have to predict from the evidence as the music goes along what is

most likely to follow. We also have to respond to the implidations

in the musioc rather than merely let it please our sensibilities, or

stir up specific emotionzl gtates vicariously in us, And this response
is a complex and subtle thing, more like a horse end his rider then
anything elses The highest level of response is what we have been calling

the taesthetic experience';
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CHAPTER SEVEN

The time has now come to take up the ijmplications of this work
and theory b#th for aesthetics end for educaticn. A brief suumary of the
main points arising in the earlier chapddrs is necessary before
putting forwerd & theory of music that meets the criteria implied in
the first chapter, takes note of the more empiricel work outlined in
Chapter Two and then relates to the experiments degoribed in the body of
this thesis. Only then can the information and ideas be brought to bear
on education directly.

We noticed in Chepter One the limitations of various theories of

art end musice The notion of art as a direct pleasure, like & bath

or & meal, has an attractive simplicity but fails to explain how some
art eppesrs to disturb and arcuse peoples It is certainly difficult
to see row a tragedy like King Leer could be explained in terms of
sensvous pleasures It iz certainly not possible to ,on this view,fox
art as in any way 'educative'.

The account of ert es play offers a better view of the structural
propefies of art, the rules and convemticns of games appear to be
shared with art, Unfortunately though, B Ereat deal of art is too
complex and serious to be matisfactorily explained es play, unless we
use the tem 'play'! in a very widespread and somewhat wnusuzl waye

The view of art as the transmission of actual fealings bears little

close scrutiny, since there are serious objections to equating 'embtions*

as located in the viscera and brain with 'emotions' supposedly encoded
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in an art worke Cooke is not really able {to convince us that there is
8 direct and cne-to-one relationship between emotion and musicol
Nor can such & theory explain why we sometimes go out of our way to
see 'sad' plays or hear the music of 'grief', However, we should note
that soms trace element of feelings seems somehow to attend music and
the task of this thesis 1s, in part, to examine this aspect.

Three remaining important and highly developed theories were
briefly considered, all seeming to embody something of value, but
tending to be mutually exclusive and failing $o0 cross-refers The notion
of empathy, feeling oneself into, and losing one's identity in an art
work, has its attractions. We enjoy our own activity in the work,
straining when it strains, and so ons In spite of Pratt'sgriticism
that, if we take this view, the greatness of a work depends entirely on
the greatness of the listener's capacity to respond, there is an attraction
abdit the ideus,.2 McLaughlin suggests how 1t may work in, say, the case
of landscppe or architecture by the similarity between the dbasic form,
or dynamic pattern of the object and the pattern of our mental and
physical life. 3 This theory eamnot of course be substantiated, and
it does not have much to say about the role of the artist of the individuality
of 'great' works.

Theories of 'signification', such as that put forward by Langer,

avoid the difficulties of trying to locate specific emotions in a work

1

Cookey, cCpe cit. “,‘QQ .
2

Pl‘a't't, Ce OPe clite (()- W €€,
3

McLaughlin, Te; OPe cite £ .42.-6(
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or in the response of the listener or looker to the work, dbut they

rin into difficulty over exactly what is being signifieds If music is
a symbol structure, of what is it symbolic? Langer sees art works as
symbols of human feeling, in a very wide sense of the wo;d *feeling*,
which almost amounts to saying that art works are symbolic of patterns

1 All this seems a trifle metaphysical but not

of human consciousness,
unlike McLaughlin's theory of patterns of temsion and resolution.

The real problem of & *signification' theory of art is how it explains
why art works should gemerate, or appear to generate, a state of
excitement in people.

The 'relativist! theories, particularly that offered by Meyer,
attempt to explain this aspect in terms of establishing norms and
deviating from them, thereby inhibiting expectation and arousing affect.2
The obvious progressions and resolutions are held back and the result is
a atirred-up state in the liatener. The trouble with this is that it
tends to reduce all works to the same kind of level of function, being
more or léss efficient in the way they whip up feelings by their
deviations, Why one work may be said to have a particular character or
quality by comparison with another, which may be equally affect~arousing,
is not very clear. Ve may be *moved' by two works to the same level of
excitement, or whatever we may like to call the state, but still find
that the pleces are totally different in what they appear to be saying.

Laszlo's modification of the theory into the view that art somehow

takes over and resolves the cumulative weight of affect built up Just in

1 ,
The meaning of the word 'feelirig' is particularly extended in Mind.

2
Meyer,; LeB., OPe cit.
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-the process of living, falls to recognise that works appear to have
different qualities and that some art is disturbing, rather tharn

just eathartic in its effect.l Artistio products seem to ‘speak to us'
in some way, and the relativist theory is not able to get to grips with
this. |

The more empirical work in aesthetics which is described briefly
in Chapter Two is, of course, much moxre self«limiting in its
hypothesese It gives up large theories and speculations in order
to be precise and accurate in accordance with knom fzcts. As it
happens, little serious work has bsen done in this field, and what there
is tends to Le plecemeal and somewhat offecentre 2z far as what we are
calling the 'assthetlic experieace' is concerned.

We have noted the problems of techniques invélvingz physiflogical
measures, and particularly the limitations of reliability of the
instruments of measure and tho nseed for very expert interpratation
of resultss So far, very little has bean learned about response to
music in assthetlic terms by these methods,

YBehavioural' experiments have {tended to use musical materials
rather taan musical sleuments, tones rather than tunes, and ara prone
t0 leaving slons problems of 'meaning' in pre@ference to gsound-matching,.

¥hen music has been used in experimentzl situations it is often
handled in an awkward way without eny real control over it. tting
people to say how & whole piece of music makes them 'feel' has produced
a wids selection of ceniradictory evidence.2 The exception is in the
field of 'ability' testing, where tests usuelly deal with perceptual

1
Laszlo, Ope cite

2
Cfe Va.lentine, OEc cit. (. 309'
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skills and short-term memory. This type of test has a clear objective
but is very limited in what it can tell us about aesthetic response,
about liking or being excited by musice.

Work based on introseotion is always difficult to assess, being
somewhat tnreliable and currently unfashionable. Among the more
searching and well documented studies, the work of Vernon Lee stands

out as an attempt to understand the aesthetic response."

Her development
of the notions of poatural schemata and the analysis of the verbal
reports of a number of very articulate subjects do help to foi'mﬁla.te

en idea of how feelings might be presented by and embodied in a musical
plece. |

Finally, the notion of tdistance', although similarly based on
introspective rather than empirical operations, does seem to contribute
to the mass of observable characteristics of the aesthetic experience.

The particular contribution made to the field by the research described
in the main body of this thesis, has been to clarify the position on two
main levels. TFirstly, it would appear that music is capable of
representing particular qualities which can be observed by listeners
down, at least, to the age of seven years. It is certainly not correct
to say, as does the opening dialogue,,that musioc can never be described,
or that it in some way 'produces' in us qualities of gracefulness,
brutality, and so one By using carefully controlled musical elements
end by avoiding large works and sec$ions of works, and by paying attention
in the first instance as to what the music appears to be like rather

than how it affects us, it is possible to get a consensus of opinion

as to the 'meaning' of particular musical events as compared with other

such eventse. Thus we are driven to the conclusion that music is a form

1 Vernon Lee. oOp. cit.
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of quite precise communication.

The crucial techniques have been to establish norms against
which controlled events can be evaluated by the subjects, and then to
measure the differences between the evaluations in terms of scores on
a semantic differential type of questionnaire. This technique and
its extensions ha; ;roved sensitive and reliable over a wide age~-range
and ability-range, representing practically the whole ppan of our formal
education system. Several repetitions of the tests served to |
substaéatiate in every way the results of the earlier experiments.
The musical elements in question are doubtless very small and almost
musically insignificanf by comparison with even a very simple tune, but
they are seen as quite different entities - with particular qualities
and characteristics.s In erude terms, an upward movement beyond the
defined limits of the the preceding norm, coupled with a quickening of
speed, will signifsy more tactivity) ' flexibility', *1ightness) and
Toutgoingness's Younger subjects have some difficulty in
differentiating between very similar types of event, for example, between
quicker movement and rising pitch, snd tend to make more general
distinctions between what we have been calling 'positive' and
'negative' eventss Adolescents and adults seem able to make much
finer distinctions,between all of the presented units, however similar
they may appear to be. The use of a diagrammatic version of the check-form
proved to be as reliable and, in practice, indistinguishable from the more
usual verbal questionnaire. |

In Chapter Four we ohserved a relationship between mets of semantic
terms that have 'postural' implications and terms that are mors
directly affective in implication. The very high degree of correlation
of the scale ‘happy/sad' with the others suggests that it is reasonable



173

t0 oonclude that states of feeling can be presented in music via
the attitudes, the postures and gestures that attend thems Thus,
*flexibility’, 'activity', 'lightness', and so on, are characteristics
of a degree of ‘happiness', whereas, 'stifness','passivity', ’heaviness'
and tinwardlockingness' are postural components of 'sadness's The
intercsting thing about this is that, when the subjects were asked to .
describe the effect the music had on them they tended to glve the same
kind of descriptions as when they merely described the music as sucli.
These descriptions were more comnservative than the former judgements,
but there wers no significant differences at alls So it seems that
a 'sed' piece of music does appear to produce sadness in people. . We
would argue though that 1t is an appearance rather than the actual
ccndition of feeling or emotione

These findings do help to show how what is sometimes called 'pure’
nusic is able to mean something to us, without the help of words,
programme, story or visual assistance, and without the associative
bonds that attend well-known tunes and culturally saturated music

like the National Anthem, The Red Flag, or Abide With Me, 1

The implications of the relationship of affective states: with the
bodily expression of them can be pushed just a little further,s It is
conceivable that our concepts of feelings (using the word'feelings' in
its widest sense) are held and developed through postural schematze
For example, when we wish to recall the abstract concept of 'Joy' or
'Fear', we ray rely to some extent on memory of a 'lighthearted’,
‘walking on airt, or 'stiff with fright' type of postural set to

help locate and elaborate it.

l .
A summary of the evidence relating to the influence of age, sex

end ability on the making of musical Jjudgements is given on pp. 147 and
148 and therefore is not repaated heree.
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At this pojnt it seems important to stress the fact that
listening to music does not normally involve the reformulation in
words, or in any other way, of the‘ '‘meaning' of particular phrases etce.
There are indeed referents for the various pa.rtioular signs 1o§ated
in musio, but we do not normally take .the trouble to verbalise then,
uless we are teachers or critics perhaps, because they are so completely
enmeshed in a dynamic situation end they depend upon their relationship
in the context for their imports This is why people somethmes say
t!;at misic expresses the otherwise inexpressible. It is jast too
complex and fleeting to be broken down into verbal terms. This
feature of music is what renders it incapable of translation into other
modes of expression. We cannot have a 'dictionary’ of musical
meanings, because in the end every style, and to some extent every plece
has its own 'dialect® and 'linguistic' procedure. The neims are not
dictionary norms which need revision every few decades, but are determined
by the context in nearly every waye For example, a cymbal clash in
the rhythmic and tonal context of Tchaikovsky's Romeo and Juliet

Overture is totally different insignificence from what might be exactly
the same _Bo_un_ci (i.e, *materials®) in Stockhausen's Grippen.

In the pne it 1s a kind of rhythmic and timbre intrusion into the ongoing
motion of the music, and in the other it is a part of the basic texture
with a vastly different meaninges VWe thus need a dictionary for every
piece and period style, and' this is why we have the phenomenon of
"interpretdion' and an interest in eriticism and programme notes.

We talk about pleces and re-hear them to try to get them into perspective.
So the purpose of the empirical work described in this thesis 1s not to
conplle & dictionary of musical meanings, but merely to show that music

without words or programme can be meaningful., Music that goes beyond
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the degree of complexity exemplified in the little tizhtly controlled
bits used in the experiments cannot be described, not because it
says nothing but because it says tod muche.

This point has been ma.de‘n respect of line-drawings by Wemer.l
In a drawing, the components do not function like words but are
apprehended in a global waye. A curve in one drawing, for example,
may represent a river-bank, while in another the very same curve may be
part of an animale The components of drawings, says Werher, 'do not
denote a categorically defined and circumscdbed aspect of an event',
a thing or action per ge) 'but refer to a more or less comprehensive
situation's Agent, action and object tend to become 'fused' together.
It 13 hard to isolate where the verb and pronouns would be in the diagrams
below, even though they are very simple drawings, yet we would be unlikely

not to ascribe the captions to the appropriate cne.

N\

He 18 trying. He tried. He will try.

So it is with music, and it is Just as foolish to try to say
that a particular chord or turn of phrase by itself 'means' something
as 1t is to say that a certain curve, colour or line has a meaning

outdide of its context in a sketchs This 1s why the experiments had

1
Werner, He & Ka.plan, Be Symbol Formation. (NOY. 1963) P 389.
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to be based on well established norms, providing a context of
operation for the single eventse The 'meaning! was then marked
off by comparison from the same basis of judgement.

The final stages of the experiments, described in Chapter Six,
wers concerned more directly with the difficult area of the relationship
between the music and the listener, between the work and the individual.
Herae the ground becomes very slippery, but some development of the
ideas implied in the work seems necessarye 1t was demonatrated that
the musie/listener relationship i3 much more complex than either the
view of music as & direct stimulus acting on the feelings or the
simplest formulation of the empathy theory, whereby the listener
'projects' his feelings onto the work, would allow. The relationship

is to a great extent determined by the level of predictability, which

seems to support theories based on the factor of expectation, its
arousal and inhibition. Uncertainty, speculation and prediction are
involved in the aesthetlc situatione This helps {0 show something of
the mechanism behind Bullough's introspectively generated notimm of
'distance's The listener to music is *distanced', in the sense that he
is unseated repeatedly by surprising events from any comfortable kind
of fully empathetic relationship. There is always something about the
nusic that, so to speak, reminds him that it is an artifice and not a
'real' experience.

We can see this mechanism of distancing at work in various art
situations. The sudden break in music, the noté held on when we
expect silence, the twists of plot and character in drama, the literal
*framing' of pictures which carves 'unreal' space out of ordinary
dimensions, all these serve in part to remind us that the works are

objects with a 1life of their owmm, and not merely vehicles of our fancy.
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This difficult and somewhat metaphysical point has been made in
respect of drama by Koestler.
'Children and primitive audiences who, forgetting the present,
completely accept the reality of events on the stage, are
experiencing not an aesthetic thrill, but a kind of hypnotie
trance; and addiction to 1t may lead to various degreass of
estrangement from reality. The aesthetic experience depends
on that delicate balance arising from the presence of both
matrices in the mind, on perceiving the hero as Laurence Olivier
end Prince Hamlet of Demmark at one and the same timej on the
lightening oscillations of attention from one to the other, like
sparks between charged electrodes.'l
In other words, the character and the actor are not the same things,
otherwise we would be watching a *slice of life' and not a 'play’.
Music, if we interpret the evidence well, asserts that its
presented 'states of affairs' are illusory by interrupting and fragmenting
its elements in ways that force the attentive listener to repeatedly
adapt to these changes. He comes to see the work behaving in
particular ways, as an entity in itself, something with which he has to
get to grips, even if it means several re-hearingse It is certainly not
sufficient to explain music as either a kind of tonal wash into
which we project or discharge ocur own feelings, or as a kind of affective
puppet-master, pulling the strings of our 'emotions! to make them come
alive. ,
And yet we are still faced with the fact that what we call an

aesthetic experienfe does carry a strong feeling component, an ‘aesthetto

1
Koestler, Ae, The Act of Creation. (Pan Books, 1964) p. 308.
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thrill', as Koestler calls its ©People get a *lump in the throat’

or are 'moved to tears' by certain art works, lMusic, the theatre and
the cinema are notoriously able to engender an affective state in the
audiences In many instances, no doubt, it would be possible to trace
this power to a source in Freudian notions of jdentification, wish-
fulfilment and so one This would be the situation of Koestler's
*hypnotic trance', a fantasy brousht on by complete aceeptance of the
dramatic events as if they were ! teal's Undoubtedly a close state
of identification and wishfulness alongside the trials and triumphs

of & hero~figure does produce at times & falrly intense affective
experience and a good deal of personal gratifications But like the
somewhat similar theory of empathy in art, this concept fails to take
into account the qualities that appear % be embodied in art works

as more or less objective ehtitids. For instance, g$he 'Joy' tune

in Beethoven's Ninth Symphony can be seen not only as a kind of

statement of affirmation, possibly with certain outgoing and

consolatory qualities, but also as an element in a work with larger
implications. Ve do not merely identify with the 'hero' tume, but

see it as part of a way of looking at human existance. Furthermore,
there are many works which do not seem to offer very clearly any type of "
hero-figurs or motif with which we might identify. With what do we

identify in The Art of Fugue or in a production of Lear that brings

sbout an talienation' effect by laying stress on the mixture of good
and bad, weakness: and strength in each main character?

Freud himself suspected something to be missing from his theory of
arte After giving the more usual psycho-ahalytical reasons as to why
people whistle tunes when engaged in other activities, he continuess
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'I must however make this reservation, that I do not maintain

this in the case of really musical people, of whom I happen

to have had no oxperience.'l
In other words, the wishefulfilment theory along with the empathy theory
tends to break down, or at least, cannot be seen to apply, in the
situation where there are people who really understand what is happening
in an artistic productione It is .pessible to make a distinction
between fantasy and art, and the kind of distinction is olearly
brought out by Langer in the matter of fairytale and myth.

'The difference 1s in the two respective uses of that materials

the one, primarily for supplying vicarious experience, the other

essentially for understanding actual e:q.'uer:l.ence.'2
Ve mlght cara to make the same distinction between some stories in
a women's magazine and, say, a novel by D.H. Lawrence, There is in
artistic activity a sort of pleasure that goes beyond the levsl of
day=drean or fantasye

We have seen how 1t 1s posagible to indicate in umusic states of
feeling bs' neans of the postural schemata that attend such states.
We have also seen how the listener may be drawn into & kind of excited
relationship with music through alternating levels of predictability.
We have yet to tackle the most difficult question of all, which is why
people go cut of their waj to spend time and money on the artse VWhat
sort of aa.tis;t“aotiontis it that is found in eesthetic experiences?
What sort of affective state is it when people are 'moved! by & performance,
and does it go beyond simply being disturbed by unpredictable events?

Closel¥ linked with this is the question of how art or myth helps us to

Freud, S., Sixth Introductory Lecture. (London, 1933)
(thogocl, 19R3) 5. 108

New Keye pe 1531
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funderstand actual experience's ‘'Contemplaticn' secms to be a

key word heree
*Anthropologists may say that the cave drawings represent the
workings of his (primitive man's) mind at the level of sympathetic
magic, and sociologists may argus that to engage in decoration
implies the existence of a margin of leisure and security over the
ninimum subsistence level and that art is therefore a form of play.
Maybey you can admit as many of these explanatiogs as you think
plausible, but the basic facts remain: primitive men made these

graphic marks and when he had made them he contemplated them.'l
It is this attitude of 'contemplation' that is one of the character-

istics of the aesthetic experiences. The work is valued ultimately for

its own sake, without reference to the emotional state of the listener

at the time or the need for satisfaction through vicarious experiences.
The result of such contemplation is a kind of special ereling-experienoe

which the individual has with the work as its object. Reid offers

a corrective to theories of 'significance' in art which amplified this.
'Life-feelings may in éome measure be shown through the medium of
the constructed objects of representative art, The vital, emotional
and intellectual temsions of a non-representative art like pure music
may have something in common with, may in some respect be like, the
tensions of life. How this and similar things happen 1is a
legitimate part of the psychology of aesthetics and it may throw
incidental light on the nature of feeling. But though legitimate,
it is off-centres The centrs ig that the artist iraginatively

constructs a new object in terms of a medium, an object of which he

1l
Howes, Fo, Music and its Meanings. (London, 1957) (-3o-3I
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and we have feeling-experiences Our feeling experience of it is
new and individual, concrste becauss it is fesling of that
{otal situation and no other.'l

Because of hié concern for this aspect of the aesthetic experience,

Reid prefers not to speak of an art-work as *expressing' anything, or
even t0 say that 1t is 'expressive', since this carries with it the idea
that something is walting to be expressed, scmething extemal to the work
is there to be encoded in its Reid therefore prefers the tern
'embodinment's An zrt work has 'embodied rmezning'y, and this *meaning!
is inseparable from the experience of the individual who experiences the
worke Unfortunately, Reid's careful discussion does not really get
round the difficulty that anything which can be sald to hava meaning
only for any one perscn at any limited and particular time is normally
regarded as 'meaningless's Heaning usually indicates a shared, public

experience , and to say that a work of art has neaning is to say that
there is a particular and distinctive quality about the work itself and

not just about our reactions to 4ts These qualities can to a limited
degree be discussed and indeed often are discussed by audience and critics
as 1f i1t were expected that other penple might have had a similar insight
into the 'meaning' of the worke

This needs bringing out a little further because 1t is important
at this level of discussione Reld has done valuable servicae by
stressing the unique end personal feelings which arise in an aesthétic
experiencae, but we ought to notice what appecars to be a misconception in

his emphasis. Ho says, for exampla, that there is no separable distinction

1l
Redd, L.Ae, Meaning in the Artse (London, 1969) p. 63.
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between patbierns of paint or sound and their meaningse But we have seen
in the experimental work that even in music, the 'pure'’ art, there
is a kind of meaning which can be brought out under controlled
conditicnse A certain pattermn of tones in a given context does seem
to mean, for instance, an increase in sense of weight, pressure, size and
80 ol CNot only this, but the modes of description we have been using,
vhat we have called (postural'! factors, do bear a very close
resexffance in thelr use to less precise affective terms of description,
to the extent that we might be able to call the postural concepts
components of emotion.) The understanding of such meaning is,
we would argue, essential, and is a preliminary stage of meaningfulness
before eny unique and *embodied' meaning can be brought aboute

Yhat seens to be happening here is that the emphasls en different
aspects of the acsthetic situation changes depending on which part of the
process interests us most.s Freud, for example, was once interested
in the mental processes of the a.r'tist.l Langer is concerned with
vwhat is being made by the artist and what it might signif.tg while Reld
is aware of the ultimate impact of the work on the looker or listener,
of what we might call the relationship. We can get as idea of
how Reid réga,rds this relationship and of how he tends to skate over
the preliminary stage of meaningfulness by consideration of an analogy
of hise He says, that if we see a man throwing things about 'we would
not say = = - that, when he throws things about his movements ®*mean®
that he has ceftaln feelirigs'e We Just 'see hinm as angry'.z
But that there is meaning in such actions is surely not questionable.

l
For example, his analysis of Leonardo. (Pelican, 1963)

2 Reid, ODe clte P Tle
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After all, it is possible to mistake the meaning; he might be

throwing things about because he is overjoyed by good news. In a way,

we 'read the signs' of his actiens within thé total situation. That

judgement we make is what his behaviour means to use Vhat it means

for us is quite a different matters we may recognise anger but may

'see' him as pathetic, mistaken, funny, or frightening, depending on our

relationship with hime Reid is quite right when he says that this

situation of relationship is central té4 the aesthetic experience’): but we

must not ignore the preliminary recognition of the signs. In the case

of music, we have to learn to recognise the presented schemata, the

play of stiffness, weight, size and movement at least, before any

unique 'meaning' can be brought aboute A great deal of confusion might

be avoided if we used the term 'significance' for what qualities are

signified In the work, and 'meaningfulness' for the total relational

situation. At any rate, we must keep in mind the two levels of meaning.
But what kind of experience is this Ynew and individusl®

feeling-experience? How is brought about what Gurney called 'an emotional

excitement of a very intense kind'? *

It seems unlikely that the answer
lies completely in the theory of inhibited drives and arousal of expectation,
as Meyer suggests, if only for the reason that the aesthetic experience
seems not particularly similar to other experiences where impulse to

action is inhibiteds For example, the experiemce of looking at a

painting, or seeing g play or hearing music seems to be in quite a

different category of experience from our feelings on not being allowed

to get on a train we very much want to catch because it is due to

departe It would seem more likely that expectidn and surprise, the

1
Gurney, The Power of Sounde Ope cite  Sex ¢p- %S ~ 36
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fluctuating level of predictability that was isolated in the Ninth

Test, i3 really the mechanism of engagement with the worke It is how

we are kept interested end involved, it is how we are brought into
action with prediction, speculation and ideas about what is happening
and what is likely to happen, and in all this there is _dbviously

likely to be a trace of excitemente But it is not the prime sourse

of high aesthetic pleasure. That peak of aesthetic experience is
scaled only when a work relates strongly to the structures of our own
individual experience, when it calls for a totally new way of organising
the schemata, or traces, of previous life events. This experience of
seeing things by a new light is called by Koestler 'bisociation'.l
It is what he calls a 'Eurcka' experience, what Langer calls the triumph
of insight:s we discover in the work a 'point of view' that seems to us
at that moment to be a kind of revelations It is in this area that
what Bell called the 'aesthetic emotion', what Gurney calls ‘emotional
excitement of a very intense kind', and what Reid calls a new and
individual 'feeling-experience', is located.

Something of the way in which this experience may be brought about
is indicated by r.ml.a.ughls,n.2 He sees music as being made up of
patterns of 'tension and resolution' and also that these patterns
'correspond to those of activities in the brain caused by mental and
bodily events'. (This view corresponds to our development of the idea
of 'posturad schemata') Now the same patterns may be shared by several

groups of activity, mental and physical. That is to say, different

1
A concept first developed in Insight and Outlook.

2
Music and Commmication. p. 168.
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activities and experiences may involve somewhat similar sequences of
electrical-neural behaviour. A presentation of such a pattern via the
tensions of music would, on this theory, give rise to an experience of
fusion of a number of past events. It is perhaps better to quot”
McLaughlin directly at this point.
'For now, at least, we can eee that certain patterns have the effect
of calling up recoilectiochs of many similar patterns from past
experiences and that H"ese recollections arise from many
different levels of personality — - - - and we find ourselves
experiencing a synthesis or fusing of many events, many memories,
many of the paradigms of existence. This is in itself a new
experience, and one which is very much more profound and stirring

than the individual experiences of which it is carposed.*!

William Empson puts iSthe point in another way.”

' — ——whenever a receiver of poetry is seriously moved by an
apparently simple line, what are moving in him are the traces of
a great part of his past experience and of the structure of his

past judgements.'

This re-alignment and fusion of various remembered experiences, the
play of schemata, as it were, would seem to be at the root of the most
powerfully felt aesthetic expeiience. It is an unreal experience
made from traces of reality, the old seen in new ways. The ocaitral point
is that the experience is, as Reid says, new althou” it is compounded
of elements of each individual's past life. It is its newness and

revelatory nature that generates the high excitement that characterises

Fnpson, W., Seven Types of Ambiguity. (Peregrine Books, 1961)
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the encounter of the individual with the work of arte Further than
this it seems impossible to go at present.

We might then summarise the theory of music that has evolved
throughout the thekis.
1) Music presents the patterns, schemata, or iraces of felt-
experience to us by means of precise yet plastic concepts of weight,
space, movement, size and so on« In this way and on this level it
has 'meaning' or significance and ocan thus be seen asz a vehicle for
communication of 'information' about the state of affairs we call
'feeling's
2) The framework of operation differs from spoken language in that
the definitions, the 'norms' in music are established and re-established
in every piece and period stylee.
3) The level of predictability varies and fluctuates continually
in music, thus promoting 'distance', a particular kind of relationship
with the work. We are continually reminded that music is not just a
vehicle for our fancy ahd fantasy life by the inhibition of our
expectations. The work is seen to have a 'life' of its own.
4) The highest peak of aesthetic experience is to do with the
excitement caused by fundamental re-alignment and re-structuring of the
schemata we hold to represent past experience. In this way a work
may be saild to have 'meaning' for the individual on & different level
of significance from the initial presentation of feeling states.

It is hpped that this theory in itself represents a *fusion' of the
important work of Langer, Bullough, Meyer, Reid and Vernon Lee and that
the findings of an empirical approach have been related to the

maingstream of aesthetic thought and investigation.



187

It remains to relate this theory of music amd the accumulated
information to the particular fieid of study; education of the
emotionse 1 Taking first of all the 'emotions' part of the problem and
returning to the issues raised in the first chapter, we ought to first
be very clear that any division of arts and sciences into 'emotional’
and ':éa.tiona.l" areas is based on & misunderstanding of the asituation.
Science is not without its 'eureka' experiences and music at least is
not without cognitive demands. We might notive four such cognitive
elements in the musical situation, leaving oub any reference to
perfoming skills, Firstly, thers haw to be on the part of the
listener a recognition of the presented schemata thvat‘ are implicit
in the worke This is fundamentally a cognitive process akin to
wndcerstanding what is being said to us in verbal language. Secondly,
the listener has to build up norm concepts and a general frame of
reference in which he locates such 'meaning' as is presented in the
worke Thirdly, he has to be able to predict a future for the work as it

progresses in order to formulate expectations which may or may not ‘bo met

1
In €hapter One we discussed the difficulties of words like 'emotion'

and *feeling' and accepted the definition of ‘*emotion' as a fairly
intense affective disturbance with implications for action in response

to 1t, and 'feeling' as affective experience in general, covering
emotions but also taking in the less striking affective states, like
*boredom?, for example. (Langers huge definition of feeling as something
that covers the 'entire psychological field' will have to be left on one
side now.) In what follows however, feeling and emotien will have to be
used interchangably, as they so ofédn are in this type of discussion, as

representing the affective side of experience rakher than the 'rational‘.
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iy the course of the musice Fourthly, the listener undergoes a

change of cognitive perspective &s & resuit of the re-structuring of his

past experiences by relating to the work in the mamer described earlier.

This latter point is of great importance for a proper essessment
of the role of music, and by implication the other arts too, in
educatione The term *education of the emotions' is used a fair emount
at this present time, sometimes with reference to, and sometimes with
compléte disregard of the artse Just what 1t might mean and how the
arts may be seen to function in the context of education needs some
clarificatione The relationship of thought and feeling is &t the
centee of the issue along wikh the importance of getting words like
‘emotion' clearly marked oute

Let us first distinguish three uses of the term *emotion' that
seem s0 often to be confused in discussions of this sort.

1) Emotion as an intense affective experience and the extension of this

to cover affective experience generally.

2) 'Fmotions' as they may be located in art via their patterns or

schematas

3) Fmotion that is experienced as a result of an aesthetic emgounter.

It is only emotion in the first usage that Paeters refers to when
he conceives of the noﬁ-verbal arts as assisting in the *discharge of
jpassi.V‘.L’cy'.1 It is indeed possible to see a cathartic element in ritual
and the artss we might notice certain musical phenomena like jazz and
'pop' whers people dance to music until they reach a :stage of

relief from feelings akin to trance. This certainly happens in

1l
Cf. Chap‘ber One.
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1

primitive ritual dance. But rapt attention is the hall-mark of the
experienced listener refler than wild physical action to drain off,

in some way, surplas emotior;. This attention is given to the musical
events, the patterns in sound and silence that signify and are
analogous to the patterns of feelinge There is nothing mystical about
thises Feelings that we experience arise out of a life-context, assume
importanée, move along more or less urgently or quietly, interrelate
with other aspects of feeling and eventudly ars replaced by okher

felt experiences or disappear in sleep. Music has a similar 'organic’
géalitys we have seen in the experimental work how, in a given context,
different musical events can be loeated.. and how postural terms

can be used to assess these events against each oiher. In music that
is not fettered by experimental situations, the same kind of ebbing and
flowing goes on as in the life of feeling.

We are now dealing with the second usage of the term ‘emotion', the
way, in which emotions, or their schémata, are exparienced in music by
the listener. 'These 'emotions' are but the traces of life-emotion,
offered without the need for action and the attentional exclusiveness
that the more powerful emotional states inflict upon use The 'grief'
we hear in Eroica, to use Cooke's example, is not the paralysing grief
of bereavement.s It is the pattem of such states ra.tl;er than a
direct invocation of them and it is unlikely that a 'real' mourner would
be able—to appreciate the work at the height of his semnse of loss. His
*passivity! is discharged in time and through other ways. ‘'Emotion' in

life and 'emotions' in music merely resemble one anothers The pattern

1
Cf. Sargent, ope cite. f:.q’z_ .
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and structure is abstracted from many different experiences of, and even

ideas about the particular affective situation, be it grief or

vhatevers Any specific feeling-state that the listéner may c¢laim to

experience as & result of the music being played to him is not the

direct emotion as such, but an appearance of ite It i3 held at arm's-

length, 'distanced', so that it can be contemplated and not merely

felte It is here that confusion is most likely to arlse, because listeners
am liable to idéntify the strong aesthetic experience we noted earlier

with the specific 'emotions' presented in the musice This is why

Cooke can say he feels real grief during Erolca. It may be that fhia

type of Judgenent may arise in the following waye. ‘I recognise in the

music the heaviness, the dull, stiffness of grief.' 'I experience a

profound emofion.' ‘Therefore, I experience grief.' This, of cotirse,

does not follow, and is a confusion of the second use of the word emotion,

with the third, the specific sesthetic experience which results from the

fusion we noted eagier.

If music were limited in its effeoct to a cathartic function or to
making us feel specific emotions, then it would be difficult to see how
it could be said to have a part in educdiing emotions. Stimulating
is not the same as educating and neither is letting off affective
steame But we have no need to make this kind of limitation. It seems
raasonable to argue that musical activity mey be properly educative in;
that it helps us to formulate and explore the patterns of feelings.

Our conception of, for example, 'sadness', is brought into focus,
redefined, sharpened, developed and deepened by Schubert's song-cycle
Winterreise. The bounding rhythms of life are part of the area of
exploration in the last movement of Becthoven's 'Seventh' and perhaps
something like tenaclty and dogged perseveration are components of the

'Fifth'e The words are never right of course, but they may help in
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making the point that there are specific areas of exploration, areas
of insight that are the *subjectst! of musical works. Because the
patterns of feeling are abstracted from local contexts and built up into
single works, we are obliged to say that we are offered a perspeciive.
The composer has a point of view, so does the painter, and we are invited
to see things In this way or that, 'Look*', or 'listen', they may,
this 18 what we think it is likel |

To be helped towards a perspective on the life of feeling is surely
an educative process. But the phrase 'education of the emotions' is
somewhat clumsy. I'_b is hunans who are educated, not emotionse Ve are
helped to structure and understand modes of feeling by the mapping out,
the charting and abstracting of affectivity by the artist and musician,
Emotions in art are not so much *discharged' or 'disciplined', in ths sense
of being trained to behave themselves, but are presented for us to
understand, to clarify what before might have been undiffefentiated
and confused. As Bantock seyss ‘Human development proceeds, in part N
at least, out of an ability to make finer and finer distinctions'.l
It also proceeds out of an ability to re-order, to re-structure )
experience, to make one concept out of many random expsriences. This
task of formulation and refinement is largely in the hands of the
makers of art-works, insofar as human feeling is concerned, The arts
resound with ideas about the human situation mad, in Koestler's temm

'bisociate’ instinct and intellecte Because the aris are so often concerned

with the relationship of reason t o emotion they offer us not just insight
but also & distinctive excitements We have called this the 'sesthetic
emotitn®se Hanslick is aware of it, Reid and Gurney acknowledge it: we
either experience it or not. Vernon Lee's subjects gave stirong accounts
of the experiences It is the ultimate pleasure in"l’-the acsthetic

situation, though we might notice certail less heady pleasures that

1 op. cit. e 8le
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rarely rise tote level of being graced with the name *emotion's
admiration of technique, pleasure in seeing the point of a work, delight
in the clority or some other quality of the presentation, and so one

But we are concerned here not so much with the pleasure aspect of
music, but with 1ts *information' contents We have meen that music
has a precisas public msaning on one level and a profound meaning for the
individual on another level, and it has been argued that it straddles
the affective and cognitive areas of experience by clarifjins' and
structuring fesling. Hence the title of this thesiss Music and the

education of the emotionsy a study of musical cognition. Music is

one nmode of understanding the world and our experieance of it, it is a

way of knowing the affective.

In general educational tei‘ms this implies that music and the other
art3 will be involved in building up what Bantock calls 'patterns of
affectivity' so that we come to respond to life in different and
norg subtle wa.ys.]' This corresponds with Beardsley's statement that
the arts may help to refine and develop imagination and this, in turn,
meets Peter's point about the need to develop the imaginative ability
10 recognise emotion in oneself.2 It may well be that for many young
people in our schools the modes of experience we call the arts should
beccme more central to the curriculum, but however this may be, to
sensitige particular feslings and to develop a perspective on the
felt aspects of our human existence i3 largely in the hands of those
who make for us the 'forms of feeling' and those who help to transmit
both the techniques of the making and an appreciation of what is made

to other peoples We must now turn bdriefly to the more practical btusiness

Bantock, Ope cit. P_ga
OE. cit,. (/v \‘(’8.
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of how our experimental work and the theories that attend it bear upon
the music educator, particularly in the schools.

~ Perhaps the most important and fundamental implication is for
the attitudes of teachers towards the aesthetic aspects of their worke.
The central point is that the experiments have showm that music is
able to be a vehicle of communication over a wide age, ability and
gocial range. Once we leave the view that music is a somewhat vague,
emotional activity, and accept that it has a form of 'meaning' and that
the grasping of this meaning is likely to lead to a richer understanding
of the 1life of feeling, then we are obliged to look at ‘music in a similar
light to literature and to think in terms of curriculum of music as
contributing in a precise way to human development. Consequently,
wa ought now to consider specific issues that arise out of this work
in order to formulate some idea as to how music might be approached
in the classroom.

We saw in Chapter Two that it is possible to fail to distinguish
between musical materials and musical elementss We noted how this
failure tended to invalidate certain types of experimental work from an
aesthetic point of v:!.éw. Equally so in the classroome. A teacher who
hacks through musical material on an instrument or vocally, or who
speaks through recorded or actual performances of music without allowing
the lines and textures to have proper attention is failing to present
musical elements. To have sounds going on is not enoughs They must
be shaped and purposefule They have to relate to one another and tfms

achieve the elemental statdée The individual notes beéome a phrase,
the chords become a harmonic progression, the electronic smounds beoome
part of an ongoing process able to be felt as & schemas This is the well=

known distinction between & musical and unmusical performance. No aesthetic
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ewareness can be developed until the sounds, the 'materials', become the
'sounding forms', the'elements's Thim is of c;-ucia.l importance for the
more experimental ways of teaching music in schoolse W ork with sound
textures recorded in the street, work with sound distortion using tape-
recorders, and work with percussion instruments on contemporary lines

has always to be subject to the same two questionss 'Is it a viable activity
for the classroom?* abd 'Is it a musical activity?' Sooner rather than
later, experimenting with materials has to give way and evolve into

the conscious forging of musical elementse To give an _exa.mpla of thiss

a child is experimenting with the various sound possibilities of 2 large
cymba.l.l He is encouraged to select certain sounds and relate them by
repetition and juxtaposition to each other. He may try to meke up a

sound conversation with two or three bits of material. He ends up with

a small piece of nmusic, an elemental thinge. We reach this position by

a three-fold process. We gelect what we feel are appropriate sound mater-

-ials. Ve see the sounds in a relationship with each other, and

we have an intention to make an aesthetic object, of interest for its
own sakes The most unlikely materials may yield these results while
apparently more promising ones, like the notes of & Schubert song, for
example, may never leave the stage of 'mote-bashing's A proper grasp of
the materials and elements distinction seemas an essential part of
understanding the music-teaching situatitn at any level of operation.

We have also considered the importance of the ability to formulate
rxorm-conceptls.2 The experiments have shown how the eatablishing of

a stylistic framework can focus very clearly the actual musical 'events*

1 This example is based on a section in Sound end Silence by Paynter, J.
and Aston, Ps (0.UeP., 1970)

2 ct. p. 142,
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that take place. It is vital at this present time that a definite and
coﬁscious effort be made in music education to he}p in this matter.
Because of the many channels of public communication, the mass media,
imported styles of music, and particularly radio and T«V., we have reached
the position, as Lambert pointed out years &go, of too much musice We
are not able to settle down and explore the dRviants from a well-established
norm at our leisures From the western world alone the variety and difference
of music wa encounter can be bewlldering and the effect is often that we
attend to nothing properly. We assume that music has nothing to say to
us because we cannot find the key to the style and mammer of =so many
different normse Consequently, we tend to owerhear rather than listen
10 music because it is so difficult to éet pleces and styles into :tocus.l
Great flexibility is requieed to switch from Beethoven to Boulez, to Jazz
in a.il its variety, to the music of India, to 'pop' and so one The
highly trained musician is particularly liable to be somewhat narrow in
his preferences and in the range of styles in which he feels at home.
Two main reactions to this problsh of norm confusion seem to be in
evidences Either people tend to fall back on well-worn and often
somewhat diluted styles (some light music and pop and certain classical
favourites, for example) or they strike out afresh with a new and
personal set of norms, as indeed many of the current younger school
of composers have done, thus creating more confusion than before.

There are lines of action that can be taken in the face of this
situatione We have to realise that the musical background of any
plece being presented is much more important than biographical, historical,

) §
An indication of generll categories of musical styles is given in

the writer's Popular Music and the Teacher. op. cite. (p - 13-tow,
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technical or notational details.s The norms are established through
experience of and not by telling abouts If we are presenting, for
example, & 'classical'! work for listening, we ought to try to establsth
the period norm out of which it sprang by previous experience éf other,
and perhaps smaller works of the time, preferably by performance. |
An wusual or striking plece is best seen in ths context of the 'usual'
from which it was deriveds The practice of working *backwards!
from present-day music to other periods and composers is, on this view,
suspect because norms are best established in developmental order, which
usually implies chronological order. with regard to further understanding
of the particular work, we might have the main ideas sung or played
by the pupils so that extension and development and divergence of and from
these ideas can be seen as deviation from the already knowm. This is
clearly the case in a set of musical variations or a Bach ChorAle Prelude,
where the unvaried tune should be the key norm established in the mind of
the listeher, as it presumably was in the mind of the composers

We should consider here the imporiance of repetition, particularly
in . the case of novel sound materials and improvided musice Repetition
and limiting of materials is essential whethhr music is merely being heard
or is being made by the pupilse It i8 necessary to repeat elements
until they are able to act as a basic for deviation. Very often the
teacher is inclined, inthe pursuit of ‘*interest! to push on quickly from
one plece to a:dother, only to bore the group by failure to make any
real aesthetic contact at alle A great deal can be done on a little.
Norms are establishedy extra parts are added; a little tune becomes
en instrumental arrangement, or is seen as pa.ft of a larger work, and
the deviations are enjoyede Sometimes particular performances seem to

bring out the differences between the normal and the unusual more clearly
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than others and it is these performances that may best suit the scﬁool
situation. Moee 'subtle! interpretations can come latere In the same
way, certain pieces seem to establish very clearly baﬁic figures

which function ag a norm. Beethoven does this with |
N
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and perhaps the Fifth symphony owes some of its popularity to this

factore Some Indian music seems to set up a particular pitch sound
which is repeated and established as a norm from which exploratory

wanderings take place, Berio's Sequenza Five seems tc do this to

some extente.

There 13 always tha possibility of testing the situation. If the
teacher asks *'Do you hear anything unusual in this?’! and gets a negative
response when there is clearly a startling deviatiocn, then it 1s obvious
that no norm concept has been established and the music can therefore
have little possibility of engagement for that class of pupils,

A strange chord, an interrupted cadence, a distortion or variation of a
tune, a chromatic note in a diatonic melody, a minor key version of a
major key theme, are but a few examples here.

We might briefly notice also the importance of the ability to
recognise the presented schemata as they eppear in music, what we have
previously called the first level of understanding, and particularly the
ability to perceive the mors directly 'postural schemata's The mdst
important factor hers seems to be the relationship between music and
overt movement, Nettl noticed that there *'seems to he a considerable

amount of correlation between the size of dance steps and of musical
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intervalsf.l Laban, as we saw earlier in Chapter Two, has identified
in movement the factors of weight, space, time and flow, somewhat
similar factors to the ones demonstzated in our experiments.2
There is also some evidence from Hungary that music improves certain
postural abilities in children.5 There may be scme doubt about the controls
in the experiments, but the results indicate that children who were in
regular and frequent contaft with music were better able to take up a
posture signified for them by a static design with sticks. The¥ were
better at understanding and imitating 'an abstract representation of
movement®,
Dalcroze certainly thought that the links between music and body
movement were strong.4
*Rhythmy like dynamics, depends entirely on movement, and finds
its nearest prototype in our muscular systems All thé nuances of

time « allegro, andante, accelerando, ritenuto - all the nuances

of ene1;g,y = forte, piano, crescendo, diminuendo = can be "reslised®

by our bodies, and the acuteness of our musical feeling will depend

on the acuteness of our bodily sensations.!

1 4
Nettl, Bruno, Music in Primitive Cultures. (Harvard, 1956) p. 55.

2
Modern Educational Dance, Pp. cite (We should notice that Laban

thinks of music as a way of aiding movement, whereas Dalcroze sees the.

situation the other way round.)

Kokas, Kl8ra, Journal of Research in Music Education. (Spring, 1969)
: Pe 125-134,

4
Dalcroze, Jo Rhythm Music and Education. ¢.§Z ,
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Dalcroze's systematic treatment of movement in direct relation to
music i8 well-known, Certainly with younger children, and in some
instances with older ones, movement has been observed to help them to
hear music in a richer way.l It would seem likely then, that overt
bodily movement has a part to play in music education in assisting |
the development of postural schemata and the identification of these
schemata in musics

 There are areas in which the ﬁusio educator may work in order

to assist the development of the ability to recognise ths schematic
elemints in music apart from movement as suche Ve might notice the use
of verbal analogy or ‘aesthetic' terms to bring out the particular
quality. Vords employed in this way are often the stock=in-trade of
conductors who are trying to communicate in rehearsal the qualities

they find in particular parts of ths musice ‘'Heavy', 'si:iky'.
*flowing', 'cutting' and *smooth' are examplese (The postural qualities
of music are of course t0 be found signified in the gestures of
conductors, the best of whom of_‘tar; communicate & great deal without
words at all.) It is possible to use the same kind of terminology in the
'appreciation' situation. Children might be asked about the relative
shape, sizse, weight and speed of phrases or timbres, in a somewhat fuller
way than in the experiments described earliere Vays of preseniing’
notions of, for insiance, 'striving', 'floating' or 'growing' in the
creative musice-making of thoe children night be exploreds

The relationship between mudc - and movement seems particularly

close but there are also analogous situations across the arts. TWork

1 _
E.g+ Gell, Heather, Music, Movement and the Young Child. -

(Sydney, 1949)
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using poenms, stories and paintings in combination with music might
help the formulation of concepts about particular musical elements.
There 1s a dsnger here thoughe The use of visual material, like filme
strips or pictures, needs careful consideration. If the visual
closely reinforces the aural images, like the sight of an orchestra
playing, where musical activity i=s closely linked with physical
activity aend weight of sound with numbers of instruments playing,

then it may help to focus attention and develop the appropriate concept.
If, however, the visual image presents contradictory an@ therefore
distracting schematic informatiocn, then we are setting up a confusing
situations The practice of presenting historical or biographieal
details, as on a record slecve or programme note, in such a way that
it appears to bs appropriate to $cad it during the performance, is a
slnilar cases Interesting as it may be it is not focussed in the
right direction and the rusic gces on without us as we read it.

There is much to be sald for a 'ritualistic' approach with younger
children, where story, the visual aspect and movement are united and
properly integrateds Music in its wnseparated state, &s part of
ceranony or ritual for example, can function in a powerful aesthetic way.
But ultimately we are concerned with the highly articulated musie that
requires for itself all our attention dnd yields the greztest aesthetic
returns The contact with the 'perspective! offered to us by the greatest
musical minds can be broken by the clutter and clatter of other sense
impressions and was thus lose out to some degree on the insightful |
and educative experience that is available to use.

We ought 1o consider more specifically the role of performance in
music educatione In the past, a good dezl of school music was founded

on vocal performance, and it is of interest o look at the respective
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merits of vocal and instrumental music from the point of view of the

idea of *distance's Thers 1s in singing & direct relationship between
the tensions end demands of the vocal line and the musical meaning.
Gervinus called vocal musie the 'true and genuine music!, compared with
instrunental music which has 'lost the spirit of art and has degenerated'.
Pleasants has indicated that music at any remove from vocal siyle tends
to lawse its life and comzunicative possibilities for the vast majority
of people.l This is because the relationship between singer and song
and singer and audience is mora directly empathetice The climaxes

come along with a greater neasd for breath and control, hisher and

louder than the general context of the songe An outstanding example here

is the tenor version of Schumznn's Ich Grolle Nichte Anyone hearing this

sog and accepting the lieder norms i1s going to feel the tension and
strain involed wheh, on the return of the first ldea, the singer risea to
& high 'A'. The singer is near the limits of his vocal range and this
is analogous with the sense in the verse of the poet being 'at the end
of his tether's The phrase in question also rises above what has been
established as the upper limit (or norm) earlier on in the song. Ve
feel the strain with him and recognise the emotional pressures implied
at this point.

It i3, of course, possible to over-cmpathise, to pull the music
and the thought of the composer cut of shape in order to squeeze in more
'expression'e A poor singer often does thise A tune becomes a vehicle
for him rather than something with a life of &ts om. It lerses its

life by being smothered with emotdion.s Sowe songs of course are writtem

Pleasants, He, Death of a Musice (London, 1961) Cf. ¢ !9,
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with this end in mind in order to be used by a wall=known performer.

or group of performers,such as we find in the 'pop* music field.
However, we might say that the various dimensions of postural
significance, strain, movement, weight, size and so on, can be the
better appreciated and recogniaed in music by those who perform

music themselves, especially in a vocal way. The same applies to
instrumentalists, particularly *'wind' players whose technique in terms
of breathing is close to that of the singer.s VWe might say that there
tends 10 be & close relationship between the song and the singer snd his
audience end that the 'distance’ between the work and the psople
concerned will tend to be shorter than is the case with some instrumental
musice Close empathy and 'wnder-distancing'y is the hazard of an
exclusively vocal epproach to music educatiom.

Instrumental music seems to be in a different category, generally
speakinge Back in 1929, Ermest Walker brought to light the speculation
of Schnabel as to 'whether the discovery of the autonomy of wordless and
gestureless music may not be regarded as the greatest contribution that
Westemn Europe has made t0 the sum of human cu.‘x.‘tul:c'e'.:l
Walker tends to agree that instrumental music 'is the purest and highest,
becamse most self-subsisting form's This strange tension betwsen
vocal and instrumental music is worth examining a little further,

2

Vernon found & kind of division on this front toco. Among his

subjectas he fournd that *'the more musical have, on average, a considerable

1
The Times. (28th September, 1929)

2 Vernon, P.E.
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preference fof orchestral and chanmber music concerts over choral concerts
and operas, and show little appreciaticn of any vocal music's Perhaps
the notion of 'distance' mey help to explain whet a.ppears' to be at least
a difference in empheasiss The instrumentalist, and at one remove the
listener to instrumental music, may be more aware of what we mtgﬁt

csll the ‘objective’ natume of musice There is an intermediary between
the maker of the tune and the sound itselfs the simplest instrument

is a tocl of 'distance’. '.I.‘hé sound is produced in the instrument and
does not, as in thoe case of singing, eranate from the body of the
performers 'There is thus & lower and less direct form of empathetic
relationship between the *feelings' of +the music and the 'feclings' of
the performere One of the dangers, artistically speaking, that besite
the instrumentalist is the tendency to produce a line all neat and clipped,
with mechanicel exactitude but no hint of involvement with the tensions
of the musie, Pianists and organists are particularly liable to this
fault, which might be described as 'over-distancing', because of the
mechanical complexity of the instriment which stands between the musical
ideas and the actual sounds. However, this 13 somewhat speculative,
end merely helps to make the point that e variety of ways of performing
are of great value in nmusic education.

Finally, we should notice the experimental findings regarding
abilities, age and sexe All the evidence shows that there is no
difference in the sexes between the ways in which they make judgements
as to the postural behaviour of the music. Nof is there any reason 1o
believe that ability, as seen in the ability-rangs in our schools,
contributes much in the way of difference of understanding at this
prelininary levels The greatest factor seems to be ages The deﬁelopment

of this fundemental type of aesthetic judgement is most marked between
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the age of ebout T and 14, The difference betwesn sdolescents end

music graduates in terms of consistant and reliable description of the
events seems rather smell, and it seems reasorable to azsume that music
has & fair chance of being *undsratood! on this level throughout this
wide rezxnges The implications of this are importent., Adolescent groups
very ofdven seem to teachers to bs uninterésted, and in a way, 'unmusical'.
Some of the factors in this situation have been analysed elsewhere by the
writer, but the fact seecms to be that there is a highly developed

abllity to recognise the schematlc components in music at this age.l

The prcblems of teaching such groups clearly fall énto nmotivetional
categories rathed than these of abllity as such, and it may be that

there are problems over what we have called the second level of understandings
there could be problems of finding the right *distance' from the music

at this eges If this is the czse them ws might argue for greater
concentration on performance and technicsl development at thiz time
rather then anyg attempt to cajole pupils into'liking' particular pleces.
We can offer hLelp to bring about techniques and skills end to develop

the firgt level of undersitanding, but the second level, what a work might

mean for an individual is practically beyond our controle It is the old

story of taking a horse to water:s whether he drinks or not is his
affair.

This thesis represents an attempt to explore a complicated
inter-disciplinary area., Beceuse the problems of aesthetlc research
are not &t all clearly defined at the cutset, it has been necessary to
locate the empirical work in a fairly speoculative framework, but onae that

1l
ope_cite Swomick | K .



205

is reasohable and takes eccount of the main theories of art and music.
¥Within the limits and uncertainties that remain, it is hoped that the
findings might be of value in three main ways.

We would hope to have shown the possibility of developing
cxperimental work in the field of aesthetics and response to art, and
to kave indicated important criteria for this. It is also hoped that
there has been some clarification and extension of the more general
educational and philosophical debate concerned with aesthetic
experience, including what we mean by 'education of the emotions's
Thirdly, the findings do seem to offer some guidence in the formulation
of principles and the development of practice in pusic education.
™is c¢f course, is of particular value at the present time vhen both
music and education are clianging at great speed and the tools of
evalustion are not properly developed.

The answers to the imporfant questions of meaning in music and
the education of the emotions are not tidy ones, but 1t is hoped that

this thesis will be seen ag a useful exploration of a difficult terrain.




Appendix I

MUSIC EXAMPLES NOT INCLUDED
IN THE TEXT

206



207

Music Examples for the First Test in order of presentation.
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'F' values for the Fourth Test Music/listener difference scores

(No value is significant at even the 10% level.)

'
Active/passive 1.04
Large/small 1.27
Happy/sad 1.58
Light/heavy l.02
Positive/negative 0.93
Stiff/flexible 0.91
Calm/excited 1.83
Rounded/angular 0.50
Hard/soft 0.92

Outgoing/inward-looking 1.77



Fifth Test:s analysis of 'sex' effect

There was no overall significance at all for either the combination of .
Groups I and II or Groups II and III. Out of the thirty _'F'- values
for the individual scales on iéldividual units not one was gignificant
at & 5% level in the case of @§roups I and II. For Groups II and IIIX,
the two adolescent groups, thei'e were four significant levels at 5% out
of thirty. We can therefore assume that sex difference plays no part at
all 1 the making of these pafticulnr nmusical judgements.
Nor was there any intera.cfion effect between sex and check-form or

sex and ability.
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