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ABSTRACT
There are many ways of listening to music. This study
concérhs the way of listehing t; musié in which one foels
the emotion indigg}td by the music's sounds andfrhythms:
This wéy of listening‘is shown to be the soqrée of a |
valuable leatning experience, one that results in an
increased underst?nding of human affective qud}itiés: It is
arqued that emotions felt listeninq\to music are )
intentional; their object is the music, which is symbolic of
various simple and complex ;ffec;ivebéualities. For example,
"sad"™ music is symbolic‘ot those things which in life are )
saddeni%F**?he discussioﬁ of jmagiﬁafion shows tha£ ve @raw
together these saddening things and restructure our
understanding of sadness through experiencing sadhess.
Understanding df the emotions, it is argéed, is the result

£
of a creative mental act. It is an insight that may not

/
’

necessarily be stated propositionally. Understandiﬁq entails
the ability to conceptualize and interrelate. emotions and
the experiences that give rise to those embtiops. Such
educétion of the emotions through }isteniné to mu;ic is
shown.to be achieved in at least two ways: (a) by
emphasizing in imagination aspects of experience that fit
the symbolism (and de-emphasizing others), one ﬁ%fenabled to
feel what he might not otherwise feel without the symbol ism
.of the music; '(b) by experiencing the emotion symbolized,

one is able, through imagination, \to relate this feeling

similar feelings of others, to similar affective experiences
s

[ ]
S~



- &
of others, and, no less important, to affective experiences
of one's own life as a whole. The study shows thaﬁ, to - |
attain this goal in the schoollsg of children, an 1ncrealed

t’omphasx; on 11sten1ng to music with an affective response

based on the symbo{i?m involy

be necessary.
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CRAPTER 1!
\\) Introduction

The importance of music in our culture is not accounted
for by its being enjoyable, relaxing or even cathirtic.

There would seem to be some recognition in the adult

- -

.vorld that music plays an important part in our cultural

heritage and in the\cur:nnt social life of the community.
Claosicai musicians and composefs are respected as providers
of something that is more than ordinary, something perhaps
that only an elite fev can truly appreciate. The folk music
of a given ethnic group is treagured because it represents
an aspect of culture peculiar to that group.'Contempotary
popular music, jazz, blues, rock, country-western or
vhatever form lends itselt to composition and improvisation

yn performance at a given time, draws adults in enormous

{ crowds, particularly young adults. Possibly this form of

\Ehsic is seen by those who enjoy it as just that: enjoyment,

entertainment, escape from the serious business of living;

but even here we have the protest songs of the sixties, jazz

guitarist John Mc Laughlin writing in 1982, Blues for Lech
Walgsa, attesting to a more than trivial intent by the
artists; and what could be more serious than love songs? The
fact is that for adplts, music is valued highly; it is seen

as having an importance to a culture that permeates all

1
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aspects of that culture, that is perhaps totallg indjicative
of the charactar of the culture and is‘at least as essential
as many other aspects of it, Govornycntl ngg/ﬁornlisto y&rrf‘
over the kind of music to which citizens listeny in .-
”;apitalilt_lociot{cs,'businitscl rise and t.il around
records, oloctrén\c oquipmcﬁt, ‘nd éoncert touring; in the
Soviet Union, musi;;:nuiang coabosofb are amonqg the most
highly paid. A chially anbitjous person attends the opera
or the symphony; an activist attends folk festivals. Music

helps us shop, arouses us to patriotism, puts us to Bleep.

. L8
Yet when adults set out curricula for school children,

-
[}

the importance thdy themselves give to music is not
reflected in what they prescribg. Certainly music is not
given the'impo;tance of history, scienge or mathematics. -
Even though a significant part of their culture lies ip/fzgj/
music, children are not apt to learn -much more than éﬁis

fact either in a Social Studies class or a music class, and
unquestionably thére will be little or no continuity of
either a historical kind or of ipcreasing Qusical complexity
(i elementary schacols at least), for music is thought to be
a kind of play activity for young children, a way of getting
rid of pent up_energy {n order to concentrate on "essential”
learning;‘when it is not seen aS a play activity, music is
geared mostly to socialization: membership in the school
chdir or band or partici;ation in®a Christmas concert serves
many purposes (like discipliné, social interchange,

7

experience in competition) almost none of which have much to
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Musie curricula often are lacking in continuity; their

4

.do with music.

s

aims are apt to be vague and not borne out by the cont¥it
taught; music is perceived as important in the curriculum'by
©. music educatofs‘and hardly éhyqne else; students learn that

they'should like classical music but don't, that their

~ Lo}

teachers’ see somethlng to be wrong with popular music but

L

can t say what it 1s, or worse, perhaps, s‘ents learn (by

om1sszon) that young children should like Sesame Street
4

songs, adolescents "Top Forty", and old folks Beethoven's

Eroica Symphony. It is all a matter of taste, isn't it? But

as they become adults, some students, at least, begin to see
th;t they are limited in\§heir knowledge} they see that
although they have alwéys found some music important, there
. ,
is a whole world of .which they are ignorant. They are
ignoraqt technically; like semi-literates, they simply do ?
not understand the meaning of the sounds they hear; More
than that, with the bigotry of the ignorant, they do not
allow themselves to respond to what they can understand when
the étyle ls untamiliar. Classical music is "above" thenm,
ethnic mpsic 1s "not theirs", country or blues is "Below"
them, that is, unless they have some good reason for
broadening their understanaing. Then adults take music
appreciation classes, learn to play instruments or sing,
sometimes for social reasons, but often jdgt-because they

feel a personal need. Such a need would seem to be based on

the importance of music for them personally, an’ importance-~



not based on social or f@:rncial advancement, but on some

deep-rooted satisfaction music provides. The satisfaction of

f

playing an instrument or singing may be the satisfaction of

self-expression or of achievement, Enjoying listening to

_mysic is quite another matter; this satisfaction is our

concern.

I wish to argue that listening to music and feeling the /
emptio: indicated by its sounds and rhythms is the source of
a valuable learning experience, one that results in an ';/
increased undérstanding of human affective qualities. Thrgé
other ways of finding music satisfying to lﬁifﬁg to are
common: simple enjoyment of sound (as one enjoys coloré in a
kaleidoscope), admiration for excelience, and pleasure in
the familiar. But the way that is significant for t
argument that one increases one's‘understanding(cf hupan
affective nature by listening to szic is the experience of
being moved by the sound structures Fheméelves, i.e., their
symbolism. ivshall have nothing further to éay about simple
enjoyment of sound, except that such a reéction is surely
rare: sounds are quickly interpreted as exciting, soothing
or perhaps cheering, and become part.of the experience that
results in increased understanding of\human affectivity. .

Suppose I am sitting in a cohcert h3ll listening to
James Galway and a chamber orcheStra perform his arrangement

of Vivaldi's The Seasons. I am enjoying the performance,

like those others with me who fill the auditorium. But there

are many ways of enjoying music, and not all of us share the

S

-
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same enjoyment; it may even be possible that no two people

are responding in precisely the same way. I may be’amazed,

. for example, at the rapidity of Galway's finger technique
. 'Y .

("So many notes, they almost sound like two players"). As a
flute player, 1 may wonder at his breathing technique ("When
doe¥he ever take a breath?"). I ma} know that the movemenr:
now in progress represents winter and ﬁarvel at how rapid
sequences of notes, played with separate bows in the strings
and double tonguing on the flute, manage to create thé
effect of a storm,. or I may look instéaaﬁﬁo‘the way the
movements fit together to form avaoleistrUCture that
maintains interest énd leads the liséener ine;itably to what
follows. All these reactTons are of admiration for performer
o; composer. |

Another way of enjoying music is to listen for the

familiar. I may have very little concern for who the soloist.

or orchééira is, but there may be a particular moment or
series of moments for which I wait with anti ; ion every
time I hear the work. There may be several r::gi:s for such
ﬂhti”gation. One might be a prior knowledge of the
difficulty of the sectioﬁ. I would then wait with the same
apprehension I would have watching*a high-jumper or
weight-lifter tryirg for a reco\S} but this seem$ unusual

even for a fellow musician. I mig}t simply find these

smoments "beautiful” no matter how often I heard the %ork. To

some, there is no explanation for what is "beautiful." ;ﬁm

surely_at the very least what is meant is an admiration for



the way the sounds and rhythms are put together; probably
more than this, they are construed by the listener as
exciting, sad, tender, passidnate, tranquil, cheerful, etc.

Another reason for enjoying a familiar moment in a work

is pleasure in association with past experience. If I heard

The Se?sons as a child and it brings back happy memories, or
if the "Jinter" movement was a favorite of an old flame, 1
‘may look forward Yo the work, or parts of it, besfuse when 1
hear éhe.music I can recapture something of a happy time now

past. Sometimeg such a reaction has little to do with the
‘'music itself, as 'in these examples; But often, familiar
music is enjoyed because it is easy fo respond to. It is
easier to feel happy listening to happy music that I know,
and to draw tngether all kinds oE happy images and
experiences, than to do the.same thing»listening to
unfamiliar music. Something in the music causes us to relate
the sounds we hear to emotions felt in life. It may be that
we instinctivelyfrespond to certain patterns of sound in
given ways; or we may be conditioned by our culture to
respond in prescribed ways to patterns of sound.

Having l1ooked at the reactions of admiration and
pleaSure in the familiar as Qays of enjoying music, it must
be saidnthat by far the most likely way to enjoy music is to
be movea by it, to be excited - to sway or tap one's foot;
tb feel sad to the point of tears; to relax and bask in the
tranquility evoked by the patterns of sounds. Here again we

may relate the sounds to imaginary and real experience; here
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\fga1n, there are those vho see no purpose gb examining their
reactions. But as with the anaf}s1s of l1terary devices like
symbolism, simile or hyperbolg,‘spo experzence need not be
ruined. Finding reasons for the experience is a different
activity from the experience itself. Certain aspects of
music are obvious candidates for evokihg feeling: a slow
pﬁlsing beat, or a faster one with syncopation; a major or
minor key;\}apié éequences of notes or slow progressions of
chords; full orchestration, light orchestration; use of
brass or strings; comﬁiex unresolved chdf@s or simple
harmohy. Sitting in the concert hall listgﬁing to The
Seasons, I will be a\:ected slightly.diffeféntly by the tone .
of the flut;—gian by that of the violin; I will not be

lulled to ;leep but shaken awake by the * scrubblng of the .

bows of the stringed 1nstruments- 1 w111 feel joy, not

loneliness in the Spring movement. '

What is suggested is that either by nature §r culture
or perhaps both, weR:QEEE to certain sounds and rhythms with
feeling, and that composers (and performers) dellberately
use these devices in rder to evoke feeling. The same is

®
_true for Jaz rock, or liturgical music.

We have .seen that enjoying familiar sounds may entai;
relating the musical soun&g to ;ur own experience. When it
does, we relate the emotion suggested by the music to-the -
emotion in our experience. The enjoyment of a well-known

happy tune involves assuming a mood related to the music's

cues in harmony, melody, and rhythm. In this key aspect,



d

then, bnjoying the familiak is identical' to being moved by
the sounds. Thus there are two main vays}of enjoying music:

. to be impfessédfﬁy the skill of the composer or performer
énﬂ to Qg_moved‘by the music it'self. Tﬁe feeling of
admiration is easiest to understand; it is somgthing that we
exbegience in many facets of our livp;, and'in many
entertainments: sports, circuses, shows of ﬁﬁe 'Incredible
‘but True' type. We are truly amazed by marathoners, we{ght‘

' liffers, trapeze artists, jugglers, those who can solve
coéﬁlicated mathematical problems faster than a computer. To
admire a job well done is estimable, but not only is such a
feeling to be found in many areas in life besides listening
to music, it also seems not to account for the imgottance of
| music in the life‘of.any individuai or group; something else
would do as well. It would seem to be mubic's deliberate
evocation of feelings rather than simple admirationuthat
accounts for its importance. Whgn we are moved by hu;{c,.
something happens to us that is importaht to our individual .
well-being and to our development as a society.

Let us consider what it is that happens when we are
moved by music. There are,” first of all, phgsital
sensations: I may tap my foot or sway a bit, or fight an
‘urge té dance in the aisle; 1 may smile, feel a tighten@pg
in my throat, or shed a tear or twb; mote obscurely, I may
feel a stirring in the pit of my stomach, or a prickling up
my spine. At this point I am aware of being happy or sad or

excited, tense or relaxed, and aware too that the cause is



in the music, in the pattern of sounds x hear..l may then
‘simply'al%ov ﬁyself to‘be carried along\from excitement to
tranquility to sadness with the flow of tﬁe music, feeling
various physical sensations to be emotion+1 symptoms, even
if subconsciously. However, my mind may w#nder te or
deliberatély seek out mental images that fit the feeling
éonveyed by the music. I may picture a vast desert landscape
or a view from a mountain top, or thundering hooves of
horses, or the élamor of battle: tﬁap again 1 may remember a
recent sadness, or the happy time I spent with a favoriteﬂ
cousin, or the mustiness of ‘a cellar in summer. All these
’will be deriQed froﬁ cues in the Music. With my imagined
scenes, I may feel physical sensations like cold and
emétions like fear. I draw together memories and imagined
experienceg with affective qualities similar to what I hear
in the music.'L“qﬁ apt to categorize: "This is similar to
the way I felt last year"; "this must be how Phyllis felt
wvhen she was waiting for news of her son"; "this is what
sadness is; what I once called sadness I now realize was
only melencholy”. In relating one feeling to anotheg, and to
‘other facets of my experience, 1 c;ﬁpare, I rank, 1
conclude, i.e., 1 give structure to my affective experience
in relgtioh‘to my life. In a television interview
("Portraits"™, CBC, January 13, 1983), the opera singer
Teresa Stratas was asked whether, like one of the characters
she portrays, she thought that love hagha bitter taste. Her

answer was that she might only now be learning what love is
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and that she would let the interviewer know. In other words,
what had seemed to be love did not count as love now; not

only that, but she”dﬁd not think that sﬁé had yet discovered
the'full scope of feglings of love., That love has a bitter
taste‘ié a judgment; it is gained from experiencing a '
complex emotiqn, pgrhaps in several manifestations, perhaps

4

only once; what one has learned grows and changes Yhrough

N }

:;;y;tu;ing»or conceptualizing the instances of this
e

eling. This is not to say that we do not discuss our
feelings; we do, usually through the evocative language
indicated - language that attempts to recapture the same
feéling in the listener. It is, after all, through such
discussion that we have some indication that our emotions
are not totally private, individual, and unigue but are
similar to those of others.

This is the‘learniﬁg activity - the experience of
emotion while ligleni;g'to”music, the concomitant drawing
together of affective experience, and the giving of
structure tq‘the‘affegtive aspect‘of our lives - that I hold
to be important but neglected educationally. Three aspects
of this experience deserve comment. One is its partly
personal, partly universal nature. My understanding of an
emotion may not be your understanding, yet my understanding .
may grow to encompass both conceptualizations. The seéond
aspect is that what one‘has learned often lies at the verges
of consciousness until a later life experience or another

J
listening experience brings it into focus. This is unlike



1"
[ Y .

hY

some othér learning activities, where what is learned i{
immediately availabl® and only later slips into the
background of consciousness. A third aspect of the learning
achievement that takes place when feeling an emotién .
liétening to music is that even when fully focUsed in
con;ciousness, it is difficult to articulate. In general,
emotions resist description. When we can use words, a
considefable number of our descriptions are of ‘physical
manifestations of the emotion, while many others af;
metaphorical. Of fear: my palms sweated, my heart pounded,
yet I felt rooted to thé gébund. Facial and bther bodily
movemerits (mime), as well as pictures or music, are often
used instead of words to make affective experience clear.
Here anotﬁer of Stratas' comments is appropriate. Sometimes,
she said, she has a feeling that cannot be put into words,
but is perfeétly expressed by music. Thus, an affective
learning experience (which may take place listening to
music) may be utterly inexpressible in wgrds but
communigable through music or some other medium,

It follows that tﬁe result of the learning activity to
be discussed in these pages is not something that can be
achieved equally well by explanation. In the first place,
understanding of an emotion may not be communicable through
words. In the second place, the experience of the emotion is
required for the drawing together of affective experience

that results in the structuring and re-structuring of that

emotion's place in one's own life and for the relating ?f

4



12

.

one's own feelings to those of others. planatory sentences

are not the ideal medium for the drawvind!together of °

affective qualities; what is required i

\

I\ a learniné
situation where imagination is used ingd}e presence of
Putcome, then, will

be an improved comprehension qf zanells oi U]ﬁjkctive nature
v / . WS
and that of others; it is a regpjfat1%n W

RO
S 1.

nan strengths
and frailties, an appreciation that we are‘hat alone in our
feelings, that the "human cdndition" affects us all. A

. narrov ego-centric view is replaced by a wider, more complex
understanding.

Several questions arise from th}s interpretation of the
experience of listening ot music with emotion. First, there
is a predilection on the part of music lovers for a pure
reaction, that is, that it should be unsullied by imagined
or remembered Visual imagery. When such is the case, thg
question of what does cause the listener's emotion becomes
crucial. How can we be sad, and not be sad about something?
We are not sad about the music unless it is badly performed,
and that is a different matter. Do we then only imagine’that
we are sad? This in turn raises questions about the nature
of imaéination: surely imagining is not the same as
pretending. It would seem t; be the mark of an ignorant but
snobbish concert goer to pretend to be moved by music. It
has already been suggested that feelings evoked listening'to

music are real and that they do have some connection with

life experience. Then the question is what part imagination
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plays in the learning oxporionco that occurs I&lfiﬁing to

- - -
-

music. These Qquestions all require considerable oxplorntxon,
wvhich will bi undertaken in the chapters on Emotion,
Imagination, and Symbolism respectively.

But the prime question is what good it does us to be
moved by music, for if music is important because it move¥
us, then being move; must itself have some worth. The claim
is that by responding to music appropriately, ve achieve a
particularly imbortant kind of learning through the i
experience of emotion in a context outside li{e experience.
The concept of 'Understanding' and its relation to the
educaiion of the emotions' is discussed in Chapter Five; it
focuses the references that are made to this claim
throughout earlier chapters.

By the concluding chapter, it should be clear that
there should be no disparity between the attitudes to music
of adults themselves and adults as educators of children.
Listening to and being moved by music will be seen to bqfa‘
worthwhile learning activity, an activity that should be an

essential part of the education of all children.



NOTES
o
1 Clearly, persons, not pa;ts or aspects of persons, may b;-
educated. But the use of the phrase 'education of the
emotions' or 'to educate the emotions' is common. Therefore,
these expressions and other similar ones vill be used fo

P [
indicate a learning gctivityﬂghagfprimarily develops the

emot ional aspect of human beings.

[



CHAPTER 2

ﬁ " Emotion and Music

- .- «

Thé Nature of Emotion

It is important to be clear about the meaning of
emotion, Considerable confus;oh exjsts in lit&rature on th
subjec!. Such Qritincj can be diyided roughly into attempt‘
to distinguish the term from other similar terms such as
mood, feeling, passion, attitude or sentiment,' and
.discussions that center on gualities that seemingly are
common to all these terms, for the authors do not
distinguish between them in any systematic fashion.? For the
position that listehing to music provides understanding of
emotion, no commonly made distinction between emotion and
other words in the same family would seem to be relevant;
however, in considering the characteriséics which all thesg
states of mind hold in common, it is necessary to considerw
some of the distinctions that are usually made between
emotion and its relatives. The significant aspects of
émotion (and similaf terms) will then be seen to consist of
the folloving:*emotion is characterized by bodily sensations-
varying in intensity from weak to strong and in duration
ffom short to long; emotions require an object and are

intention%l; beliefs about the object of the emotion

15
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determine the character of the emotion (e.g., fear or

anger).
(i) Attempts to bistinguish Emotion FProm Other siﬁilar Terms
According té Duration, Intensity, and the Necessity of an
Object |

A common but misguided disti;;tion made‘bctvoon emot ion
and gther states“is~that emotions are temporary.and somewhat
violent upheav:ls, The lmpliqatiéh is that we are not always
or even often in an emotional state of mind. This is
implicit in Sarfre's notion of emotion as the transformation’
of the world from a rational to a magical structure, with
conseqgquent modification of our behavior. For Sartre, emotion
is @& vay of apprehending the world® (as terrifying, gloomy,
joyful) vhich.takes over whenknormal Qays of uhderstanding

fail us. Like paths with holés and barriers in a slot
-

machine, he paths of our lives are filled with hazards, and
vhen wevcziikh\longer face these hazards we transform our
world from mere objects to sets of qualities:* to use
Sartre's other analogy, when the fox cannot regch the
grapes, he sees them as disgusting.' Thus we abandon
responsi§£}ity'in a crisis‘by crying hysterically, or, and
this {§';ore‘difficult gg accept, we hope to transform a
desired object which "yields itself little by little” (a
returning loved one) into an "instantaneous totality” by the
magical behavior of joy.* The behavior of emotion is magical
-

because it does not deal with the world in legitimate bays:

it is ineffectual. In transforming physical objects so that

~ )
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they have within them an affective texture of horrible, for
example, the no?ld becomez for us not so much as we would
like it to be, but_ as we need it fo be, given that we cannot
cope with it otherwise.

Sartre cannot be criticized on the grounds that we do
not transform our world according to our states of mind; it
could indeed be argued that'every object or event in oué

lives has an affectivefsignificance. But Sartre's .
p

psychological .interpretation of the purpose of emotions,
» Oq

~while fascingting, seems far-fetched, for some emotional

states do involve rational decision, and do result in
effective actioh. Joseph Fell uses the example of revulsion
for a rbach,vwhich might lead to the very rational decision
to kill it, in case "it might invade my bed", and to the
studied choice of thevmost effective weapon t6 use.’ g
FOEESartre, it is only at the point where I can no
longer cope that I draw upon the magical transformation by
emotion, that I actively impose a waf of seeing on persons,
things, and their relation to me. But this seems less likely
than that vhat goes on in the world.can cause us to react
with laughter, tears, or the lashing out of fists, dquite
apart from any (unacknowleaged) desire to evade reélity. As
Fell says, emotions often give rise to quite rationally
thought out actiézs, and as we shall see, as well seem to be
chosen by a person according to their appropriateness t§ the

situation. Sartre does noigpppear to leave room for this

sort of intentipnality. He views emotion stpictly as a way.
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out, a kumi of wishfg}mthinking. In this sense, although h;
would like to see emotion as a deliberate human activity,
his examples tend towarg a behavioristic view. Man,
automaticaliy it would‘seem, bgéngs emotion into play much
as the porcupine instinctively uses his quillf, for defence
against perceived obstacles  n his path. At-times both may(
be quite ineffective, but emotion it wbuld seem, must plways
be so. .

Emotions for Sart:. are limited to those crisis
conditions where we abandon Sationality; ed@f s therefore
are temporary and intense conditions. Less . 0.+t states
Sartre classifies as "delicate" and "weak" emotions, the
déiicate emotion being a response to "a disaéter dimly seen,
while the weak emotion is a responseqto mild crises directly
encounte;ed."' But these instances are still cfises; they do
not refer to those ordinary balanced states that we find
ourselves in most of the time. Jof, for example, more often
means to us "the sense of balance, harmony, adaptation, that
is the successful resolution of conflict."”® Sartre does not
deny that we can experience joy as a stable condition, but
this he calls a sentiment or feeling, not an emotion.

To reserve the term 'emotion' for only those intense
states in yh;ch we abandon our ordinary ways of responding
seems an arbitrary move; the same is true(for limiting the
word to only temporary mental states. The iatter is William
Alston's position in his well-known essay "Emotion and

Feeling".'® But surely sadness can slip gradually into
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melancholy, joy prolonged is eﬁphbria, ecstasy may diffuse
into contenfment, or anger solidify into hatred. The
temporary becomes the long-term, what is a violent upheaval
becomes a stable condition, and as well, "we may be said to
exhibit a pafaicular emotion . . . over a span- of time which
includeé but is not limited to the times . . . when we are
actually experiencing it."'' At exactlf what péint does
emotion become something else (Sartre's sentiment, for
example)? Or is emotion somehow included in more permanent
states (Alﬁtdn's attitudes)? And if so, how does one
determine what part of the attitude of jealousy, for

+

example, is the emotion of anger?
ﬁoger Scruton's analysis is more.convinciné." He

allows for a kind pf sliding scale, where passions, the most

“turbulent andyieast rational, merge into emotions, which

themselves at some point are scarcely distinguishable from

attitude;:\;;?Tzhdes at their opposite extreme come clbse to

beliefs, the most rational qnd calm of the four categories. |
2 .

Belief does not disappear when attitudes and then emotion

are found to exist, but is simply less and less apparent.'?®

-

NevértheléSs, the usefulness of distinguishind’the word
\'emotion' by the intensity or duration ofvthe state, from
near-relatives like sentiment, passion or attitude is not at
all established, particularly with referehce to whatever it
is we experience when we listen to music. We sheé tears,hor

smile, or tap our feet, and whether we ¢all this evidence of

an attitude, an emotion, or a sentiment hardly seems
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material.
The term 'feeling', I would aréue, also means the same
»@as ‘emotion', at least for purposes of our diSCUssion. We
ﬂﬁre, of course, here discussing sensations that we label
with emotion words like 'anger' or 'joy', rather than.
sensations of heat, cold or physical ;ain. Where authors
distinguish between emotion and feeling, they seem to do so
on the basis ;hat feeling refers to a bodily sensation, and
probably a cognition of that sensation; emotion, on the
other hand, is necesﬁirily brought about by an‘assessment,of
a state of affairs in the world. With feeling, these authors
.claim, one has certain se sations and thus claims to feel a
certain way; he could th:S.&eel angry without any state of
affairs in the world bringing about that‘feeling; such
bodily sensations might simply be the reshlt of the
administration of a drug.'* Thus, it is said, feelings need
have no objects, whereas emotions'require objects. A person
who merely has the senéations of an angry person, is not
himself necessarily angry; nothing has provided reason for
his anger, either in facgﬁkr in his imagination. What is
more, one feeling differs J!%y little from another in its
physical symptoms. Indignation and annoyance'® are similar
enough that without reference to the objects of such
feelings (which, it is arqued, are not a necessary
condition), it would be difficult to describé each in order
to distinguish one from the other. Therefore, it is

concluded, an emotion cannot be the same thing as a feeling.
5)
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‘ But is it possible to feel ang}y due to some chemical
.stimulus, i.e., without having any reason for my anger,‘and
not be angry? I might not be able to specify exactly what I
perceive to be Fhe cause, but I know that in various
situations I react with anger. I kick the chair as I pass, 1
make a ﬁental note to call the painter to complain abeut the
colog of the paint on the walls; I épeak sharpiy to i;ibest
friend. I do not just feel angry, I am angry; that is to say
| that I know what'it is to.be angry from pasg'experiencef and
my cognition of what 1 experience'now is a cogniiion that I
am angry, not méreli a cognition of a set of physical
symptoms. If I stop to think Qhat might be the reasog for my
anger, since 1 seem to be lashing qut at anyone and
everything, I can think of nothing specifi. iho§é Qho would
separate feeling from emotion would argue that I cannot say
with truth that I am angry (I just feel angry). But the
physical feeling of flushing, of increased heart beat, or
any other symptom, is not always labelled with an 'emotion'
vord like 'anger', and until it is, it is just a physical
sensation.- So .when we speak of a feeling of anger, we are
surely speakingbof more than physical sensations: a feeling
' in this sense has a built-in judgment about a perceived
state of affairs, the object of the feeling, or whatever it
is that I perceive to be angering. In any case, although ‘it
might be logically poséible to have an angry feeldng (the
bodily sensations of an angry person) without being. angry,

B

it is hard to conceive of a real situation in whieh these
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conditions wodldfapply. Even in a drug-induced state, the
subject perceivés Garioys things to be the objeét of his
Mfeeling. Cases such as the manic depréssive,;who suffers
from a chemical imbalance, the person who takes chemicals
for pleasure, dr the one whose mood is altered by alcohdl,
are examples where behavior suggests Ehat the subject
perceives something to be the object of his feeling, whether
or not he is correct; it is this‘perception, after all,
wh}éh.counts. The/chéir, the paint,:@y friend, are the
objects 6f my (drug-induced) anger, whether or not I cag
offer a sensible reason for their being so. The discussion
to follow of Roger Scrpﬁon's analysis of the object(s) fof
emétion, should make this point clearer, but it does seem
péssible to arque that there is no such thing as an
objectless feeling, if we are speaking 6f feelings of anger
sor feélings of joy, rather than feelings of flushing or
sweaty palms; o
After rejecting other positions, Alston defines emotion
as a complex of evaluation, bodily upset, and sensation.'*
'Upset' has already been rejected as a i?aracteristic of
emotion, and it seems reasonable that feelings cannot be
distinguished from emotions in this way, because a feeling,
like an emotion, can be in%ense, weak, transitory, '’
persistent, or gradually chhbging;'This seems correct simply
because this is the way we talk about all bodily sensations,

those of heat and cold, as well as those of anger and joy.

'Emotion, then, has not been shown té6 differ from feelingi on
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evaluating a situation in a certain way, ve ro{ct with
sensations éal}zd eqQually correctly emotions or feelings.
Thus far, both emotioh and feeling have been seen to be
characterized by "bodily sénsations . . . arising from a
perceptual evaluation of something"'® to use Alston's
definition of an emotional state, omitting what he would not
allow to be omjtted but which we have already rejected, the
condition of distu#bance.

Alston's reservations about his definition of emotion
could also be further arguments against conflating .emotion
and feeling. First, a person may have an embtion'without the
feelings associated with that emotion, and second, some
emotions do not in fact appear to have objects. In other
words, one may be angry without having angry feelings, and
one may have some. emotion such as a‘"'nameless dread', a
vague apprehension of ihpending disaster."'’ i

The former is an interesting situation psychologically,
but need not concern us here, as what is of interest is the
emotions which do arise,‘and of which we are aware when
listening to music, not those which are hidden or denied,
and surely not the unusual case *of the self-deceived, who
claims to be angry or sad or joyful without having one of
the sensations normally associated with these states; for we
cannot éain understanding of emotions of which we do not -
recognize the existence, or of emotions which are clearly

wrongly claimed. The person who claims to be saddened by sad

music, but who sits placidly and contentedly in his chair is
i
N\ y .S



e LA , 24

a doubtful candidate for learning of emotion through its

- experience. In other wordb; without any of the sensations of
a given emotion (the feeling), %ne.cannot be said to
experience that emotion, at,}east in such a way as to learn
from the experience. The second objection is answered by ‘the
argument that seemingly objectless emotiona{(like seemingly
objectless feelingSf‘do have objects; and that these
objects, rather than not being defiﬁable; are s\imply very
complex objects, objects which encompass many evemts, ideas
or beliefs. Such an objéEt of dread might‘be something like
fear of the future and all that is included in 6ne's beliefs
about what the future holds, A nameless dread is not
objéﬁtless simply because the subject cannot express the
object of his dread propositionally. As I have indicated in
Chapter 1, an understanding of emotions’'may be difficult or
impossible to express in words. Again, ﬁoéér_Scruton's
account of the multi-faceted négure of the object of emotion
should make this more clear.

. \\\ In conclusion, it must be assumed that emotion words

TS

(such as 'anger', 'joy', 'fear', 'shame', 'resignati#
refer to states of mind similar, if not totally ide
to words identifying feelings, sentiments, passior‘*

affections, or moods: that is, they refer to bodily

sensations arising from a perception; they may be int
veak, temporary or long-lasting. In what follows, emotion
and feeling will be used interchangeably; if a somewhat

extended period of time is what is being discussed, 'mood’
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or 'staie of\gind' vill be used.
(ii) The Object of Emotion

The object of emotion may be understood in many
different ways. Roger Scruton distinguishes four kinds of
objects of emotion: the real or material object, the
notiopal object, the formal object, and the intentional
object. His example is a man who reacts with fear to a goat:
the real object of fear is the goat; the notional object is
the description under which the man sees the goat (it.is the
devil come to carry him off); the formal object is the .
perceived propefty which is relevant to his emotion: it is
harmful and he is afraid of whatever is harmful; the
intentional object is determined by his beliefs, which may
be stated propositionally. It is beliefs which determine the
notional (and formal) objecfs and "for every belief that a
man has, there is an intentional object which is the
proposition believed."?®

The real object of emotion is a thing, persqn,\or
event. It is what the subject perceives, mostvobviously what
he sees, but also hears, or feels, or even smells. It might
seem from Scruton's example of the gdat seen as the devil
that the notional object is some kind of hallucination about
the real object, but this is not so in most cases. A rock is
seen differently by a geologist and a sculptor. One looks at
it as a mineral with a particular histéry of development;
the other considers its surface for color and Eattern and

its texture for ease of sculpting. Each way of seeing could
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be an object for emotion although it need not be. And take,
for another example, a face pressed against my window: if 1
momentarily see the face as ghost-like, or take it for a
trespagser, then my notion of the object varies somewhat
from its simple material substance. But even here, although
a mistake or a flight of fancy is involved, there i8 no
hallucination. Then there is a somewhat different situation,
where the notional object is what it is, not due to errér,
but due to the subject's symbolic or animistic
interpfetation of the thing he sees. For a thirteenth
century peasant, a goat might well take on the semblance of
the devileunder éertain circumstances. A forest, as in Walt

Disney's Snow White and the Seven Dwarfs, might, while

remaining a forest, seem to grasp and tear at the subject;
two pieces of wood érranged at 90° angles to each other
might be invested with any or all the significance attached
to the Christian cross. These are not mistaken
interpretations; they are part of what the object means to
the subject, in much the same way that a rock has a
different meaning for the geoloéist and the sculptor.
Descriptions under which different people see a material
object are not alwafs the same. A chair, while remaining a
chair, might yet be described as 'Early American', 'tall',
'old', or 'always in the\ﬁay.' The notional object of an
emotion, therefore, covers descriptions of the object that

seem correct to the subject. In seeing the object under this

description, the subject gives it certain qualities, such as
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’haddcniﬁq. harmful, saddening, ugly, admirable, tascinaging,
reasguring and so on. These features constitute the to}aal
object for emotion.

The formal object seems straight forward enough. What
must be emphasized, however, is that the emotion felt by the
subject is pof}always identical with the quality he sees the
object to possess. To see the goat as harmful (or to s?e\the
devil‘catrying éne off as harmful) means that one will feel
fear probably, but.qot Necessarily; certain persons might
fgel exhilaration, A'pathetic look on someone's face might
evoke pity, but could evoke distain. Cruelty does not make
the observer,og the aclt feel cruel, but indigpant. Thus, it
is as well to think of sounds we hear in music as being
saddening, that is, as having a quality that makes us feel
sad, rather than having a sad quality, to which we may
respond in any one of a number of ways. Whatever the quality
of the object of a given emotion is labelled, the main point
is that it is judged to be evocative of a particular
emotion. Whatever the quality of the goat may be called, it
is the object of fear; whatever the quality of a look on
 someone's face, it arouses pity; whether the quality of a
given act is named cruelty or something else, what is
important is that it arouses indignation; and whatever we )
call a given quality in music, it is the fact that it
excites, saddens, calms, or cheers that is of interest. Such
a distinction should make it possible to avoid some of the

pitfalls of merely attaching a quality to an object, as when
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one talks about sad or happy music, without consideration of

its effect on the subject.

“There is, of course, the qQuestion of the

appropriateness of the subject's emotion: is it a fitting

-~

response to the perceived quality or qualities in the
object? The appropriateness of an emotion to its object will
be discussed further in the section on intentionality. It is
one's beliefs that determine the feeling with which he will
react to a given situation. f is one's beliefs about
supernatural beings, their powers and humaﬁ nature that
determine, in the first place, gpether one sees a goat as
harmful, and secondly, whether ihat harmfulneés is an object
of fear. Beliefs can be stated propositionally; the -

intentional object of an emotion is the proposition believed

- the statement of the belief which determines the way the

’subject responds emotionally. Scruton has little further to

say on this point.

The four objects of emotion are not to be separated;
they are simply aspects of, or ways of looking at, the cause
for a given emotion., It does not really seem possible,
either, that one or more of these aspects could be missing
from a giQen object for emotion. From the context of
Scruton's writing, it would appear that a person must have
beliefs which cause him to react with a particular emotion;
that is, that his emotion must have an intentional object,
and although he does ;not say so, it is difficult to conceive

of something being the object for an emotion without
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possessing for the subject a p'articul‘ar' Quality that gives
rise to the emotion. Thus, both formal and intentional
objects are nccgssftily present, The notional object might
seem to be identical to the material object in some cases,
but whereas the real object seems to include the total
physical entity, the notional object is the particular way
the subjgct sees the“objcct that gives rise to an emqtion.
For the sculptor, it might be the hardness of the rock; for
the geologist, the geographical location of that particular
mineral. Thys, the objoét for emotion must have a notional
aspect as well, for one does not consider the material
object in totality when reacting with a particular emotion.
In normal circumstances, it goes without saying that there
must be a real, material object. Some thing or things must
form the physical entity that causes the emotion. It might,
however, be the case that no real object exists at all; the
subject simply imagineé the face'bt the window, or the goat,
or musicai sounds. It could be arghed that as long as the
subject takes one of thggp things for something real, then
for the subject's emotion there is a real object. But this
situation need not worry us, for we are concerned with real
sounds organized in the form of music, real sounds that can
provide understanding of the emotions through their
experience, aﬁd here all four aspects of the object of‘
emotion are present. The music is the real object; the
description under which the ;ubject "sees" the music is the

notional object (it is slow and loud with much dissonance):
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the quality of the music is the formal objéct (it is pompous
and’ this makes the subject laugh); the propositional
itatoment of those beliefs held by the subject whjich cause
him to see certain things as‘amusing and others as serious
is the intentionﬁr object.

What then of the drug induced state, where we kick
chairs, hate the color of the walls, snap at old triends,
and whére, as we have seen, there yet apponrs to be some
kind of ob)ect for whatever feeling exxtts? Using Scruton' s'
analy51s, it dqes not seem so strange that there could be an
object for the feeling. The real or material object of my
drug-induoced anger would be the chair, th8~géll, or my
friend; the notional objéct, the way I perceive each as
hindering my progress, ugly in color, or rude in behavior;
the formal object wduld be the quality of being irritatingy
and the intentional object, propositions stating beliefs I
hold which determine mj seeing the notional objects as I do.
These could bekof many kinds relating to many facets of my
past life. A'belief about the basic hostility of the
external world w;uld be an example of an,intentional object.
Presumably, drugsrdo;not, of themselves, change one's
- beliefs, although beliefs can be altered with the assistancé
of drugs. In either case, beliefs are still present, and it
is these that determine the notional and formal objects‘of
emotion. Notice that although the material objects of my
anger are disparate, the formal object is the same: and the

intentional objects, while quite possibly multiple, all

-
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contribute to the same anger. Thus, it would] seem that an
| .
artificially induced emotion has all four aspects of an
object for emotion. Or in other words, even when induced by

o)
drugs, a given feeling such as anger clearly has an object.

A; for the drug itself, it is not the object for
emotioQ, as we are nbt angry with (or about) thé drug. We
éfe, h§>§vqr, made angry by the drug. Rather than being the
object of epotion, it is the cause of the emotion. A
confusion could arise becguse, under normal cirtumstances, . .,
the object of emotion is also the cause. John's pérceptioﬁ ;
of the goat (as the devil, as f}ightening, as a
manifestation of beliefs about what is frightening)-is not
6nly the object)of his fear, it is also the cause of his
fear. The goat is an obiect of fear because he has judged it
to be so according to his beliefs &bout what is frightening,
‘as we shail see in .the sectioh titléd "Intentionality". It
is a gggggﬂof fear because, as a direct result of his
belief?ﬂ(justified'or not), he is afrqid: On the other hand,
a drug-induced emotion has an object that i; disparate from
its causé: the objectswgf my anger, as previously notéd, are
various things - chairs;'walls, friends - all judged
angering; but the cause in this situation, is’something (the
drug) that artificially exagderates certain of my normally
held beliefs about what is angering, such as.a belief about
whether the world is bésically hostile. It would be somewhat

stranée in this situation to declare that my perception of

chair, wall, and friend cause my anger, but not strange to

.
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say that they are the object of my anger (they anger me).
il )
quther similiar example may be clearer: a halluctnogenic

drug causes the subjec see beautiful shapes or colors;
he is very, very happy. The objeét for his happiness is the
fantasized shapes/ or colors or faces or sunshine in the
room; these are at he judges to be cheering.“§ut, if he is
a reéﬁlar drug-uspr, he knows that his euphoric state 1’
caused by something other than fantastic shapes or colors,
faces or sunghine; it is caused by the drug. If he is
unaware ;hat he has been given a drug, he may wonder why he
is cheered by these things as he never was before, but he
nonethelegs judges them cheering. His emotion has an object,
but the cause, to him, aF least, is not known. Therefore, in
the‘untypical situation &f a drug-induced emotioﬁ, there are
physical sensations which are the result of a judgment about
an object, but which are caused by something other than the
object of the emotion, .

The -nameless fdread that seems to have no dbject is more
difficult to explain in terms of Scruton's four objects of
emotion. Can one feel ~ad without dreading anything? Wha}
seems more likely is that on® simply is not able to say what
he dreads. This would be the case when what is dreaded is so-
complex that it is not epitomized in one material objEct.
Fear of the future entails the imagining of m;ay
possibilities; these possibilities are the only candidates

for a real object of emotion. If this can be admitted, then

tHe notional and formal objects become fairly obvious.
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Various imagined future events involve suffering and death
(the notional object), and these are to be dreaded (the
fogmal.object). The intentional object of such a state of
mind is more easily accepted. Many beliefs enter into a
generalized dread, including the possibly.universal_belief
that what is not known is to be feared. Other beliefs
influencing a 'nameless dread' could be belief in a
punishing God, belief that humans will destroy themselves
ultimatel} with nuclear weapons, misused technology or in
some other way, belief that human nature 1s basically evil.
Still, there are those who would insist that there is an
essentially human characteristic that is simply dread, not
dread of anything in particular, even so abstract én object
as ‘:hé‘future', and it is difficult to argue against such
an assumption, Bu£ like the hallhcinatory state where one
imagines that he hears or sees something that causes his
emotion, the case of nameless dread does not fit the
experience of listening to music, and thus is not our
concern, for the sounds are a very real objecg for emotion.
If, however, the music is thought to symbolize some abstract

L
thing l1);e emptmes*r confusion, then it is quite p0551b1e

~

that a nameless dread could have as its real object the
sounds of the music; as its notional object it could have a

description of the sounds as, lef us say, widely spaced in

1)
&

time, containing large intervals, sudden changes of rhythm
or dissonant chords. The first two often indicate emptiness

5&2{ .

and the latter two confusion; emptiness and confusion might

P
A\%'.
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well be dread-causing (thelformal Sbject). Again, whatever
beliefs one has,conce;ning vhat is to be dreaded are the
intentional object. In this situation, even when the emotion
is called a nameless dfead; all four aspects of tws object
for such an emotion are present, |

- Scruton's notion of the multi-faceted object for
emotion makes it clear that something more than simple
stimulus-response is involved in Having an emotion. In the
formal and intgptional objects, we see ‘that a judgment‘baéed
on beliefs is integral to ehotion. This intentionality
requires further discussion.
(iii) Intentionality

The concession at emotions have objects, whether
conscious, unconsciolis, simple or c X, means thé;
emotion is intentiona %ithlving the évaluation of the
object as conducive to a agfticular emotional reaction. It
should be,made clear that this use of 'intentional' does not
mean deliberately chosen in the sense that Joseph Fell uses
"intentional' when criticizing Sartre's theory of emotion.
Using the example of animals and infants, as well as
Sartre's own example of the face at the window, he argues
that an emotion need not be deliberately chosen by us,
whether to transform the world or not, aAd when it is, at
just such times do we claim that the emotion is a sham.?'
And no doubt it is true that all of us have surpriseé
ourselves by laughing or crying when we had no "intention"

of doing so; in fact, we may truly not know what made us
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react as we did; but reflection usually provides an answver,
an ansvwer that shows we have assessed or read a situation in
a particular way. -3

In the sense of being aboﬁt something, an emotion must
certainly be said to be intentional. Not until I apprehend
something as frightening will 1 feel fear. The face pressed’
against the window is judged by me to be frightening'because
of beliefs that I hold about‘what is normal in‘the world.
~Facial features have a particular form; when they are =«
distorted, they suggest physical agony or intense anger or
extreme fright, If I see such a distortion of featureg, I at
the very least realize that something is not the way it.
usually is (faces do not normally appear at my window and
certainly not with flattened noses), and the distortion is
of a_kind that has always signalled something unpleasant.
Some would even claim that in effect, the emotion is the
judgment of its object (something judged frightening,
frightens; something seen as laughable makes us laugh).??

"In regarding the affectant the way we do, we manifest
our beliefs, attitudés, and various states of mind and
body,"?*® G.D. Marshall claims. It is not.that we simply
choose on a particular ‘occasion to regard a person, incident
or object in a way that is conducive to the evocation of an
emotion; as Sartre would have it, but that "in regarding a
particular thing as we do, we bring to bear oﬁ:it the
beliefs and attitudes we already have."?* fhe intentionality

is in reléting what we perceive to a particular set of
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bgliefs. Alston argues that a situation may appear the same
te two ﬁeoﬁie (dangerous), but one may react with fear and -
one may not; however, here the beliefs are not the same (the
evaluation of a situ#tioq as danéerous might not entail fear
but excitement or pleasure as appropriate, depending on
beliefs about danéer itself), or this is a case where one
person has an ipappropriate emotion (he should be afraid but
is not).

The notion of the appropriateness of an ;motion, of
"knowing what tqlfeel" is treated by Scruton by contrasting‘
Elpenor's plea for mourning in Homer's Odyssey with a poem
by Emily Dickinson, which desc;ibes the ."awful leisure"
following death, a leisure that is essentially an emotional

&

vacuum. Death is a situation, in our society at least, he

-

says, in which we are often uncertain about what to feel.
But ignis possible and desirable to educate an emotion
because emotion invblves both understanding and activity:_a
man ignorant of the art of emotion, he claims; is a man who
1$ in a significant way confused. We must léarn ﬁo see the F
‘world in terms that invite emotion rather than any other
way; we must see people as lovable, bitiable or hateful
rather than as physiolog}cal or chemical structures, and be
aware of recognized patgerns of appropriate behavior. A .
child, in-this way, is taught not only to avoid fire but to
fear it.?*® "To participate in a common culture is therefore

« « . to be gifted with a certainty which the uprooted,

* alienated, and disenchanted may not have had, and may not
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vant to have."!s

Scruton's interpretation of the intenbion&lity of
emotion should prove useful in«understanding the argumén&
that music can educate the emotions. However, there is
something uncongeniai about‘fhe contention that one can
;omehow help oneself from having an ”inapp}opriate"vemotion.
Errol Bedford, for'exémple, wishes to distinguish judgments
about how one ought to;react from judgments about the
feelings themselves. You can say to a person thag he ought
to be ashamgd,‘but you can't‘condemn wvhatever other feeling
he might have.!’ In other words, Bedford thinks that one is
not responéible for the actual‘physical manifestations of an
emotion. Like G.D. Marshall, he would agree that justifiable
anger at one person might spill over into unjustifiable
anger at everydne." These things, the argument goes, are
beyond rational éont}ol, and therefore beyond cgiticism. But
these emotional reactions stili involve judgments, though-
incorrect (in one, the situation is not assessed as
evocative of shame, and in the other the material object of
anger is wrongly extended from one person to many), and this
is Scruton's point. To be unafraid of a deadly snake is to
‘..Ve made a bad judgment; this is why Scruton claims the
emotions are educaﬁle, for the snake must be perceived as
something to be feared. To be afraid of the face at the
window, therefore, when all the indications are that by

experience and tradition this is something that could cause

fear (it is not normal and its grotesqueness is of a kind
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that says 'frightening' - the formal object) woltd bé a
reasonable educated judgment, even though the object.of
fe;r, the material object according to Scrutog's analysis,
may be an old friend paying an unexpected call, perfectly
harmless. |
The fact that it is a judgmént does not affect the _
spontaneity of the emotioﬁ. This fact often seems
problematic: such judgments do often seem to be below the
‘level of consciousness; certainly they frequently are not
expressible in words. Witness the face at the window. I see
it and I am afraid. I do not‘apﬁear to deliberately register
certain aspects of the face as fearsome and others as not: I
simply react. This is the case with many moral judgments as
well, however. Since the beliefs I hold are the reason for
seeing an act 'in a particular way, it is not necessary that
I trot out all my‘Beliefs about any matter in order to judge
whether an action is good or bad; my- beliefs are simply
there, and I am able to say without hesitation that I
approve or disapprove of the act. Therefore, it should not
be surprising that the same holds true for emotions. A
situation is jUdgedyfrightening; my beliefs that cause this
assessment aré:not necessarily consciously brought to mind.
For some feelings, and thus for some'judgments, there is no
single wdrd,Mand for others (tranquility is an exaﬁple) the
bodily se@éations are describable mainly in terms of what
they are Egg. This adds to the problem of verbaiizing such
judgments. On the other hand, many emotions are slow in

L
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developing and the thought.p;ocess involved in the judgment
is recognized by the subject as it occurs. Such might be the
case when one sees a snake, If'one is unused to snakes, it
may take a certain amount of thought and time before one
realizes that what is moving through the grass is a threat
to one's life.'Then there are situations where one claims
afterward, "I didn't know whether to laugh or cry." A choice
is made and one is usually aware of making the choice. It is
possible therefore to be aware that one is making a
judgment, but it is equally possible not to have this
awareness at the time the judgment is made, or at least not.
to be able to express it in words. Thus, lack of awareness
of having made a judgment does not affect ihtentionality.

However, after ény experience, it is always possible to
reflect on one's emotion, and %ealize why one acted in a
particular manner. It would appear,  then, that in our
-awareness of the very act of feeling we are learning of
emotion; still, without the cognitive processes of
comparison and evaluation of what we feel, such an
achievehent is minimal.
(iv) Conclusion

Emotions have objects. They are thus intentional and
show a cognitive process at work. This does not mean that
the process or the feelings themselves are always
expressible in words. Refléction on eﬁotionhis also a
cognitive process but cannot be construed és emotion proper,

as can the bodily states that are evidence of judgment
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resulting from our beliefs. But it is reflection on emotion
that enables us to talk about it, and thus makeﬂ us aware 4
that emotion is not a private inner';ﬁate even when its
bodily symptoms are not externally apparent. It is
reflection on emotion that enables us to staté
propositionally the beliefs on which our emotion judgments
are made.

Defining emotion as a bodily Sensation arising from the

perégptual evaluation of something, we may begin to relate

'having an emotion' to listening to music.

Emotion and Music

It is now possible to give a more systematic account of
the experience of emotion when iistening to music, using
Scruton's classification of the objects of emotion as well
as Dewey's concept of experi;nce. Let us look again at what
happens when we listen to 'sad' music. We feel sad, yes, and
what does that entail? We may sigh periodically, our throats
may tighten slightly, tears may well up in our eyes. These
rpactions are similar to, if milder than, those we
experience in life. Were we reading a novel, or watching a
play, the reaction is easier to understan%: the heroine is
dying. On the other hand, emotions felt listening to music,
though inextricably tied to the composition itself, are not
attached to any lifé situation, even the fictitious ones of
literature. But whatkis 1t that we cry for when the heroine
dies in fiction? The loss to the living, the irony of fate

whereby she never knew the hero loved her, happiness cut
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short by dcath,'or the injustice that someone who did not
wvant or deserve to live vas given life, wﬁile someone who
loved life was denied it, perhaps. To weep for the
injustices and ironies of life itself (to have judged thus
is to have assessed formal and intentional obje¢ts of th?
emotion) is just as possible when listening to music as when
reading a novel or watching a play, but in music, the
experience of emotion unfettered to the pseudo-life
situations of literature and representational pa;nting
allows the listener to reflect on the experience of the
emotion itself and on the generalized forma& objects of the
emotion.

John Dewey insists that experience has both an active
and passive component.’’ He emphasizes particularly the
active part of experience, since in both art and education
there is a tendency Lo regard the one who experiences as a
passive recipient. On the contrary, Dewey claims, in‘ the
active component of experien;e, "percéption replaces bare
recognition. There is an act of reconstructive doiqg and the
consciousness becomes fresh and alive."’*®* Such is the casé
vhen we see a person in a new way. ”Percebtion is an act of
the going-out of energy in order to receive, not a
withholding of energy"®' because "to perceive, a beholder
must create his own experieﬁce.”" Now this is enough like
the description of the intentionality of emotion, even as

seen by Sartre, for us to interpret Dewey's statements to

mean that in any experience, we actively bring to bear our
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held beliefs on a passive recognition of a oituution,'/[
choosing to interpret it one way or another, but élvifs"'the
perceived object or scene is emotionally pervaded
throughout."’’ Clearly, an experience as described by Dewey
provides learning beyond itself, for what is experienced is
then brought to bear on each new experience.’* Were it not
so, one criterigm for its being an experience would be
lacking, and no learning would have taken place. Thus in the
experience of art, as with any other-experience, a
requirement is the evaluation of the experience and the
placing of it in the scheme of other pest experience. Giving
it such a place means judgments are made that modify or
confirm beliefs already held, and such belief systems are
then used ia subsequent judgments.

When listening to sad music, then, our experience is
first of recognition: recognition *ha* we hear sounds

organized in a particular way. This passive aspect of the

v

experience is enhanced by its active counterpart,
perception: it is in perception that we bring to bear on the
present moment our past experience, organized into beliefs,
making the judgment evidenced By the emotion of sadness
which we feel; this sadness is thrown back on our past
experience and beliefs, modifying or expanding our
understanding; that the experience of listening to music has
refreshed, changed or enlarged our understanding is apparent
when we reflect on the feelingg later. Although we may not

be conscious of the means by which we judge the music to be
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sad, our sadness does have an object: the rpnl er material
oQéoct is the music, the sounds themgelves; the notionn}
object is a description of the music - how we "see” the
snusic, and this might vell be in metaphorical terms, like
heavy, oppressive or dark or as a description of a life
experience, real or fantasized; the formal object is'éhe
quality such music has for us - in this gase the quality of
being saddening; finally and probably the most important,
the intentional object is the beliefs we hold from our paét
exPerience that affect our judgment of gedness, beliefs
which may be stated propositionally. |

Such beliefs are first of the kind that postulate that
minor keys, slow tempi, full ‘ehords, or minima) melodic
movement all indicate sadness; these however scarcely go
beyond the recognition phase of experience. More important
are beliefs about what is saddening in everyday living, some
of which derive from purely personal encounters, and others
which are common to all life, or at least to a particular
society. These are what we actively bring to bear on‘.’»
listening experience, in order that passive recognition may
become a personally created e rience. An example is death:
thk deaths of the young and the good, in our society at
leaét, are seen to be unfalr or 1ron1c, examples of the
1Ajust1ces that occur in life. Be;;u;e we see such deaths in
thxs way, we are saddened as we would not be at the death of
someone evil or very old. Thus in the actual experience of

everyday living, the material object of our sadness is a
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particular death; the notional object is our description of
that death in terms that indicate the unfairness of the loss
~("the best people are taken from us'); the formal object is
the quality such irony or unfairness has for us - it saddeps
us; the intentional object is our beliefs abomt injustice.
Ultimately then, when we listen to sad music, the

intentional object(s) of our sadness are the same beliefs

that are~the int onal objects of life{cxporiences that we

see as saddenin ., music could be said.to symbolize for

.. (
he concept of music as symbolism is

us life's sadne‘
explored in Chapter Four. All that is clear at this peint is
tha_t we do have emotional experience in a!ontext removed
from life experience (as in listen;ng to music), and that
the intentional objects of such exberiences afe the same
objects as the intentiongl objects of life experiences that
evoke the same emotions,

It now becomes necessary to consider two opposing
theories of art, the expressionist and the formalist, for
while expressionists claim that the prime function of art fs
involved with emotional experience,~formali§ts, with'equal
ardor, deny that this is so. .
(i) Tolstoy and the Expression Theory

Neither the aspect of Tolstoy's theory which concerns
elitism among the upper classes nor his attack on the
political and religious orthodoxy of nineteenth century
Russia need be of concern here, although both of these

strongly color his argument that the arts are especially
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_suited to the t#ansmission of féelings. What is of
importance is his:picture of the artist as someone who
experiences emotion and communicates it through the,medﬁum
of color, sound or words to spmeone else, the latter being
"infected" by the same feeling. It is ﬁot, he says, a matter
of doing something like yawning and causing another to yawn
too. Certain deliberate £hings are done in order tz infect
the other person; moreover, like the boy whe crx.‘ wolf, the

artist must actually possess the feellng "fear) in order to

transmit it to the person who i§ to be infected, although

the cause of such a feeling (seeing a wolf) may be imagined..

Crucial is the distinction between actually seeing a wolf
and being afraid.VWhat the artist actually possesses is
fear; the exgerlence itself may be 1mag1ned or remembered
from jhe past.’*® The emotions of the artist may be weak or ‘
/-—-‘/ 3 . . . 3 3 .
“strong, trivial or significant,?* but it is the strength of
the infection®’ and the importance we give to the feelings

transmitted®’ that determine the quality of the art. In

fact, Tolstoy would say that only those feelings that we

deem important are called art, whpggthe term is used as an ..

accolade. He also insists that the person listeq}ng to a

story, like the person viewing a painting, or hearing a
T :

Every work of art causes the recelverwgo enter into
a certain kind of relationship, SSZh with him who
produced or is producing the art and with all those

who, simultaneously, previously, or subsequently,

[

) uf'- }":’-'
symphony, must experience the same feeling as the artist: 2"

g
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receive the same artistic impression.?’
Thus the arts beﬁpme a force that unites mankind.*® This is
a sweeping conclysion, which ﬁa§ be justifiable but not
Quite as stated by Tolstoy. What some critics have -
subsequently emphasized is whether the artist must
necessarily possess the feeling and the percipient
experience precisely the same feeling or indeed any, feeling
at all. Whether music, or any art, can provide understanding
of the emotions through‘their experiencé does not hinge on
what feelings the artist may or may not have had; however,
the answer to this question does depend on whether the
listener experiences or is merely cognizant.of the feeling
expressed in the work, as later expressionist;zlike Langer
hold. It would also seem to be of some'relevance that
j;,:\Tolstoy sees art as a deliberate communication of feeling
AT
‘Jff from one person to another rather than as a spontaneous
froutpouring, for a spontaneous outpouring does not require
anotheg 'person to participate in the experience of the
emotion. This questjon is discussed in section (iii) to
follow iin this chapter..

Art, then, for Tolstoy, as Vincent Tomas points out in

his introduction to What is Art?, is not for pleasure,

entertainment, or the depiction of reality, although it can
be used for these and many other purposes, but "the function

1t is uniqugly fitted to perform is that of educating the

. .
e
v 4

feelings of men"*' Tolstoy's position, as it refgts to the -~

. . L ‘ ~
relationship between artist and percipient, .composer ang
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listener, would seem to be consistent with the concept of
experience and arp as outlined in the previous pages. But it
i@ this claimed overall fgnction of art, education of the
feelings, as well as the necessity or depth of the feelings
of the percipient, and the "conscious communication by
external signs"*?* of the artist;s feelings that is the basis
of formalist criticism.
(ii) Hanslick and Formalism
Hansiick's argument against music as primarily a
purveyor of feeling was written only fifteen yeafé prior to.
Tolstoy'é defence of roughly the same position._Both
arguments are colored by situations that existed in their
own societies, the orthodoxy of church and state in
Tof%toy's Russia, and the ;adicalism of that particular
brand of romanticism espouséd by popularly esteemed
composers like Wagner in Hanslick's Geraany. Thus much of
‘what Hanslick has to say is di}ectedxégainst the concept ot
representatign in music, particularly the representation of
feelin%J whiéh he saw to be characteristic of such
composers. Tﬁis céncerg, unlike Tolstoy‘é concern with
elltxsm“and orthgdgx*f has a more direct relevance to the
,pq"né%n that music provides understanding of the emotions
t?wﬁhgh their. experience. Hansllck S argument is sbmewhat
) more complex than Tolstoy's; therefore,~ his reasons for
- denying that the purposé of mﬁgic is t;’arouse emotion - and

that (therefore) its subject mat@§3 is emotion - must be

considered in somg,detail; Hanslick claims that the purpose
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of music cannot be to excite pleasurable emotions, for a
beautiful composition exists whether or not there is anyone
to hear it, and whether or not the listener is affected at
all by what he hears; "althaugh the beautiful exists for the
gratification of the observer, it is independent of him."*>
QE%)Q;QQQHE emotion. A rose is sweet, but

Ii.-." )
) |”4‘\ . . .
its subject is 'fét'"skeetness; a forest is cool and shady but

.
Neitheg is.
é.' L)

a forest does not represent coolness or shadiness.*‘ The
Mozart g minpr Symphqny does not represent the four phases
of a love affair*® nor is the subject of the Adagio of
Beethoven's\? Major Quartet (op. 18, no. 1) the grave scene
in Romeo and Juliet.** Music may convey whisper and cimr,
but not the whispering of love nor ﬁhe clamor of combatants.
Love and anger are beyond its bfovince." An adagio suggests
"the ideas of gentleness ana concord in the abstract." We
‘[wronglj} tend to translate these indefinite ideas into
_definite ones.*' What music can do is represent the dynamic
part of feelings: slowness, strength, weakness, and the
afor%mentioned wvhisper or clamor.*’

Apart from the dynamic aspect of music (its varying
tempi and intensity of sound), all other associations that
_ve make with feeling are what Hanslick calls symbolical. By
this, he apparently means that the emotional content we give
to various  sounds is purely arbitrary. "Sounds, like colors,
are ofiginally associated in our minds with certain
symbolic;l meanings, which produce their effects

1

independently of, and antecedently to any design of art."*®
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But, he says, we cannot assume that either sounds or corors
as used in art represent anything definite: red is not
aiways-joy, white innocence, nor Ab Major romantic,*®' and
therefore we are misqguided in agsigning an emotive meaning
to a work by means of the symbols we read there.

Whether or not the purpose of music is to prpduce
emotion, the fact is that we do experiénce emotion listening
fo music. It iswtbe educational worth of this expegience
that I wish to defend. Therefore Hanslick's arguments
regarding the subject of music myst be investigated; If the
analysis of\the eﬁPerience of listening to music and its
intentionalit;‘is éorrect, Hanslick is right in séying that
.gent leness and{qbncord are presented to us in the abstract,
but he is wroné in saying that music cannot convey love or
anger. What, e&sentially, aboutslove or anger, is different
in nature from gentleness and éoncord? As we hanfseen, the
devices of composers which create the effects of whisper or
clamor (the notional object) are interpreted by us as
evocative of an emotion (the f?rmal object), and these .
emotions may well be love, gentleness, concord or angef.
Hanslick is also correct in saying that the "stories" of
music are not its real subject, but he falls short in not
realizing that although a comgoéerlmay intend to”represent a
battle, that even though the listener may actually relate a
battle to what he hears, this is only the notional object of

his assessment of the sounds; beyond this is the quality

such a perceptioﬁ has for him (the quality of being—exciting
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or horrifying, i.e., the formal object), and the beliefs he
holds which determine his reaction (the intentional object).
In other words, the subject of the music is all these things
for the listener, whatever the intention of the composer .

As for the claim that we cannot give affective meaning *
to a musical work by reading its symbols because symbols in
art have novfiged meaning, this argument is a common one.

i

But a symbol in art, as in life, is not simply a sign.
Symbols have networks of meaning, and the meaning in one .
situation, among one set of objects, is different from that
in another situation. A tree bending to the wind in
semi-ddrkness does not have the same meaning as the same
tree drenched in the heat of the mid-day sun. Neither does
the color red, nor a particular tonality mean any;hing
significant aparf from the context in which it is used. Even
if what music is "about™ is no more than musical ihemes, as
Hanslick ciaims, these themes can themselves be "about"
emotion by their symbolic nature: that is, they are
perceived to possess qualities evocative of a particular
emotion. Symbolism will be treated more fully in Chapter
iFour.

Having arqued that music is not about emotion, nor
intended to evoke emotion, Hahslick delivers his coup de
grace to the expressionist theory: much music cannot be
construed to express feeling at all. The Bach fugques are a

case in point. These wonderful monuments to intellectual

genius were not written to communicate feeling, nor, he
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says, is this the effect they have on the listener. This
being>the case, he concludes, "if large departments of art
.- . . have to be passed over for the sake of a theory, it
may be concluded that such a theory is false."*? But Bach's
fugues being brilliant intellectual structures does not
preclude their.having an emotional component as well. And of
course, Bach's fugues do affect our emotions; examples are

.

the anxious excitement of the fugue in c# minor and' the
gentle, refined gaiety of the fuébe in Ab Major frem The

. v -
Well -Tempered Clavigr; and who would de" the buiiding

grandeur of the organ fugue in d minor? The question then
becomes whetﬁer the listener should experience such an
effect, or whether. something in him is lacking if he does.
Hanslick believes the latter to be true:

Music loosens the feet or the heart as wine loosens

the tongue. But such victories only testify to the

weakness of the vahquished. To be the slave of

unreasoning, undirected, and purpéselgss feelings,

ignited by a power which is out of all proportion to

our will and intel]:ct, is not worthy of the human

mind. > )
Instead of being carriec away by music, the acts of listening
is a "voluntary and pure act of comtemplation” wherein the
listener follows the crel¥:ve mind of the composer,
sometimes seeing his expectations of what is to come
fulfilledz sometimes being agreeably mistaken. As Chapter

pne indicates, this is indeed one way of listening to music

¢
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with pleasure. It is not the way that is the subject of
,thése chapters, i.e., that listening to music with emotion
provides an undérsténding of emotion.

For Hanslick, music is a language, but "it is a
languége we speak and understand, but which we are unable to
. translate."*'* This is why,-ﬁe says, we are compelled to
speak of music in dry téchnicab terms, or poetic metaphors.,
Some of these metaphors are of an emotional nature, but some
are not: words like 'sweet', 'fresh', 'cloudy’, and 'cold’
are equally appropriate to a passage of music. It is )
possible to argue against Hanslick that such words are also
* metaphorical in an affective way, that the evocation of
sensations of smell, sight and taste leads to emotions that
are associated‘ygﬁﬁ those sensations metaphorically
("cloudy' can.éymbolize confusion or misunderstanding or the
lessening of good humor), and thus help to describe the
emotion. However Hanslick has a better argument égainst
emotion-oriented description at his disposal. From his
position it would be.pgssible to argue that all -verbal
%ttempts to explain what goes on in a musical composition
must fail because music is an untranslatable language. But
hé cannot use this, as much of the power of his argument
against music being principally emot‘ral derives from his
ability to show how ridiculous somé of the descriptions are.
"Maidenly modesty", "the transitorinessiéi youth", ”;he four

phases of an ameur" are easily shown at best to trivialize

the meaning of the work they are intended to describe.
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composer's accounts of their own work are equally
pretentious and equally conducive to misunderstanding the
music, if not to its rejection by the listener. But this
criticism is against the description associated with the
music, which Hanslick himsplf says must necessarily be an
inadequate explanation of either its subject or its primary
purpose,

The failure of such a verbal description to indicate
what music is about does not mean that music is not about
ahything except sounds. If one can detect in Beethoven's
symphonies impetuousness, ‘struggle, longing, defiance and
strength®® as Hanslick asserts, one is'detecting feelings,
or the symbolization of feelings. What else? True, the
question of whether, why and when the composer had these
feelings. is not important, and to attach such mental states
either to the composer or to some hypothetical character
like "youth" is fatal. It is the states of mind themselves
that are important, and Hanslick is correct in asserting
that these come unattached, entirely free from worldly
associations.®‘ The listener is left free to associ;?g what
he takes to be, for example, saddening in life with the
'sad’ music; and wvhether he should do this or not, he does.
In Chapter 3, I shall show that this activity leads to an

increased understanding of emotion and is thus desirable

.rather than the opposite.
o
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In sum, Hanslick has shown that representation of
specific persons and events is impossible and slightly
ridiculous in the medium of musjc, and that verbal
descriptions of what music is about are equally
ungfoductive, but he has failed to show that music is only
about sounds and their ordering, for in admitting that music
ggg§ arouse feelings, he must be content to argue only that
i£ should not do so; his examples show only that labelling
with words is dangerous, when, as he himself claims, the
language of mugic is untranslatablé. ﬁ%ether music is about
emotion, and whether it is intended to arouse emotion are
not really questions of concern to the thesis that listening
t.o music ﬂ‘ovides understanding of emotion. Even if it could
be shown that the intent of every composer was to obtain an
emotional response, or that every composer searched his own
experience deliberately for feelings to depict through the
medium of sound, this would not prove one way or the other
that music is a source of understanding of the emotions to
the listener through their experience. In order to show that
this is so, the focus must be on the listener, not the
composer.

(iii) The Necessity of the Listener's Emotion

Formalists and expressionists agree that listeners do
experience sadness when listening to sad music, at least
some of the time. Questions of whether such a feeling is
desirable when listening to music, or whether this sadness

is the same as sadness occasioned by real events troubles
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both schools of thought. It is of course possible to listen
to music And not feel anything at all., It is possible to
recognize that the mood of a passage of music is sad, but
not feel sadness. This fact has led O.K. Bouwsma to the
conclusion that to say music is sad means that "it has some
of the characteristics of people who are sad. It will be“
slow, not tripping; it will be low not tinkling."*’ This is
an interesting w&y of dealing with the phenomenon of certain
sounds and rhythms being recognized, but not felt, to be
characteristic of a giveﬁ range of feelings. The notion is
close to what Hanslick calls the dynamic aspect of music,
its tensions and releases. But to understand the meaning of
a passage of music in this way, to recognize it as sad, is
to demonstrate theoretical knowledge; one's understanding
can be stated propositionally. The emotional aspect of such
recognition would be pleasure in success in identifying the
mood q} the selection, plus perhaps delight in the
excellence of the rendition.

John Hospers believes that more difficulties exist with
the claim that one does feel the emotion that is in the
music than the claim that one simply recognizes tha} such a
feeling characterizes the particular selection. Somehow we
know that the feeling that is aroused is not real, he
thinks. Watching a play, no one is apt to attack the
.villain, and in music, the very fact that no event is
specifically portrayed, makes it impossible that our sadness

has a real cause. It is not, he says, the sadness of life
. .o
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that we feel. In listening to music, sadness may bc’i“hlppy

experience, whereas in life it is of course, sad. Therefo
a f
the sadness must be imaginary, or as Bouwsma says, iThpl '

recognized; the music is thought of as sad.** But using
- Scruton's four kinds of objects for emotion, we have seen
that music (the real object) is interpreted by the listener
as having certain Qualities (the formal object) tﬁat produce
emotion. ‘Music, in other words, stands for, or symbolizes
what is'saddening, gladdening, exciting, or calming in life
situations, where, after all, emotion terms originated.
Music can be the material object for a given emotion, bub .
the beliefs of the listener, lérgely about life itself, ¢
what determine his interpreting the music as he does. The
music is not just sad, but saddening. The liséener does not
just recognize a succé;sful attempt by the composer to
duplicate characteristics of sad people, he judges slow and
low sounds as saddening, tripping and tinkling sounds as
evocative of joy. His 5udgment is shown in his own sadness
or joy. Against Hospers, John Nolt argues that sadness in
real life is not necessarily to be avoided. We all know
those who are méved to tears who would want to repeat the
experience. Further, life's sadnesses can have a cathartic
effect; in a'sense we achieve a kind of release in sadness
»
that we might wish to prolong, "and though the sadness
evoked by a work of art is seldom as intense as the more
notable sadness in life, it does not seem qualitatively

different.”"*’ To this might be added that the phenomenon of
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sad music n‘king one happy seems a most unlikcly!’ccurrence,
unless of course we are again referring tb the d@liqht one
might have in the excallence ot the composition or
performance. Whatever the effect of listening to Richard

Strauss' Four Last Songs, for example, it could never be

happiness. Even without knowing the words, it is apparent

that this music has to do with a.profound and almost -

tranquii resighation to the inevitability of sadness-causing
incidents in life, such as loss éue to death, absence, or
rift in friendship. This is what one feels when one listens
to the music, or something close to it within the limits of
personal experience (and here, ofﬂcourse, the inadequacy of

lanuage to describe the feeling is all t09~apparent) a y
w
person were feeling light of heart, or if mu,w1§$ia to b -
g 'x"..e c
€.t

«

cheered up, he would simply avoid IESten;pg to 's SR

The pleasure of this experlence, if such it é;n beﬂgalﬂed%%;
R t

is the same release or catharsﬁ d’escrxbed,gz Nplt.m@if ) o %

-, aﬁ
course, as we have seen, the. ob)ect 4nd the em0t1on are - f'*

bound together; the music itself anf§ 'what thé lfstener feeis

-

upon hearing it cannot. be separate '3 tijust any nesponse

vill do. - =% 1 ¢
b
¢s8d musxc, ve are. sad
Y

3

In conclusion, when we listen
for those things that-cause sadnes; Net ‘do not pretend that
we are sad; we do not imagine tha% 3 ie sad. Our sadness
has an object. It is ostensibly ég 'jc, but on a. deeper

level, ‘it is life's injustices aé%(‘yt es, chosen by us

4¢ music is a medium
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through which we may experience sadness indirectly, and

reflect on the experience. The same holds true for other

¥

gnotiéns. If we do not experience the emotion, we do not

achieve the understanding of emotion described in Chapter

One.

It may well be true that one can listen to music taking

pleasure only in the organization of the melodies,

harmonies, and rhythms; still, the learning with which we
Y

are concerned, the understanding that relates to the joys

and sorrows of the human condition is not found in this

appreciation of musical form. The listener must experience .

the feeling that is symbolized by the musiC° that is, he

must be able to relate ;he formal ,object as d1sclosed by the
music to the formal opjtit of the same emotion in actual
experience, and in so doing re-feel what he has felt at some
time in his own life. This re-feeling, or experien;ial
remembering results in what Richard Wolgheim calls mental
connectedness. Such mental connectedness gives unity to an
ind}vidual life, while at the same time modifying it.*' It
is here, in experiencing and re-exberiencing feelings, the
object§ of which are lodated in ‘perceptions about the human
condition, that selﬁ understanding and social Bnderstanding
of a particularly important kind are to be found.
Imagination plays an important part, but not perhaps what
one might expect (it is not that the feelings thamselves are
imagined). The nzkt chapter is concerned with the role of

imagination, that of relating musical experience to, life
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experience and the

reverse. -
®o
¢ oy
&
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CHAPTER 3

' : Imagination and Music

The Nature of Imagination

The concept of imaginafion has four aspects that are
relevant to é&e experience of listening to music. One is the
aspect of image-making, whetﬁer visual, aural, tactile or
olefactory. To imagine something is to produce a mentaf

image of it; this is as true of imagining that involves some
kind of conceptualization as it is of imaginin§ events or
people. Secondly, imagining some€thing means being affected
by what is imagined in some manner. To merely remember that
a person's appearance includes certain details is not the
. same as imagining that person. In the image arewqualities
that afféct us, as the actual person affects us. But
.
imagining is related to remembering; as it is to
conceptualizing and pretending. A third aspect of
imaginatfon is the suspension of belief. I1 normal instances
of imagining, we do not believe in thg reality of what we
imagine.’Generally the act of imaginigg'entails playing with
images, trying them out, dismissing od;gand calling to mind
another.' Finally, imagination is linked‘to creativity.
'Imaginative' and 'creative' are synopyhbus terms in some

instances. For example, the poet, painter, or composer is

66
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thought of as someone who is possessed with a superior
imagination to others; it is his imagination that enables
him to create original work. Our interest is not in the
person who writeé music, but it will be seen, nevertheless,
that a listener, as well as a composer, is imaginative in
the sense of being creative, | .

These four aspects of imagination (image-making,
affectivity, suspension of belief and creativity) will Le
considered in the first part of this chapter. H§wever,
image-making is not given a separate section.® Its nature
shoﬁld become evident through the discussion in_thevother
secfions. First to be considered is affectivity. Reality and
the suspensiin of belief‘gre treated in two sections:
Memory, and Belief, Pretense and Deception. Another section
is devoted to the relation between imagination and
conceptuali‘ltion or the structuring of.ideas and beliefs.
FMally, the notion of creativity is considered. In the -
second part of the chapter, imagination is relateg&%;*thé
act of listening to music.

(i) Affectivity |

An image has an affective quality,wat~the very lgast a
qguality of pleasantness or unpleasanta ¥. Whatever we bring
to mind, whether a scene, a person, égwgn event, is
"colored"” by our beliefs about wha@évér it is we are
imagining; whatever- it is is judgéé*beautiful; frightening,
friendlf, boring, etc., just as its real counterpart‘iziﬁr

This is probably more true of images that we briﬁé to mind
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based on a real person or a real incident than it is of a
fant;sy image or one where we are simply told, "Imagine a
duck,” or "Imagine a horrible monster.” But even here, our
beliefs about what isﬂhorrible and monstrous and what
quality a duck has for us (funny, or majestic, perhaps) mean
Eyat gFe image has an affective aspect. Sartre has |
contributed to the concept of imagination an increased ’
awareness of the affective nature of imagery. In particular,
he shows how the guality an;image has for us may become
faint or be lost altogether, yet may be recaptured through
art. It is\qot each detail of the image that gives it its
affective qualify, but particular details and combinations
of details which may be emphasized in various forms of art.
Thus quantity and exactness of detail is not what gives an
image its affectivity. ‘

One of Sartre's examples is that of the comparison of
mental image, portrait (or photograph) and caricature: it is
in the caricature that we are able most fully to imagine
"the absent Peter." It may be, he says,.that in the mental
image "a certain feeling of sympathy and pleasantness” will
not come, ié the portrait external traits are captured but
not Peter's expression, yet in the caricature, seemingly the
least "true" to life, his vitality is "clearly present."’
The other example, that of the Maurice Chevalier imitator,
is even more telling. The reason we "see™ Chevalier in the

presence of the female imitator is that she has captured the

"meaning” of Chevalier, the affective qguality he has for the
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observer. None of the hints she gives us, like the straw‘
hat, work in themselves, but together, such signs, inéluding N
facial expressions, can synthesize into the "egsence” of
Chevalier.* It is imagination which performs this task.
Therefore, although imagination may first produce a mental
}mage, it may well be a picture, a caricature, an imitation
(or perhaps music?) that provides the stimulus fot a better
mentai image, that is, clearer in the sense of‘possessing
the expressive quality of wha£ is imagined.
(ii) Memory

Meméry and imagination have been separated by
philosophers, usuadly according to whether one (memory) is
more vivid than the other, or whether one provides a truer
picture than the other (aéain memory is the winner).® Either
of these distinctions seems wrong, the first because it is
purely arbitrary'(any dim mental image might be labelled a
case of imagination, wvhereas any vivid image is memory), and
the second, because in any case of memory, the accuracy of
the recollection must always be suspect. The recollections
of witnesses to an accident show that inaccuracy of detail
is common, and moreover, that what is significant and
therefore vivid in the memory of one, is not ‘the same thing
that is important to another. Whereas one witness may be A
sufe that the color of the car was green, another may be
equally sure it was brown; the inordinate speed of the \
vehicle may impress one witness, but the pedes;rian's lack

of caution may impress another with a consequent altered

-
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memory Of the situation. It seems unlikely that any vitn;ss
remembers absolutely everything that he saw or heard at the
time. Thus, memory should not be distinguished from
imagination either by vividness or accuracy. But one use of .
the word 'memory' can be distinguished from imagination
because it does not involvg images. Simply remembering that
something occurred as~opposed to Wollheim's "experientially"”
remembering* is a case in point. The former, obviously, need
not "involve any iﬁege ot‘the situation, but such a memory
seems minimal, only a base for the latter, which implies a
re-living of the past event. Experiential remembering surely
would involve mental images and in the re-living of
experience, it is most likely that some details will be
exaggerated and some forgotten, that some will be clear and
some extremely hazy. In fatt, there are memories where we
are never sure that what we remember is real or whether the
passage of time has not added certain inf.rmation and
deleted other. Therefore, except where we merely assent to
the claim that an incident occurred in the past, without any
attempt to recapture details, it would seem futile to try to
distinguish memory from imagination. To imagine someone or
something from one's past is e;sentially the same as
experientially remembering that$pgrsoh or thing.

Of course, one may also imééine what has not occurred
but might, or one may imagine something non-existent, like a

unicorn; but here imagination is based on what we know to be

true in our world of perception., To imagine that a
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_late-arriving relative has been involved in o highh%!s N
accident means that on the basis of our experience, we
eﬁpect that certain things can happen and we picture these
things. To imagine a unicorn means thinking of something
horse-like w}th a horn in the middle of its forehead. These
details (horse, horn, forehead) are images ve already have,
and of. course, there is the possibility that we have had
(Jﬂicorns described to us or have seen pictures. Memory then
forms the basis for imaginings about what is not "real". We
believe in the reality of these memories that aré, as it
were, the ingredients of a fantasy image, but we do not
believe in the reality of t“e fantasy itself. We simply hold
it before our minds, as if entertaining the possibility of
its existence in fact. a
(iii) Belief, Pretense and Deception

We have seen that memory can be mistaken; it is also
quite possible to imagine all sorts of things in the present
to be true that’are not. Of a schizophrenic who believes he
1s God or John Lennon or Hamlet, we use the expression "It's
not true; he's only imagining it." This use of the word
'imagfnation' ‘is derivative:; Scruton for one points this
out, for, he notes, belief is precisely what is not required
for imagination in its usual sense (except, as we have seen,
for the memory part of imagination). You.can ask a person to
imagine that elves live under toadstools, but you cannot ask
him to believe that this is true. We can, 'by an effort of

will, imagine something to be the case that we do not
. A
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.- «If Olivier believed he Was Hamlet when he left the theatre,

72

bc};ovg'to be true.’-Jn the usual sense, to imagine ¢
something is more like holding it before the wind,
entertaining  its poséibiliti;s and its plausibiiiUi. *In
imagination, one is engaging in speculation, " |
Certainly when we are experiencing works 4f art; peliet
is not usual when imagining. People do not usually leap ontﬁ
the stage to save the heroine from the villain; we are not

.dd%!ived, and the actor playing the role is not deceived. If

' "

-t Oliy'igr. rea'lly"believed’ he wag Hamlet, he would not be able

to condciously modify his voice to fit the hall, to tuin his
'tquy just enough that he seems to be talking Quietly to

“ Ophelia, but is really projecting to the laif row of seats,

hes wopld be committed to a mental institution.
[} . . «
V™ :

‘ - . ’ o
Does Olivier then pretend to be Hamlet? If so, what

does pretending to be such a person require? Is it moving as

”(Hémlet‘moves,'épeaking as he would speak, using the facial

.mﬁsclés that he would use on hearing of the d?ath of -
Ophe;ia?ﬁor must he as Qell feé; as Hamlet would feel? Is
his feeli;g pretended or real? The traditional answer would -+
beé that in pretense, gesture and speech but no feeling is
involved; yet as Robert C. Solomon points out, "there.is no
better way to choose to have an emotion than to decide to
pretend one has it."’ Pretense and reality can become
difficult to distinguish. Children playing "wolves™ are

pretending, but sometimes the situation seems real enough

that a child cries or shies away from the darker corners of

i
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the room. One suspects that if one were to ask an adtorv he
j;would reply théf*“whereas it would be highly desirable to
_feel as Hamlet would feel, th“ 1s not always pQSSIble"Jy/

depending perhaps on what the actor had for dinner, or
1.

whether™he had just received d{itract1ng news -.good or bad

- such as, for example, that he had been appointed director

for the next production. To imagine 4hat one f{'s-Hamlet wolld

¢

invelve-at the best of times having a state of mind similar

tp. if less intense.than; that of the redl Hamiet, should he

exist. But even if the actor were unable to feel the = | ’

-

(emotions he should feel, but could, through geSture, veice .

’

and facial expression, cause ‘the audience to react as thopgh

the person on the stage were truly sad, or confused, or
VAN . \

hating, the actor would be successful. Similarly, a musician

- may, ,gy physical movements wxgp»fingers, tongue or breath,

.‘
make sounds that convey happlness to the audlence A

, ~

* musician playlng happy music, Olivier playing Hamlet or py

e unable to feel happy'when playing happy music, but

‘ granddaughter playlng "wolves" may either pretend-feelings
(by u51ng the appropr1ate phys1ca1 actions) ::'¥eally have
them when im gxnlng In_the latter case, the emotion is real
and the éftz:tlon 1maglned But the aﬁg1ence for either tﬁmr

-‘mu51c, the drama or the game does)not pretend As’observers !
of the gamerf "wolves", ;e understand the game s full N /
s1gn1f1cq§pe Ln so far as we areuable 4«0 feel "the fears,
e:citément, and tensjons whi&h;tne’game generates."'® If
this is.tfqﬁ of "pretending” ganes,;it is‘thé'mdfe goninlyye ‘

I e ’;N,_
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experience og,ldrgnga‘.'-'vln imaginilng himself te be Hamlet, the
actor produces an emotional response ~in the audience. The
audience, for its part, may 1mag1ne itself to be at caurt in’
the castle of Elsinore, it may imagine that Olivier is
Hamlet, but the feelihgs or stetes of mind such imagininés
cause are real. ’ ' g

There is no question of being dece;ved uhen ,’ 5
experiencing art. In reacting with emotion to gamyﬁe"&re s 4
‘not deceived'by the pretense-of the actors, Neither are we
self4dece1ved Like the actor, we 1maglne, but do not'
belxeve, that the scene and events are real. Slmxlarly, when

we look at a painting or read a novel, we are caught up.in

’,Ehe{sitUation depicted but we are not deceived into thinking

it is real. What is real 15 our emotional reaction to the .
[ . lﬂ)‘.. \ . i -
imagined sitw icn. Thegéa?e will be seen to be true. ghen +
g ' 5 4§} X . :?{ ‘P t

listening to mUBIC 4@2 performer does not deceive us, but -
’ . v
with our. own imagination, we obtaln a real emotional

-
‘reaction. However, the”latter,case depends on further

. analysis of the concept of imagination £&r adequate N
explanatxon. R lt o (// .
. v* /7
(1v) Mental Imagery as Structure G1v1ng
. Hume cla1med)_"Noth1ng is more dange{pus tq reason than .
flights of the'imaginat{on;"‘\waut Hume al;o rehli;ed that °
the mind's ability. to form images results in somet@l&gaf;an'.: :i
product1Ve that 1s not a £a151f1cation ofhthe truth n&r '§§:f§‘:§
afantasy? It is thtough 1maglnat10n°thét we 1nterpfet‘b . :fl‘iZ;
. RS

experience.'? quause We group together part1cuhar 1magesﬁl.
s - - . ]

& $
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and‘cali them by the same name - dog, cat, etc., when we
hear the name of one of these concepts, we are then ab}e to
picture all the aspects that apply to it., When I hear the
;35g 'cet', I may Form a-mental image‘qf m& own cat or
ve?ious other catéll have seen; I may even focm images of
what would not count as a cét. Hume also made reference to
our ability to look at a present object and relate it to a
general category such as gggz but did not go further. /

This task was left 'to Kant, who showed that 1maglnat10n

‘

is charged w1uh ‘the organizing of part1cu1ar 1mpress1ons

into eneral categories, whgre Hume had simply accepted that
9 - '$

habit or custom allowed us to do this. He also distinguished

.

*he reprod'uctwe tasks of 1mag1nat1on (flttlnq..an object
i

nto a general category) from its preduct1ve functlon, a

function he believed was common to all men: this product1ve

. task. is simply the ab111ty to organize any impressiong ‘into

objects to be distinguished from other objects around them,
not merely toirecognize these objects ass forming a,

cont1nu1ty with others of their kind.'? Thus to recognize a
~N »

‘ rhododegpron bush as exactly that because I have one at

home, and to picture various rhododendron bushes, when the
name -is mentioned is using imagination reproductively, but

to be able to see any set of impressions as an object - as a

_rhododendron bush, or the garden spad;,beszde it, or grass,

"or loam, and to relate any object to any bther ’Ject is .

using 1mag1nat10n productively.' - /N/ s
‘ | b
P

b < % 2 .
N L]
.
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In reproductive imagining, it is fairly obvigus that
memory plays a part. In recognizing a rhododendron bush or a
‘cat'as such, I must remember at least one other objegt-thaéy
counts as a rhododendron or a cat. Although I may form :
images_of hypothetical bushes or cats, l must have a memory
Vof*something real that I know to be one of these objects. 1
must alsp believe this image to be a true image. In
~productive 1magination, memory can play a part also. If one

[}

like a bush, ij<‘

1

brings together 51ngle sense 1mpressaons to fogm‘an obiect

gRems reasonab1e~that several single
oo - l. . .
" similar fashion into one form: the

ct$s

may -be organizd®

| rh ' ron b
Ve /\a'doden_q\

——

A
fence anpwéate are seen together as 'garden.' This leads to

¥ 4
'ﬂ-the grassj the trees, tie surrounding

$ - . .
the further step of uniting remembered disparate details
d . N ‘v ’
. into a form by bringing them together in an imagg, or

possibly uniting some remembered data with some presehtly

perceived data. A sTmple example might be choosing carpet

] - , | » .

while remembering (experientially) the fupmiture one saw in

one f€tore and the -drapes from another and the shape of the.

»
.

room in 3hich these items might at some time rest. Here
. again, belief i: the accuracy, or *truth of* what is remembered
is necessary. Hdjever, in formihg an image that juxtaposas
gagch remembered details, we are merely speculating on tha .
possibility that‘they may be combined in such a waﬁland we
may 1§ag1ne seVeral different possibilities (perhaps we 'try
out' in our image, furniture of several different types); we

do not believe in the reality of the form we have created in
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imaginatfon (a future living room), merely i%®s possiblev
actualization,

* Productive imagination seems to have a corollary in
aesthetics. Kamt believes that here concepts like man, bush,

garden or living room are set agide, and. either do not enter

» -

at all into the imaginative activity, or are not applied. A

set“of marks may be formed b'magmatxon into a pattern; -

thig is hke forming 8 set of reonved impressions- into ..

‘

@an.g,us objects such as bushes, spades, grass, soil. The

d1t£erence.t§' that I am free to conceive of the grks gn any

way I choose, ‘mreas the concepts of. bush, spade, grass and
Q

v
soil must enter into my mtet‘wtatlon of ordmary Y

perceptions. W1th a port;ra’,.a_ cgncept *s of course

)

v ’ ” 4 ;.,.
present, the concept of a face, but- the v%wer » peruutted,.

not~compelledJ to see the canvas as e'faée.k’ In ordinary
perception, however, he must, if he knows bushes, Sbeées’aﬁ%
faces, reeognizq what he sees as these objects and not
confuse them, '

This 'seeing as' ijwimportéﬁt to: later pﬁilosophers
;1i£;7Wittgenstein andxsbrhton, theflaiter of whom derives an
aesthetic theory from the notion that is quitekdifferent
from that of Kant. Scruton's theory entails ther1ew that

art is symbolic, a view which may‘have r191nated with

Coleridge q@d the” Romantics. Coleridge believed that a

mental 1mage somehow stands for a umvergal or general thmg ’

as well as thé particular thing of which it is the form or
.

image. Imagination has the power to make an image, to make

..
e . - -

L 4
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us see that image as universally significant, and as well to
inducelheep feelings in.the presence of the image.'* In tho
case & Coleridge, ;he fee11ngs are of love or fear. For
Wordsworth, howevexé the image simply evokes emotlo;\s- the
mental }mage, liké its counterpart in the world, is the

object of emotion.”Analysing the emot'"'t;‘Af lso comes to

understand the object as somethzng g

:eing' of the

Y

-

@' 2 v . " ol .
ima . + o is ide h 'seeing' the\}ruth, not now

. ] ‘ .
only about the ‘ima ., but about it as a
. ¢

representative thin - We. learn universal truths from

Rartlcular cases, a d we reallze tQat a case is a

51gn1£1ca@t (symbolic) case if we can see it as a form; that

is, we recognize a certa1n object as represeptative of a *
\J

class of objects, no longer- meﬁ of the class of cat, but
L

-

as an obJeCt for emot1on, as ekgre551ng the ultlmate nature
of the world.'# This 1s*.hy we think of po;ts as
imaginatjyve. They are able to realize the natural symbolism
u‘;‘hin’gg,» 1n the world. The feeling engendered by an i'mage.
may Le more powez:fUl than the feeling in the presence of the
feal object- this of qourse has ihplicq}ions‘for the
experlence oPvworks of art. , Z‘ - oo

. Imaggnatien then has come to. be seen as a way of gzv1ng
sense, éont1nu1ty and structure to our woYld. Becayse we can
bring to ﬁipd-absent objects, we can judgé whether present
objects belong to the same form. We know that>this form has

a continuity‘wiéh other present and absent objects of ‘the
. » Ju' ’ ° i
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.same kxnd Imaginatlon enables us to relate-new 1nformatxon
" Tto old 1n£ormat1on, and thus create a new image. In relating

objects through imagination, ‘we eiperTénce'theit 4!‘Ective’
N ' . 0 N
‘qualities, which may be more apparent or .powerful when th%ﬁ:q~
object is absent. Iﬁgination not only creates mental =~
Y

-

images, buq enables us to see these images as universally
\ 31gn1f1cant through ite power of tmk1ng relations,
jpag1natxon enables us to be) ugrfﬂ by these images, whzch

have symbolic sxgnxflcance, t only because they stand as

analogues for something that’;i not there, but because they
reach beyond the absent part1cular th1ng to its u21versal
qualities. Imagination can play with' 1hages. It can place
imagé!'fogether and compare them'witp g' ent obfect;. it
is in this‘way thét an o§i§ct or a mental image is seen to
be ‘connected with others, where its greater than particular
;ignifi:;nce is discdveréd, where, indeed, ﬁeativity lies,
(v) Creativity - , o

Arthur Koestler's The Act of Creation emphaslizes that

. "the creative act 1s@hot an act of creation in the sense of
the Old Testament. It does not create. somethzng out of
‘nothing; it uncpyers, selectsg :eshufflesé‘comblnes,
synthesizes already existinggf;cféj ideas, faculties, @»
,skilis."" His book provides many examples - ;tpm scignc;,'
art,. hﬁmor and the ‘animal world - tqQ@how that, in the ‘
creative proceés; the mind is Qpeggding on more fha; one

Jplane. A situation or idea is perceived in at least two

frames of reference (or matrices) where normally the
{ o - A ’ a

.

¢
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connection would not be apparent\hg;qﬁrn the,two. Once the
idea As percexved to be applicable. 1n~bo€h trames, a problem
is solved or an orlg1nal.statement is maée. Three examples

1c! nt detail th‘s approach, whxch

3grve to show .in sug
seems tolhave a strong con J!txon with 1magxnatxon as it has

betn dalineated so far. The first is the example of
k)

LA Ar€h1medes," who was asked to determxne whether the

of solids.

tyrant § crown was' pure gold He kﬁt& the spec.tzc wexght ot;
gold and real1z$d that if he{could measure the, crown s‘ "
volume, he would be afpe’ to determlne.whether or not it\was‘
adulteratedwwith silver, He also knew that when he took a
bathgthe 'ater level rose according to haow much’ of his own.
bod‘ submerged. It was by combining both situations that

Archimedes realized this simple way of measuring the volume
, Another exémple is Gutgnbe}g," the discoverer of the
; o
printing press. By combining the idea of a seal or coin with
the principle of the wine press, he was able to solve the
> . "

problem of making cleas multiple copies othﬁpe Bible. .
.t - .

Swltan,?? the chimpanzee, already understocod the use of a

" bamboo pole s a tool for reaching something beyond arm's

. bra

-used

length. When .he Saw a tree, he immediately related the live

~the - pole he ‘had used prev1ously, broke it off and

t as he had used the pole

-~

When Sultan, Gofenberg, ot Archimedes thought along a

-s1ngle plane, they were bound to a partxcular way of v1ew1ng

a situation, When chance circumstances and thei{ ‘tn

— '
- 3
L0
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v
"ripeness' allowed them to play with seemingly incompatible
ideas, they could see the cqnﬁections between two or more
planes, they were freed %o juxtapdse ahe idea on tﬁe other,
‘;I‘QQ seée how one might provide new insight into the other.
Tgls‘:ougd seem to be derivative from'kant s productive
{uﬁctxon of 1magxnat1on' particular forms are com!!r|'

" rei!t&\:shxps perceived generalizations made. It is

//1i; dnation that’enabled Archimedes to set the image of the

crown against the present perception of his body in ~

R ath. It i¢ imagination that enabled Gutenberg to bring
ﬂﬂﬁnd t.he. image of metal seals set into an apparatus like
v
x‘ﬁ% vxne press he. was watchxng, and 1t is amagxnat1on that
. [

-,

‘o) m&de Sul%an see in the branch of the tree something similar
\., ‘.
to the §os pole he usually used to extend his reach.
. Imagiqatjon3%; partly, as ve have seen, the making of
i ¢%ynﬁkctf5ﬁé;

en pgople make’ connect1ons that have'q" been

maae greV10usly (or of which they have not known
K

prev19usly),'we call them imaginative, ‘ : -
o | Koestlef relates his notion of creativity to the\‘
artist, but our concern.is not with the creator of works of
art; it is with the audience's imaginati#e activity as it
affecfs the gaining of knowledge of emotion through its
experience while listening to mu51c. If’Sultan the
chimpanzee, can be creative, then ordxnary people who .
experience vorks of art can be creative too. Or should-they

be? In order to answer this question, we nust take a short

detour via the different sorts of imaginative activities of
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a person who listegg to musié and is emotionally affected.
Indbing gg,’vhat must be kept in mind is that in the fo;m
‘ N .of'consciodshess‘called imagining, we create images and play
with trem, sometimes holding two frames &? reference before
‘ our minds at“the same time. The 1£;ges we create have an"
af'pct1ve aspect; they are not just particular things, but:

their affective meaning enables us to see them as symbols or-

analogues for universal truths. ‘

Imagination amd Listening to Music

.

Even Hanslick, that classic opponent of music as a
oLt : . o S :
purveyor of feeling, admits that music does give rise to an °

emotional response which is somehow intertwined with’

imagined scenes and stories; his argumeh&»is'rather that
‘this should not be, that those of us affected emotlonally by
music, and, he implies, those who create mental images when

listening, might just as well take ether or chloé!!zrm to\

a .
~reach suth a dreamlike sfate.’’ He argues that something

-~ must bé wrqng with saying that one loves to listen to music
\

and just let. hls mind wander, for sq:éiy an aesthet1
N ,

exper1ence depends on the exclusion of other matters If »
imagination has a plgce in the experience, it must be in the
simple drawing together of-sounds past hnd.present in order
to construct mentalf} wvhat the composer has created on
paper.*‘ I hope to shoy that some aspects of the object for
emotion when listening to'music are closely linked to

»

imagining, and therefore that some kipds of what normally

would be called day-dreaming-have an Vimportant function in



the experience that music provides.

‘.'It only some k1nds- the kinds of musings to which I am
prone whek'liston1ng to a concert vary from speculation as
to whether an occupant of the third desk of first vgolxns
'dyes his hair, or some last minute planning for the‘.
post-concert party 1 am giving, thEPugh qlosing my eyes to
see pink 5‘pphants-dancing qr4knights in Exmor battling, all
tge way to visualizing ﬁy own real experience that fits thé

mood of the music, a sad or happy or exciting event either

presently in progress or remembere the past and
X broughg vividly to focus 'in this w the state of the .

P violinist's h&ir or mﬁ*concerns about my party have ﬁbthing;
whatsoever to do with the music. It may'be that 1 am-colaxed ..
~in a way I could not be when colleagues and friends impose
Weir conversation upon me, but the fusic itself is not the

cause of my musings. On the other hand, the re-experiencing?®

Qf a part of my life as sad Qr happy or exciting because 1

£y

am l1sten1ng to a. certa1n kind of music is d1rect1y
s ¢

connected withh what I am hearing. It seems clear that music o
« .

take to be sad can .voke in me memories of a lost love, or

¥ thas music that is light-hearted can ‘make me smile to mnglf

over a g*fasant flirtation, but that khe opposxte is not the
se, Imagcs of @ancing pink elephanﬁs or a medieval battle
are ‘also based on what I take to be the mood of the music,
unless of course I am totally obliVion t'ﬂtts affective
aspect. It is sometimes claimed that feelipgs held when

listening to music do not have an object, that, unlike life

-



- e
itself, there is nothing in music that could be cause or -y
- reason for emotion.'' But the object of an emotion may béf“ -
seen in many‘ﬁiftexcnt vays. Four of these, set out by
Scruton in an article about efotion,?* wefe outlined in
- Chapter 2. Since the article does not pertain to art, it is
not to be assumed that he would make a connection between
the object of ordinary experiences of emotion and the object

. . -
of emotions experienced when listening to music, although

_there would seem to be a direct relation between what'h; ‘
calls "double inteq{tonality” in the experience of an art A
object, and his notYoh of the material and formal objects of
emotion.?’ ;5 ’ y
ﬁ:k us return io’these four ways of describing the
object of emotion: «'l a
1. The real or material owf€ct. If Jarn'is afraid, the
obje;t of his fear is That of which he is afraid)-zin
Scruton's‘éxample, a goat. tT ‘ A
2, The nofional object.'This is the description under whigh
the stbject sees the real object of his emot&oﬁ, the

real object as he believes it to be - John. sees the doat.

PN
o,

ey

as the devil come to carry him off. Tﬁis'descripgggh‘
: TR T
ot . A} . . ":4“. I . .'l‘ s

*forms his explanation of his fear. G

P . . . - ., {‘
3. The formal dbject. This is a kind of thing; iﬁis -

»
-

defined by the intentionality of the emotion® -Thé object

of the emotion is judged to have a quality that is
- ) P
evocative of the emotion it produces - John dees the

devil coming to carry him off as a haVFmd of



;the»lﬁtter case (image-making) first.

thing; he is therefore afraid.

4. The intentional object. Intentionai objects ar
propositions, statements of beliefs, Although
does not give an example, it would seem thft" ‘ief in

the existence of the devil, a belief that the‘dfzii/ggn

enter living ceeatures, or a belief that goats ki11
humans would be, for our goat-fearer, the sort of

3
beliefs that would cause him to see the goat as the

%, 'devil, or the goat as harmful. Scruton points out that

£ the ternm 'intentional.Object'_is ofteh used to refer to

the notional object as.yell but that the two are not ta,

be ;omfused It would g}so seem that although bheliefs .,

shoulﬂ have tb}npotential of being expressed O
’propositionali},’they need not be, at least not by the
. person who holds theibeliefs; T

It follows that in listening to music, the real object

for emotign is the sounds, thelrfpxtch and rhythms, the1r
harmonxes, melodieg and tempi. The notxonal ob,ect the
d‘scrxptlon under vhich the listener "sees" the real dbject;
could be a descrzptxon o! the sounds as "heavy" or "loud" or

"slow" buyt. a;sp caqid be the 1maq§ he creates whxle

‘.vv ,/.
.

lzstenlng' a b;ttle, a day in the country, 'the heat of

summer, or the falnt breathing of the dying. Let us explore

\\

.

(i) Image-making and the Notional- Object

Just as for John the goat is the devil, for the

' lxstener fhe mu51q is fzght#pg, a péstoral scene, a dying

#f“ o ..“,'.‘,oe ]

r
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man. [The formal object is the quaflity for the listener of
the'nusical sounoo and his mental'imngee, as the goat (and
the devil) are harmful, so the music (and the mental images
it evokes) . are exciting: calming, or saddening.

It images form the notional object, it may be, and one
suspects.most often is, suggested to the listener by program
notes og by the composer's description og his music. We

already know, in other words, that William Walton vrote

‘music to go with the depiction of the Battle of Agincourt in
4

the motion picture version of Shakespeare's egrz V, that
Beethoven and vi;\}ﬂ1 indicate vhat each movement of the

Pastoral Symphony and The Seasons is to repregent, and that

Richard Strauss' Death and Ttansfxgutet1on opens with a

musical depiction of faint breathing} Mentally visualizin¢

the battle of Agincourt, a day in the country or the bedside

- of a dying man may vell convey to us an affective qualxty

that we might otherwzse m1ss. On the other hand, prequ@ly

because ug are caught up ih making mental images when

llstenlhg to mu51c, we' may miss the formal Ob)ECt for ’

. -

emot1on Someone trylng td hear the gasps of a dyxng man in

the openxng measures of Strauss' Death and Transfxguratan

1ght become stuck. on that level, might nor be able to hear
the theme as saddenxng or tender, gpeaceful or resxgned.
But it is not the guality the composer intended or the

quality the critic tells me the music possesses that

- determines my emotion when listening to music; fg is the

quality the music .has for me that counts. The formal‘object
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for emotion.in general is.the.kind of thing the subject
takes the object to be (John takes the goat to be harmful).
This means th?t one's judgment maﬁ chénge with experience,
and that, some music, like some literature, lends itself to
many hearings. It also means thatcﬁe not only use images to
help find the formal objeqt from the sounds themselves, buf
that the affective quality, once foundf'may itself give rise
to mentél imagery. When we derive our-mgntal.imagerQ from .
the music itsep{ rather than from verbal hints given by.
others, the-image, because it is already connected with what
we hear in the music, is necessarily ébout tﬁe same. thing;
it has the same formal object. Presuming an approprigte.
judgment, we simply would not make mental images basedlon
what we hear that are contrary to what is in the music: slow
music would nof produce an image'of a bustling marketplace,
for examplé. We have, then, two kinds of experience of rea;
.and notional objects: in the first, someéne tells us of
hints to us what kinds of images we might create that, alonq

with the sounds themselves, ‘cause us to judge the affective

ALY

nature of the object and experience it more fully; in the

second, the music itself, the real object, indicates a -

»

iggpal object for emotion, and ﬁe ére free to extend angd
/intensify thé’éxperience of this object with mental images
// based on the same formal object. |
| What then of images from our own lives that come to us

Qhen we are listening to muéic?\WQireZs it is easy to see

that fictitious images like pastoral scenes form the

~



ﬁotxonallobject for our feel1ngs, Qhe functxon ‘of images
ftom our personal world does not emerge so- clearly. Lc..ps
take a¢s1mple example-¢1 am lxstenlng to sad music; the
death of a good friend is brought to mind; I see her again,
not as sqF was in her last 1llness but as she looked twenty.
years ago when’ we dzséusseﬁ bab1es and marrxage problems; I

)

see her,bt a blrthday party wvhen we were children; I go over
AR . : \

a silly quafrel'that kept™ us aeart for years; I~realize the
extent and depth of my loss, and I am sad. But I do not
think that the music- 1s about the death of my friend'in the
way that I m1ght think it is about a\pattle, a day 1;‘;he
coun;ry, or an epigode in the life ofaéhelzomposer. I_do,
however, create Mmy image as I would create the kind of -

" fantasy image whére I derive ihageézfrom the formal'objeét
of the music; the.difference is that sney{mage is from real
experience, while the other is invented. But is there not
more to it than that?

] . .
Suppose that the gadnegé 1 feel from the sad,music

-

‘instbad makes me think of a person very much alive and
| qualﬂy dear to me, perhaps one of my children, and I invent
in mY'mind'the occasion .of that éhild‘s death by some tragic
misfortune, real&zing ih so-doing what the loss woﬁld mean
to me, Here we have an‘instance of imagination that,
~‘although based on reality, is ﬁrimarily fictional. It ¢s
\\more onious now that. such a méntal image is not just a
visual aid‘a way of enhancing the affe'ctiv;e quality of the

- / )

music. The relating of music to personal “experience, even

Ry



vhere it is poss;ble éxperien;e as opposed to actupl .
exper1ence ‘'would seem to be a way of expiorxng, comxng to
.- terms with, understand1ngvmore fully, circumstances I takgp
" to be saddening, ;nd'beliefs I hold about saddening things.o

The image of my dead friend and the image ‘0f the
possible éqatﬁ of éomeone else that is clgse to me.triggéf‘
an ;xtension of meahing'beyond themselves to those beiiefs
_wh&ch gesult in a situation being judged saddenfng. They.
might include the'féllowing: the belief that death in itself
is‘somehow uhfaaf or wrong, involving As it does loss to thg
l1v1ng and the depr1vat1on of life's pleasures to the
ceceased beliefs about personal ties in general, and thexr‘ "
loss zhroﬁgh absence, death or quarreling; beliefs about
consideratﬁon for others and feelings of gqguilt for
kindnesses undone; beliefs about human gqualities that.make
us judge others as good or funny or lovable and make us
regret the logs or destruct®n ' of such qualities; beliefs
about the usefulness of life: a life cut short‘befbre 1ts
time or a life gone wrong (“What‘p waste of a i}fé!“nwe
say.) These beliefs, stated propos{tionally, form the
intenfional object of my émotion; but it is ﬁot neéessary
that I mygelf be able to articulate these beliefs, asvhag
already been emphasized.

" Such beliefs may be the result of highly personal life
expefi;nce; perhaps they are culturally imposed, or they may'
be uhiversal, a part of beiné alive and human. But certaihly
it is true that we ofbpen are taken by surprise by-Sur

»

p |
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emotional response to situations., We receive vo;d of a
seriohs disappointment aﬁd find ourselves qughing} ve
suffer yhaf Emily Dickinson called that "awful leisure"”
following death, where we ‘cannot react in any_appropriate'
way.?* Yet how many times does the appropriate reaction
later come to us while listening to music? This would seem

to be because we are at last able to see the situation

*

clearly in imagination, to dwell on this event and that
_person, judging them>according to ohr. eliefs about what is
saddening or what is to be taken lightly, and passibly
modifying our beliefs as a result.
(ii) Universals ahd the Notional Object.‘

It must be admitted,‘howevér, that many of us do not
have mental images ofvthe sort just described; we do, .
] howevgr; réact'emotionally to the music wé'hear. In other
words, our emotion has a real object (the music) and a
formal object (we take the music to be saddening,—%of
example), but the notional object is equivalent to some
aspect of the real object, rather than an imége. We hear
music as music énd as §3d1music, but we do nbt take it to
represent any event or thing (we hear "slow”™ and "heavy"”
sounds and ihterpret them as saddening, but not as any
particular saddening thing). This is like saying that John.
sees a goat and takes it«to be something harmfui,rbut that
he does not think it is the devil come to carry him off. Yet

people who do not see elephants dancing or absent loved ones

must be emotional about something, something, that is, more
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than the sounds themselves - unless they are ‘:dly-plhayod.
| Now a response to music involving image-making_mqy'

divert attention from the patterns of sounds; seemingly a

strictly affec;:ve'rq.ponse does not. As we have seen, the

music itself is apparently the reason for such a response,

".i.e., those aspects of the music that we take to stand for

particular affective qualities. Yet when we watch a motion
picture or a play where we are moved by the affective |
aug!ity of the plotlline or chafacters, it would be strange
not to make the connection with real events and people. If
we Eeel séd for the heroine, it is because we know something
of sadness and of love from our personal lives. We relate
what we know to what is in the drama. When we watcﬁ the end
of.a love affair on stage or screen, are we not‘sad-for
universally human situations, for the end of all love
affairs, for partings, for the vagaries of'life that bring.
people together and thrust them apart again? The object of
our emotion is certain truths that exist in life, not just
in the theatre. Sad drama and sad mgsic are called sad
because they are related to life's sadnesses. We acduire the
meaning for sadness from life; it i? not just some label '
attached arbitrarily and withbut consideration~£or its other
uses. The same i§ true for words like happy and exciting. If
we allow that music can‘be called sad or happy or exciting,

- then surely we must allow for a conneétion to be made hy\the'
listener with life's sadnesses, happinesses or excitements.

Music itself is not saddening, any more than an onion is

—-——
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saddening. When we cry listening té ausic. isp is not only
fecause ve "see" the musit under a,certain”descriﬁtion (the
notional object; vhich we interpret_to have a saddening
quality‘(the,formal object), Sut that we see this
description ‘as symbolic of certain beliefs we hold about
“life itself, Thas, when'the.notional object is unspecific,
when it is not ap image of a specific situation but a
conceptualizatfbg of saddening things, we are sad for what
is universally saddening, for what we often call the human
condition, the injustices and iron}es of life that affect us
alf (the intentional object). The difference between an
onion making us cry and music making us cry is that the
fumes of the onion themselves are responsible for ,our tears;
with music, this is not the case: the sounds are not |
physically responsible for the tears. )

We begin to see that a person who does not imagine a
sad story or picture his own life experiences, but whs is
stil] sad when listening to sad music is, even so,
imagining. In drawing saddening things together, in
:ecognizing their common elements, in deriving certain
ttuths about life or human nature, we may say, using Kant's
terminology, that imagination is being used in a productive

v way. The same is true when we project into our life-based
images, possibilities that may or may not occur in the
future; or when we, thiniing visually, compare several of

our experiences, which, while different, have a similar

fdrmal object; or again, vheh-we suddenly understand from
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our own imaqiningl4wha§ the experience of sameone eslse vas
fike and how he must have felt. We are {nérealing our |
understanding, deepening or modifying the beliefs we hold
that Eorm he intentional object for eyotion. When we create
fantasies that act as notional objects to enﬁance our
experience of the formal object, we are using imagination in
a vay that is closer to mere whimsy. But however bizarre,
these fantasies must be based on our knowiedge of reality;
moreove}! it would seem that one would be unlikely to stop
at such fancies: the ;xperience Sf the formal gbject for
:emotion (its saddeaf{;\auality) must almost inevitably lead

to images related to life itself and thus to the intentional

object of our emotion. The person who always thinks of

dancing ostriches when hearing Ponchielli's Dance of the
Hours or wﬂb always visualizes the death of his best friend

when hearing Brahms' Alto Rhapsody is using imagination,only

in a reproductive way. He is recognizing the continucus
existence of music and image as members of a particular ’
form, just as one recognizes the same bushagﬁ a‘rhododendron
each .time hé sees it.

But when one hears music that is new to him, and
recognizes it as an analogﬁe for a familiar universal
quality, or when onéffelates familiar music to an aspect of
life that previously he ha; not recognized to be of fhe same
kind, he is using imagination productively. By conhécting
two or more disparate planes through music, he ha§ gained

undé}standing that he previously lacked. This is creativity

\
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as much as a composer's or artist's endeavors are

and peérform an important function in human

Imagination and Understanding

Richard‘}ollheim, in searching for wholedfess apd R
meaning in the life of the individual, for the unity in life
that one can choose to have, as opposed to what one must
have, finds the answer in what he calls mental

e

connectedness. Mental connectedness means the joining of
e;periences through one's life, "experientially" reme?bering
(which for Wollheim méans re-feeling) and connecting those
emperiences with preéent ones, which in turn will affect
experiences in "the future:

A person's life is a meaningful life, % life that is
of a pieée, just “insofar as at successive moments he
is under the due influence of tMe past. His life
exhibits pattern or wholeness to the degree to which
the influence of the past< as it bundles up his life
through the instrumentality of mental cohnectedness,
is neither excessive nor insufficient.?’:

Imagination then can provide the continuity or
vholeness in our personal lives for which we so often
search. To undgrstand and be gdﬁded by the chains of events
that have formed our lives is an important learning
achievement. We have seen that the mental images we create

in remembering our past are in essence affective. The

understanding we gain from such images is self-understanding
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with a strong affettive component, and. .in listening to
music, when one is emotionally affected, it is spdcitically
the personal affective component of an experience that we
hold before our miﬁds, seeing it as related to various other
experiences according to the way it affects ys as
individuas. | ‘

Yet it would appear that in gaining understanding of
sadness for example, we learﬁ not just of our pe:;bqgl
private sadness but the sadness common to us all. In\;he
first place, we have reason to believe that sadness is much
the same thing for everyone, simply because we can discuss
our feelings. Secondly, imagingtion enables us to relate
what we know of others to our own feelings. Knowing what we,

‘imagine ourselves in the position

ourselves, feel, we can
another 1is in; thié is empathy. But cause we can know as
well; the character, beliefs and ya;u s of another, when we
imagine what that person is undergoing, experience what
he would likely feel, not necessarily what we would feel.
This is what traditionally has been called sympathy and what
Lawrence Blum labels compassion.,?®®

Blum believes that compassion requires, besides
imagination, a concern for another's good, for, he says,
imagining how the other feels 1is compatib;e with malice and
mere intellectual curiosity.?*' This seems somewhat doubtful,
"given the affective nature of the imagined: in hgagining

another's circumstances, do we not feel as he would feel?

Judgments about whether the person ought to féel as he does,
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or vhether he dqlorvoq his condttion‘havc nothing to do with -

the emotion that is feld as a result of imagining the
"fi" hd ‘ T
othcé's position. What is necsssary, however, is to regard

others as ttlly human. Thew "the other person's suffering

(though not necessarily the particular attiictinq eondition) .

is seen as the kind of thing that could happen to anyone."??
Without this regard, it would be impossible t; put oneself
in the place-of another. .
Thus, through imagination, ve ;re able to learn
something of other people, surely an important part of the
vorld outsjdé quiselves. It is throubh imagination that we
know what i£ is like to be in situations ve have never
experienced. The fvo,'self-understanding and the
understanaing of others that can become compassion, seem to
be the results of precisely the kinds of imagining
activities that occur while listening to music. Music may be
thought of as a catalyét. Although unlike literature and
representational art in not bging tied to a life situation
created by the artist, music is like the painting, poenm,
play and any mental(imaées that art evokes, in standing as
an analogueyfor-something 63 greater than garticular or'
individual significance. "In a word," Sartre says, "thg
function of the image [and sf'art] is symbolic."’® To

explore these symbols which are objects of emotion is our

next task. .
. -

~
‘4
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CHAPTER 4

The Symbolism of Music

The Nature of Symbolism

In the Oxford Pocket Dictionary, a symbol is defiQiiras
a "thing generally regarded as typifying, representihg, o;
recalling something" and as a "mark or character taken as a
conventional sign of some object, idea, process, etc." That
thése two particular definitions are given En a small , | \\\
dictionary, which ;ould omit the more obscure uses of the
word, is significant., While similar, these definitiong point
to twd disparate ways of thinking about a symbol. Whet they
share is the view of an object or mark as possessing a
meaning beyond itself, as standing for some other concrete
object or abstract notion. However, when a syhbol is a
conventional sign, its meaning is, at the outset, definite
and specific. The symbols at a street intersectiorn have
clear meanings that cannot be misinterpreted once that
meaning is learned. They do not have more than one meaning.
Green means proceed, red means stop. The raised hand says,
"don't walk", the striding figere says "walk." Some
conventional signs, howeJer, possess, besides their ‘basic,
definite, undebatable meaning, extensions beyond that. For

example, the cross is the symbol of the Christian church;

L4

2101
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but beyond that,rit symbolizes martyrdom, life after death,

'a comfort for believers, and a host of other associated
ideas, feelings,levents and objects. A flag is the symbol of
the country:it represents, but is, as well, to citizens of
that country, a symbol of freedom (or repression in cerfain
circumstances), the country's beauty (although nothing in
the flag suggests topography) or shared values‘ambng one's

"own kind" (often noticed by the returning,t:aveileg). “

Another point: the cross, stylized thouéh itrméy be, bears a
resemblance to the instrument of deeth that indirectly
caused the Christian religion tg come into being; however,
most flags are merely strips of‘éolor, so it ‘must be said
that in some cases the symbolism is arbitrarily chosen.
Thus, it is not true that, where a thing becomes a symbél
for something else, it necessarily possesses some intrinﬁéc
quality that makes Et suitable ‘to becomé a symbol for 3 t
other thing,. l" - .- i
The other way of describing a symbol, as a "thihg '

génerally regarded as typifying, representing, or recalling

somethiﬁg" seems to indicatg~a broadef iq(jfpretation and it
i; true thét, while s;andingvfor somethingdpeyond itself,
the symbol often has several equally valid interpretatiips,
or may stand for different things in different contexts. An
example is the color white, which at one time may ;tand for
innocence, at another cleanliness, at still another

intellectual or spiritual enlightenment, and yet another

fear or death. A tree can symbolize(ﬂ;ny things as well: the
‘ p .
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passing of time, change itself, life and death, re-birth, or
simply nature as opposed to technology. Some of these
references are cohnected but no reference is basic or
preferred, as would seem to be the case with conventional .
signs liké the flag or the cross.

of céurse,va considerable grey area exists. It might e
said that the flag ;ymbélizes a whole network of ideas
associated with the country it’represents, none of which has
precedence over any other. It might equally be claimed that
a tree has one basic feference, nature, and that the others
are @nstances of this one symbolism. When we discuss the
symbols that make up our language, whether ;hey are the
letters of the alphabet or words themselvesf the claim is
sometimes made that, rather than each mark having a single
reference, multiple references exist fgr each symbol: the
letter o, for examéle, sbmetimes refers to an o sound and
sometimes to an u, and when used with the letter u, it has a
different 90und for 'wogld', 'out', or 'thought'. Also,
words have several meanings; the context detefmines which is
the correct one. But in the case of words and alphabet

7

letters, not jusﬁiany reference will do among the choices:
there is one correct one. This is worth keeping in mind, for
it is a similar symbolism to that of the notes on a musical
staff: there is only one correct meaning for each note in a

particular series. But as we shall see, this is not the only

symbolism of music. ‘
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Symbols, then, sometimes have a singlg- baBic "correct”
‘réference (traffic Qignals), sometimes have such a basic

' reference‘plus "s&gellite” references (flags), but sometimes
refer to a whole network of other objects,'events, feelings
and ideas (the tree). They are sometimes natural, themselves
‘possessing certain cﬁEracteristics of whafevér they -
symbolize (the cross), but sometimes are choseﬁ arbitrarily
(flags, numbers, alphabet letté;;). A symbol alsofﬂgs a
publicly éccepted reference, whether that refgnlncew}? a
simple single reference or a range of associated ones}
Except pérhaps in psgchoanalysis, we are not apt to think in
térms of‘symbois'that have referenge only to pergte
individual experience. For example, a tree might mean
unemployéent’t& some individual who had sat looking at a
tree after a long.day of job-hngizgi/;uer after, seeing a
treé*of that kind might symbolize his despair at the time.
But for no one else would it have this particular extended )
meangrg. A symbol does pot have to be conventional in the
sense that a traffiE/§XCnal is conventional, but there does
have’to be some publicly understood sense of its meaning or

|

range of meanings. ~

Symbolism in the‘Literary and Visual Arts

Symbolism is used extensively in literature, and not
just in the conventional Signs that constitute the letteys
of the English alphabet and the words themselves, which are
the "marks or characters” of the dictionary definition. The

same is tguee in painting. Lines and colors are not used
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merely to symbolize objects in nature. Sometimes in these
arts, symbols are chosen\which have a falirly conventional
reference, the basic specific meaning we have discussed.
William Blake, Marc Chagall, and Salvador Dali are obvious
cases in poiht in paintings. Blake and Chagall most often
use religious symbolism and Dali sometimes chooses symbols
for their iisﬁ}c effect (he gives the symbolic objects he
paints a significance that is opposite to their conventional

meaning).' Tennessee Williams, in the play, A Streetcar

Named Desire, uses a similar device, giving his main

charactgt the name Blanche (white); her long warm baths fd&m
a significant part of the action; she’is.usually dressed in
pale colors or white. These symbols would conventlionally
suggest purity, but in the case of Blanche Dubois, what we
gradually realize is that this is a woman who cannot be
pure, least of all in her own eyes. Symbolism is used
ironically, altﬁ;;gh the reference is conventional, But in
these cases, although there is a conventional reference, in,
none is the meaning limited to oné?;ery narrow
interpretation. These are not street signs or characters in
a language, to be interpreted in only éne correct wvay. ) |
Probably more of the sfmbols that are used in
literature and visual ars are of the type that do not have
one core reference, but can refer to a number of things,
which or how many depenaing on the individual who interprets

them. ’Colors do not always have the definite significance

that white has in A Streetcar Named Desire. In The Execu;ion

\
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of Lady Jane Grey, Delaroche paints the victim's skin and .

clothing an almost glowing white, In this case, while the
vhite color might symbolize her innocence, ig seems to have
‘a wider, cdually valid gange of representation. For one
thing, it indicates her importance in rank in comparison to
the other figures in the painting;'it reinforces the
‘indication that here is an end to suffering, a resignation
to the inevitability of her death; it may alsé indicate
\fgar. Similarly, shapes are symbolic. The curved lines of
her slumping body in cdntr#st to her straight outstretched
arms are a sign to the percipient of her helplessnéss ans
reluctance. In Picasso's Guernica, distorted shapes and
angular lines are us&d to symbolize disharmony. Some would
argue that these cases 3‘0 not symbols, that they are'simply
instances of the artist achieving an effect, colors and
shapes being the d:ans\by which he achieves it. But if the
color white is generally accepted as répresenting something
‘more than a pigment with par;iculafﬂlight-re{lecting'
capacizies, and if lines (curved or angular)‘can be taken as
more Fhan a mark on the canvas, then these colors and lines
are symbolic, not jﬁst of an object (and of course this is
not the case either in the most abstract art) but of other
things and qualities that object may in turn represent. They
~are generally understood to typify, repreé@nt or recall
something, and that something may have many aspects.

Examples from literature are easier to admit as symbolic

vhen there is no single core reference. In Lord of the
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Flies, Golding introduces asdgad parachutist, whose figure
is raised and lowered as the wind catches his chute on the
ground. The dead man is included in the action not merely
for the purpose of intensifying the suspense. He repfesents
the last of the civilization that the boys knew; he v
represents, at the‘sameAtime, pagan wq;ship and the need to‘
fear and sp€rifice to the unknpwn;fﬁéqrepresents evil,
death, and the decay of civilization, No one-of these

references is the correct or central one, hut all are

generally regarded as being vhat the figure signifies.

Symbolism in Music o

It should be noted that many symbols have an affective
aspect (what they symbolize affects one emotionally), from
the simple symbolism of the flag to the more complex symbols
used in the arts. But if various arts often use symbols.with
an affective gquality in order to evoke emation, the art of
music séem; virtually to depend on symbolism for this
purpose; that is to say, most, if not all the sounds and
silences we hear as music, as compared to, for example, door
chimes or car horns, refer to something affectixe. Even
where composers set out to exemplify a bird call, a stream
becoming a river, a pastoral scene - even a color or shape,

there would seem to be representation of something beyond an

event or object, some qdalify that evokes emotion. The

‘following section should make this clearer. It includes a

brief outline of theories of John Hospers, Nelson Goodman,

Susanne Langer and Roger Scruton as they relate to

-
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symbolism, and an example of sdund symbolism that is not

music.
)

Music does make us happy or sad, excited or tranquil.
Thete is nothing in the sounds themselves that could cause
this reaction; otherwise door chimes or car horns (of a
reasonably pleasapt timbre) would have the same effect.

Hanslick's argument in The Beautiful in Music makes this

abundantly clear. Of course, certain qualities like slow or
fasf pulsing rhythm,. tension and release, change and
seability seem to correspond to humaé behavior, and become
involved with the emotions that surround this behavior, as
Hanslick, and later, Susanne Langer, indicate. But it is
because we interpret the sounds as having to do with emotion
that they make us excited or calm, happy or sad. The same is
true of sounds in music that imitate sounds in nature like
the sea or bird song. It is our interpretation ofithese
sounds as exciting or cheering that gives us the emotion. In
both cases, we hear the sounds as representative of
something other\than themselves and in both cases, what the
sounds are thought to stand for is not just the physical
groperties of the natural or human object, but their I
affective quality, the feelings that are associated with
‘them. ‘

Like the cross, these examples of symbolism have a
strong core meaning with surrounding associated meanings of
many kinds. Bird song is used to represent Spring, nature,

awakening, tranquility, cheer or may be used ironically, as.
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is Blanche's name in Streetggr Named Desire, to emp

vhether performed by tympani or the human ’aa

larks or two flutes imitﬁting larks make the s¥%
sound) that we respond naturally to their affective q;;iity.
In other words, we do not seem to have to think'deliberately
of heartbeats or birds to be excited or cheered by a fast
pulse or a bird-like flute sound in music. But whether it {§~
nature or habit, the affective aspect of the symbolism seems
to stand independently from the representational aspect; it
is the affective aspect that is of interest. In what

follows, symbols tht possess some of the qualities of what
they symbolize will be cglled natural symbols.

Some sounds affect us emotionally quite apart from any
obvious connection with human traits or phenomena of nature.
Our response may be acquired through common experience or
education with others who, in general, have come to regard
the sounds as having the same significanée that we give
them. Again, this significance is an affective significance:
the sounds are interpreted as representing something beyond
themselves, that something being an affective quality. An
example is the 'sad' minor key, which we tend to associate
with a less cheeFful quality than the m;jor. Like natural

symbols, some of these culturally determined symbols have a

very strong central core meaning (such is the case with the
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minor key, whiéh invariably signals a darker mood than a$>
equivalent melody in 8 major key). But also like natural
symbols, surrounding the core mcaning may be a whole
spectrum of qualities. A minor tonality may symbolize a
quality anywhqre from the profoﬁndly sad to the grotesquely
teasing (as in the "Prere Jacquet'.thcme heard in the minor
key in Mahler's Pirst Symphony). Wwhen symbols acquire a
meaning that is relatively definite, such as the minor key,
but is not attached to a human trwit or natural phenomenon,
we shall refer to such symbols as conventional symbols.‘

However, neither natural or gonventional symbol$ are
the most common in music. In most music, such references are
few and scattered at wide distances throughout the work;
only the tempo constantly provides the kind of definite
referende we have been discussing. Otherwise the sounds,
structured into rhythmic and harmonic patterns, have the
kind of symbolism that allows for many interpretations. No
single interpretation is preferred, and one person may at
different times feel somewhat differently on hearing the
same piece of music. Different indiyiduals may differ as
well: the opening of the Scherzo from Beethdven's Fifth
Symphony might on one hearing seem suspenseful, giving the
listener a feeling of expectancy or t‘nsion; yet on another
occasion, the same movement opsnipg might possess a quality
of inevitability, the listener being thrust aloqs in a

helpless surge of (symbolic) motion in sound; at still

another time, he might simply participate in the
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light-hearted joviality of those opening phrases. Neither
feelings of expectancy, suspense, helplessness, or joviality°®
a:e singly what the sounds in their rhythmic structure
symbolize, All are there; all are possible emotions for the
listener; none contradict the others. It would be difficult
to think of a segmﬁnt of music that did not have either' o
natural, conventional or most often, and S%ohnbly most
importantly, symbolism with no single central reference but
wide extensibility of meaning. This is worth poiﬁting out ,-
because there are those who; when writing about music, imply
that a symbol must be of the natural or coﬁventional
variety, or worse, that it must have one single reference
for which it ‘acts as a sign, like th: traffic signah. As it
can ‘be easily shown that music is not essentially tNese
types of symbolism, these authors argue either that music is
not symbolic, or that its symbolism is of a k;nd that is
peculiar to the arts.

(i) John Hospers L.

Hospers indicates that a symbol must be used according
to consistent rules. This, he séyq, does not fit with music
and painting, where a given sound or color does not always
mean the same thing.? Therefore, the arts cannot be
symbolic. The sounds of the sea in Debussy's La Mer may
equally be heard by someone who does not know the title to
be "a railway train rushing through a tunnel” or "the

frenzied dance of goblins".’ Hospers' objection to Debussy's

La Mer being seen as symbolic is answered by the notion of
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g
the multiple nature of the object of emotion discussed in

the previous two chapters. It is not the "picture” that the

compooor hag *painted” with sound that forms the complgte
object %5/(:::?:n. The rush of a railway train or the rush
of sea vaves or a frenzied dance are all notﬂonal objects
for wvhatever emotion the listener teels. The listener could
be- as incorrect in his imagery as the man who thinks a goat
is the devil come to carry him off. But we must not forgft
the formal objec}, the quality the music has for the
listeﬁer, and this is similar in all cases: it is not
tranquil, but rushing or frenzied and this affects the )
ligtener in a particular way. Thus in Hospers' an examples,
the music could be symbolic of a quality, and while a range
of possiblities exists, what the listener takes the music to
represent is not merely a matter of "s;bjective fancy"* as
Hospers would have it.
(ii) Nelson Goodman

Goodman may seem to treat the symbol as though it must
have a single specific meaning. Thi; is apparently the case
in his detailed account of notationality, where, he shows, '
each character has a specific reference, wﬁether that
character is a letter of the alphabet, a number, or a
musical note. v

The criteria for a notational system are complex; it is
not pertinent here to describe.each in detail, but it is

clear that each character in the notgtional system of music

(the score) symbolizes a separate thing, and these things
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are sounds and rhythms, not feelings.® {ut Goodman does not
vant to deny the connection of the arts with feelings. Nor
does he want to relegate the feelings involved to mere
satisfaction with excellence in performance. Here he
introduces the notion of exomplifiéation. TQ: arts, he
claims, are exemplificational rather than denotative; they
show rgthor than tell,* oxﬁroil rath‘; that represent.’ -
Exemplification is "possgssion plus reference"* (the symbol
itself possesses the quality to which it refers: § sample of
yellow gloth is itself yeilow). Exé;plifiéation includes
expregsion, but in expression the exemplification is
metaphorical. Thus, while a piece of music may exemplity
rhythmic patterns, it may also exemplify metaphorically
peace, pomp, or passion (music that exg;esses péace
possesses a peaceful guality, but only\metaphorically).'
This metaphorical pessession is gained by habit and habits
differ widely with ti:E\bnd place.'® Thus by habit, sounds
and rhythms come to symbolize human feelings. When
discussing metaphorical exemplification, Goodman obvioysly
is talking about the sounds themselves as they are cdmbined
in melody, harmony, #arious dynamic intensities and rhythhic.
patterns, not tRe notation symbols(

Metaphor, he explains, involves the transfer of a term
or set of terms habituaily associated with one realm to that
of another realm, It is the second realm that is the

}metaphorical one.'' To use a simple example, when a new

building is described as "a maze", the extension of
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mgze-like qualities to the building is mg;aphorical. A maze,
by dgfinition, is a.puzzle intended to frustrate direction
sense. When this key characteristic is applied to a
Suilding, which of course has many other aspects, there has

been a transfer of realm. Similarly, a person and music may

’
AN

be alike in posségsihg sadness ("the music is sad"), but
this tfrm, habituarly’ppplied to humans, is extended to the
realm of sounds and rhythms.

Goodman's use of‘fhe concept "metaphor™ is not the -
usual ohe. In comparing a building to a maze, we concentrate
on, and thus draw together and emphasize certain of‘the -
building's characteristics that we take to be similar to
those definitive of a maze. In compafing music to a human
charactefiétic such as sadness, we would then emphasize o
cssféin-aspects of the music that are like the human
quality. In the usual use of metaphor (building/maze), there
are definitive characteristics of the one (the maze) which,
when applied to the otﬁ;f realm (the building), necessarily
draw attgntion to similar qualities which also exist in the
second,realm, although the latter may have several other
characteristics as well (the building may have many windows,
bright carpets, wide halls, large offices, etc.). But in,
music, expept in what we We called na>tura1 symbollé (a slow
steady rhythm literaily sounds like a slow ploddihgx
footstep), there is nothing in the sounds to correspond to a

definitive human affective trait: characteristics of human

sadness (tears, sighs, etc.) do not appear in sad music

N
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. along with other characteristics; whick we then ignore in

b}

w

favor of the {sad" ones because of the metaphor. Mof@over,

even natural similarities (rhythm amd footsteps) have no

necgssary connection with emotion. It has already been

established that although a network of meanings exist for

what we have been calling a symbol in music, no one

reference can be established out of,context. Goodlhﬂl'

interpretation

of metaphor, read this way, leads

N

Bouwsma's generalization that sad music is called that

because it has
sad,"'? and is
the comparison
recognized but

Goodman wants.

-
some of the characteristics of people who are
J
subject to the same criticism, namely that

between sad people and sad music is

not felt. This, as we have seen, 1s not what

¥

It is more common to think of metaphor, symbol,

synecdoche, etc. as all being different ways of using

language in a non-denotative way, rather than, as Goodman. .

suggests, metaphor and synecdoche (the yellow cloth example)

being ways of using symbols. But perhaps it is not necessary

to accept or reject Goodman's "metaphorical exemplification”
p J P

in accepting his position regarding the affective symbolism

of music. He clearly wishes to distinguish symbols which may

be said to represent affective qualities from those which do

not. He sees notes and rests as symbolic only of sounds and

“§ilences of varying lengths, but the sounds and silences

themselves as symbolic of qualities which give rise to

$

emotions on the part ‘of the listener. A simpler way of

v Y

a3
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?szunting for the affective symbolism Qf music is to admit
that here, as elsewhere, symbols can have multiple
references. To use Goodman's 6wn examples, a swatch of
yellow cloth may symbolize not only the whole bolt of the
material, but also its "sunny" cheering quality; a piece of
music may exemplify a rhythmic pattern‘and the emotional
guality of that pattern (peace pefhaps): both may exemplify °
other things as well.
(iii) Susanne Langer

u Langer sees music as symbolic'of forms of feeling
having to do with the passipg of time; Thus a particular
pattern of notes indicates speed, a different sort arrest,
and still another sort conflict. This, on the surface, means
that she sees a symbol as having one reference 6nly.
However, the effect of her theory is that the reference is
almost totally undefined. This is because she thinks that
each total work of art is a single unique symbol. Music,
like all the arts, is the cfeation of forms symbolic of L,
human feeling,'’ but in particulér, those aspects of human
feeling that have to do with the passing of time,'* an
Sriginal form given to human feeling - its tensions and
resolqtions, its rhythmic changes - by the composer.

The tonal structures we call "music" bear a close

logical similarity to the forms of human feeling -

growth and attenuation, flowing and stowing,

conflict and resolution, speed, arrest, terrific

‘excitement, calm, or subtle activation and dreamy

)

NI



la‘ - not joy and sorrow:perhaps, but the
poiéhéncy of either or both - the greatness and
brevity and eternal passing of everything-vitally
felt. .. Music is a tonal analogue of emotiQe
“life.'?
The s&ﬁbol and object symbolized then, share the same
logical form; mhsic and feel@gg possess a common mérphology
having to do with the conéept‘of time. Music shares with
life itself a rhythmic character;'* it also creates by
illusion something that in life i‘.real, i.e., the passing
of time.'’ "The symbolic power of music lies in the fact
that it creates a pattern of tensions and resolutions .. the
fabric of musical tensions is temporal."'*® The composer does
not express symptomatically feelings that beset him, but
instead gives symbolic expression to "the forms of sentience
as ﬂé understands them."'’ Sad and happy interpretations of
the same composition are p0551b1e, Langer says,dpecause both
may possess a similar form, "Whaéaﬁus1c can reflect is only
the morphology of feeling. ‘

The music symbol, according to Langer, lacks not only
assigned denotative meaning but also definite connotation.
Since the factor of conventional.reference 1s totally
absent, music cannot have meaning, but instead possesses
"import", which is "the pattern of sentience - the pattern
of life ié#eif, as it 1s felt and directly known."?' If a
network or spectrum of references generally agreed on were

accepted as the import of the symbolism in music, Langer's
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explanation would be highly éccepéable, for music cannot
have reference in the way that the other arts can. Its
saddening quality is not attached to the fate of the
heroine, as in a novel, or the carnage of war, as in a
picture. It n¥cessarily refers to sadness in general - ‘te

_ personal sadness and to saddening things in the world. We
recognize the saddening quality of the work by feeling sad;
we make a judgment based on the symbolism in the mdsic.

But Langer's answer as different, for‘what ve recognize
in music, she believes, is a form, not a séddening quality.
The import of this form is understood by the "basic
intellectual act of intuition."?? This is somewhat
mysterious, for the explanation given,-based on Croce and
Cassirer, is simply tﬁat the import of the work is seen in
toto first, and the complexities of the piece gradually
revealed.?’ This does riot explain how we know what is
revealed. She does comment that familiarity with the symbols
affects understanding, but how does one accoﬁnt for the work
that may be interpreted as either happy or sad? If indeed,
one hears only "tensions and releases, growth and
attenuation, speed and arrest” the connection with happy or
sad feeling is very ambivalent. On the other hand, if one i§
hearing "terrific excitement, calm, or subtle activation and
dreamy lapses”, happy and sad music surely could not have“
the same mofpholbgy. Langer's explanation suggests that

tones and rhythhs possess a similarity in their physical

being to temporal things: simply put, the spacing of sounds
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may be close together or far apart like the events in our
lives., Seemingly, we naturally form-}he connection between
sound and time. This in turn becomes involved with feeling.
In the cases of excitement and calm, feeling has something
to do with the hurry and deliberation of our temporal lives;
and sadness, happiness, fear and despair da parade through
our lives like the themes of a musical composition. What we
recogﬂize in music is'patterns of- tension and release
similar to those in our affective lives.

Langer denies however that music communicates or evokes
emotion.?* The cause of her insistence seems to be in her
definition of the symbol as an instrument of fhought. She
~concludes that a work of art "formulate(s) our conceptions
of Wisual, factual and audible reality together . . . gives
us forms of imagination and forms of feeling inseparably
Iand]‘flarifies and organizes intuition itself."?*® Like
Hanslick, she suggests that the actual emotion aroused by
the work is exhilaration inspired by the perceptidn of good‘
art.?* But her theory offers no good reason to deny to the
listener the actual experience of any emotion that>might be
symbolized by the work. Indéeé,‘if our analysis in previqus
éhapters is correct, the experience bf emotion, while it may
not always be present, is necessary to the very .
clarification and organization of feeling that Langer
suggests.

Langer's concept of each complete work as a single

symbol, indivisible into smaller units, has been the focus
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of(considerable criticism. What can an individual work
symbolize as a whole? Her énswer is the morphology of a
« s4ynique state of mind, characferized by a certain pattern of
\elﬁsions and releases of tension, of virtual movemeht and
rest, of a temporalit; specific to this feeling and no
other. On the other hand,ra composition loses some depth of
meaning by such an interpretation, for it is reduced to a
‘complex of increases and decreases, exciting because‘ihey
are excellently conceived. On the other hand, such an
interpretation does account for a complexity in a work of
art analogous to the complexity of feelings. It seemsA
simpler, however, and closer to a correct descriptéon, to
llow for separate symbols, for example symbols of joy:.and
symbols of sadness, together giving a bittgr-sweet effect,
_with the total work revealing complex affective qualities
rather than itself being a single symbol. Such an
interpretation of the symbolism in music would allow for
each symbol to possess muitiple references, but would also

be specific enough that the sounds would refer to something

ey

%“less nebulous than feelings associated with time passing.
Langer's explanation of the connection between feeling
and the sounds of music as well as her assertion that thé_
whole work is a single symbol means thaf for the listener
what is perceived is a form or shape, the shape of a unique
(but nameless) feeling as understood and given form by the
composer. But surely we must be more specific than this WQ;B

. we speak of symbolism. A large work like a symphony or Mass,
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may be répresentative of many states ¢f mind - submission,
ecstasy; confusion, and sadness for example, and the
possibility should exist for distinq!i;hing one froﬁ-the
other, at least in a general way. Langer's theory, while
declaring the unigueness of eachimusical wgrk,\does ot
offer any means of determining what each symbolizes, other
than that they all represent (or present in her words) tﬁe
morphology of passing time, More important, she denies whaz
is simply a fact, that listeners feel sadness listening to
sad music; excitement listening to exciting music,
tranquility listening to tranquil music, rfot always but
often enough that this is an important facet of the
experience of listening to music.
(iv) Roger Scruton

Scruton does not use the term 'symbol' in the sense of
having one specific reference. He takes symbolizing to be
like reqinding, or calling to mind, or evoking,®’ a sense
close j:\lhe first of the two cited at the beginning of this
chapter. Inlért, the symbol is an object (the art object),
which corresponds to a state of mind, and this

correspondence is "a matter of evocation, not of ? ¢

‘reference."?* This is similar to Goodman's description ‘
(symbolization in expression is of qualities rather than
things and this is done‘by exemplification) but probably the
only similarity.
The necessary conditions for an art object being a

symbol of a certain state of mind are laid out by Scruton as
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follows:

A. The subject must be able to call the f?eling in guestion
to mind at will, It is knowledge by acquaintance, he
says, which the subject may not be able to describe in
words. '

B. The feeling should be called to mind by the work of art.

C. It is necessary to have perceived the work itself.

D. 1If one sees a as a symbol of b, one will react in some
way toward b as result of perceiving a. ‘

E. Dduble intentionality: the subject's attitude is
directed toward what is symbolized, but also toward the
work.

F. What the subject learns must beAéxperienced by him in
the presence of the work and only from that
experience.?’

y(goints A, B, and C serve to make clear that to be a symbol
of a f;eling, a work of art must itself be capable bf
evoking that feeling in the percipient. A description of the
work will not do, and the work must not produce its effect
by chance association with some pleasant or ynpleasant
experience from the percipient's life. Point F refers to
knowledge by acquaintance, knowledge of affective experience
by acquaintance with the experience. The feeling that one
experiences is what is important to the knowledge gained,
although one may reélize that other interpretations are

possible-. Thié is similar to seeing an aspect (I may see a

shape as a duck while realizing that it may also be seen as
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a rabbit)., One's emotion while listening to music may be
justified, explained and defended in terms of the work
itself. In poings D and E, Scruton seems to be referring to
the same notion that he elaborates in his discussion of the
multiple objects of emotion in "Attitudes, Beliefs, and
Réasons."" In the work of art, the colors, words, or, sounds
themselves correspond to the real or material object for a
given feeling, but the subject's feelin§ is also toward the
guality that the object has for him (what the work
§9mbolizes). This corresponds to the formal bbject of an
emotion. Thu;, the object of‘an emotion when listening to
music is the sounds themselves, but is also what is
symbolized by the sounds, a given state of mind. Both are

intentional, thus "double intentionality."”

With all four authors, it should be apparent that it is
combinations of sounds and silences that are being discussed
in terms of their possible affective symbolism, not single
tones. Since these groups of sounds do not élways have the
same meaning, Hospers concludes that they cannot be
symbolic. Goodman does not think that sounds in music al;;ys
have the same meaning. His notion of metaphorical
exemplification allows for a multiplicity of meanings.
Langer thinks that sounds, or more accurately patterns of
sound, have specific references having to do with time
passing - quickly or slowly, evenly or in bursts of activity

- and that the way in which these are combined makes each

work a single unique symbol, but a symbol having to-do with
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aspects of time and its associated feelings. Scruton allows
for multiple iq;gpgg;:ations 6! vhat a given sequence of
sounds symbolizes. Just as in seeing a drawing as a duck one
time and a rabbit another, a group of sounds and silences

- may symbolize at one tf’e one affective quality to the
listener, who realizes th‘t these same sounds may symbolize
something different at another time or to another person.

Of those who allow that mweic is symbolic, Goodman sees
the symbolism as developihgvfhrough tradition, Langer sees
it as being a natural symbolism and Scruton would
undoubtedly allow bogp,qLanger denies to the listener any
emotion but that ¢of exhilaration. Goodman and Scruton both
indicate that the affective quality must be felt by the
listener,” Scruton by implication in his necessary conditions
for an art object being a symbol of a state of mind, and
Goodman by direct statement, "Emotional numbness disables
here as definitely if not as completely as blindness or
deafness . . . Indeed emotions must be felt if they are to
be used cognitively."’' Hospers as well, believes that the
listener is emotionally affected by what he hears: "When the
hearing of music evokes in us a certain emotion, we can
often recognize, even though we have not experienced just
this emotion befo}e, that it is a deep and human emotion,
and true-to some feeling we have had or might have."’? But
of course, Hospers does not think music is sfmbolic.

Having accepted that music allows for a range of

publicly recognized refereng§s, that ‘an object that is a
=
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symbol may itself possess qualities that exist in what is
symbolized (J'heart°beat or a bird-song) but may on the
other hand be chosen through habit or tradition (m&nor keys
are not as light-hearted as major keys), that a symbol may
be of an affective quality as well as of an event, object or
idea, then Scruton's explanagion of music as symbol comes
closest to fitting the description. .

(v).Signals and Music *

In order to better understand the place of symbolism of
affective qualities that occurs in music, let us consider a
very obvious counter-example, the symbolism of the bo'sun's
pipe in naval drill. In the latter case, we have patterns of
sounds and silences such as occur in mUsic, but we would nét
call them music. A long single note followed by a quick
upward glissando to a higher pitch means to come to
attention; the same long note foilowed by+a quick downward

glissando to a lower pitch means to stand easy:; the

following rhythm means lunch:

Jid b diid_d 334 4|

e O J.\k
Other signals have specific meanings as well. They are
conventional signs in the way that traffic signals are
signs. Their symbolism has been established arbitrarily and
maintained by habit; there are established rules for
meaning; only one interpretagion is correct for each signal.

Affective qualities of the thing symbolized are not part of

the symbolism.
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Compare this example Qith mﬁsic: in music, whereas each
note that is)written has reference to a specific pitch and
duration of sound, a particular pattern, such as the
patterns outlined above, does not (in music) refer to
anything specific or consistent. But depending on the tempo
and surroundjng material, such a rhythm -surely has some

reference to an affective Qquality. Take the second theme of

the Scherzo movement from Beethoven's Symphony no. S

which is almost identical rhytﬁmically with the bo'sun's
lunch call. No one would run out to eat on hearing these
notes, nor is there any other specific message, and yet it
1s heard as jovial, suspenseful, light-hearted or other
related affective qualities, as has'beer‘pointed out,

Suppose Bach's well-known tune beginning

(Third 'Cello Suite) instead opened with a triplet rhythm

like the lunch call.

=/ —

What would be changed in*the character of the music? I

suggest that it would lack some of the dignity of the
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original. A triplet rhythm is somot}mes compared to, indeed
is often uSed with, skipping or dancing, actions less
dignified, perhaps, and more light-hearted than a steady
motion from left to right foot as in Qalking or running. In
that case, the rhythm itself does possess certain propertieg
that lead us to think of it as symbolic of a human quality,
but only {n ﬁhe context of music, not in the signal of the
bo'sun's pipe.’’ | \

still, there must be many more patterns of sounds that
wve hear as sad or cheergul for no other reason than that
custom has decreed such an interpretation. We have *a’?ready
mentioned the minor key. Another 1s the use of a wide
interval between notes in a melody, which is almost always
poignant. Some examples: ’

"The Moon is a Harsh Mistress"™ - Jimmy‘Webb

"Bq{: Schlafengehen” (Four Last Songs) - Richard

Stra .
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Sonatineé for Flute and Piano - Dutilleux

a—#¢ ;
, T ‘11 i{y % 1—+
L
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"Somewhere" (West Side Story) - Leonard Bernsteln
£
vm‘,L e e e S
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Natural symbolism ‘is not apparent here. Goodman quotes

Aldous Huxley on his experience of listening to solemn

Indian music, "To my Western ‘ears it sounded more cheerful
~ -
than the dance that followed it."’'

To be musi?‘ sounds must be symbolié of affective

-~

qualities; they are not sign-like, with specific rules of

1
reference allowing only ope correct use. Both conventional
2

and natural symbolisﬁ occur in music, but such symbols must

‘also symbolize an affective aspect.

Richard Strauss' Four Last Songs

X,

- What follows is an example of an affective expefience
listening to music, It should serve to show how music acts ~
symbolically to create emotion and understanding of emotion

in the listener. .

The Four Last Songs for soprano and orchestra by

Richard Strauss have always moved me deeplf. Long before I

read a translation of the German text or a critic's
[

L

.
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interpretation of the significapce of the songs, the mood or

"import" (Langer's term) was nmistakable, and must be

equally so to othef listenerd. That the feeling Ts complex

there is no dodﬁi: that it resists description in words is

even more certain. I choose this work as an example of being
moved (and thug 1€arning of emotion) from listening to music
because of these factors (the songs are obviously moving

"and, as subsequent paragraphs show, they resist description)

and also for the following reasons:

1. Although no prior khowledge of the composer's intention

- is needed to experience these s s emotionally, the
fact that these are sbngs, not pure music, means that
reading the text is a way of verifying that one's
reaction is not "wrong".

2. Strauss is a composer who does not hesitate to use
conventional symbolism (patterns of sound which have
come to represent a single ¢ nite thing above others)
and natural symbolism (sounds which,are chosen because
they actually possess the same qualities - usually aural
- as what they represent, and thus also refer to one
thing above others). These kinds of symbolism are what
cause problems in discussions of symbolism of affective
gqualities. By considering them here, it should be
p&ssible to show that such symbolism need not be
problematic.

3. It is an example of music that personally affected me

before I had ever considered whether emotions required

t
»
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object# or had ever thought of music as symbolic;
therefore, the example is not contr?ved to fit a
preferred notion concerning emotion and ﬁusic,‘or the
symbélism of music.

We find that the affective quality of the music is,
while independent of the composer's intention, still
congruent with it. The text would seem to indicate that the
composer's choice of sounds is'based‘on a shared
understanding of these sounds am&ng listeﬁers; in other
words, that they have a symbolism that is general and
unspecific but commonly understood. It if also true that
whatevéf‘gonventional and natural symbolism is used by
Strauss, it serves a greatér purpose than the simple
imitation of such things as soaring or bird sounds.
Scruton's notion of the multi-faceted object for emotion and
his criteria for symbolism in art serve to explaiﬁ whatever
increase in under§tanding is mine after listening to this
K

work,

2

-~

How do ! feel when I lggten,to the Four [Last Songs? Not

Elwéys the same. As the music progresses, my mood changes
and develops. Alﬁhough these songs may not have been Qritten
to be sung as a cycle,élhey work well asva single entity, so
one does not begin anew from a neutral stance with each
song, As one song leads thurally into the other, so does
one's state of mind gradually shade into another as the work

@; .
progresses. The first song I find somewhat saddening, but at

the end 1 am not so much sad as expectant. Both the first
N
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and the second songs are somehow less personal than the
third song, except for the poignant last stanza in the
second ;ith its peaceful concluding horn solo; It is during
the violin i&térlbde part way through the third song that,
invariably, a catch comes to my throat. This feeling is next
. to impossible to put into words§ possibly it is some kind of
searching, longing feeling, but jt is at the same time a
feeling of peace or securify. By the fourth song, I am fully
inv@lved with the sounds oﬁkthe music. I am infinitely sad;

but tranquilly sad if this 1s' possible. .

saddéning or otherwise, but when I realize
- )
the poems on which these sound pa%;erns are based, my

It is the sounds of the music that I first take to be
Isubject of

feeling is modified or made more specific. As the jacket
‘notes on my reco?ﬁing say, "All are concerned with
approaching death in various metaphors: night, rest, autumn,
re-birth in spring."?*® The first two songs are about |
re-birth (Spring), and the'lingering of life at its end
(Sepiember); they have no persoﬁal involvement. But in the
third, the singer voices a personal yearning to ."soar on
widespread wings to live in night's magical sphere mofe
profoundly, more variously." Finally, in the last song (In
the Glow of Evening), the singer asks a companion with whom
he/she has "walked hand in hand, . . . through sorrow and’
th?ough.joy"ftO"rest now from wandering".

If music has the kind of symbolism we have claimed, a

rééﬁ; of interpretations is possible but not just any one
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vill do. Clearly, my reaction to the music is compatible
with the subject of the lyrics.

A song, after all, must have words or it would not be a
song, but instead some composition in which the voice acts
as anoth;r orchestral instrument. But the emotional import
does not depend solely on the words or on knowin§ what the
music is "about" in sense of}being about Spring, September,
or .even death. Let us see how this is so by using Scruton's
multiple facets of the object of emotion. Again, it should
be pointed out that Scruton does not insist that these are
the only ways of perceiving the object for an emotion, but
§eeing the‘object for emotion in at least these ways allows
us to account for music's providing an object for emotion,
which intuitively, it seems to do.

(i) The Object of the Emotion

We are concefned with what happens when a listener, in

this case myself, feels.sométhing when listening to music,

here Richard Strauss' Four Last Songs. Therefore we must

begin with the emotion. In general, I find myself in'a

\

serious mood. It is definitely a sad mood, but is, all in

all, a good feeling, perhaps peaceful or resigned, a

resolution of anxiety. This feeling must necessarily have an

object, we have claimed. It must be about something,

something that appears to me to be the reason for feeling

the way I do. I do not pretend to feel this way; the feeling

is real. Although imagination plays a part in the
experience, it is not that I imagine the feeling that I

»

L
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have, All this should be clear from the preceding chapters,

The obstensible (real or material) object of my emotion
is the sounds themselves. Some of these have a high
frequency of vibration, somé are of a low frequgncy. In some
cases, many sounds occur within the space of a sinéle unit
of time, in other cases very few or none.'Sometimes several
sounds are heard at ohe time, sometimes only one sound
occurs élone. If there is any characteridtic that is
predominant, it would seem to be that‘of wide intervals
between subsequent sounds, even in the vocal part,; whicﬁ'
normally would avoid leaps wider than sifths," but in which
wide leaﬁs occur quite frequently in these songs. It is
true, as well, that the tempi are all rather slow (fewer

o

notes occur within a given period of time). Of the sections
of the work already mentioned, the horn solo at ‘the end of
the second song contains two wide intervals, both‘a falling
and airising sixth;?” the violin solo in the third song
(repeated later by the voice) contains a paﬁtern that
;epeats four times with rising pitch (the first five notes
of the Db major scale);®' when repeated by the voice, the
words are "and my soul, unguarded, would soar"; the
beginning of the violin solo is accompanied by pizzicato
lower strings with the -addition éf only bassoon, bass
glérinet and horns;’* in the opening of the fourth song, the
upper instruments move no faster than eighth notes and the
lower ones hold sust@ined chords;*°® at the bar before letter

D in this song, two flutes trill in thirds in a rising
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'sequence (the words one bar later translate "only two larks
-climbing in the sky".*' It is noteworthy that the trills end
just before the words "in this loneliness");** finally, as
thé last words of the song are heard ("is this perhaps -
death?"), we hear the horn, violas and English horn playing
the same melody that occurs in Strauss' orchestral work

Death and Transfiquration,*’> and in the last seven bars, two

piccolos trill in thirds, this time on a single note.**
These sounds, then, are examples of what constitutes
the real object for my emotions. Notional and formal objects
overlap enough that they may be considered together. The
notional object, it should be recalled, is what i take tﬁose
sounds to "be". Fbr'example, slow tempi I take to have a
certain dignified aspect. The formal object is the quality
the sounds have for me. In the instance of slow tempi, the
dignified aspect of the sounds puts me in a seriobs state of
mind. The sequence of sounds rising in pitch I take, as most
do (for this is conventional symbolism), to signify the same
thing as an increase in height spatially, but the gquality
this se‘.’nce has for me is a yearning quality. Similarly,
the trilling flutes obviously symbolize bird song (natural
symbolism) but the affective quality for me is that of
intensifying a lonely feeling, for here the syhbolism is
used ironically (i£ is used to accent the opposite mood to
what bird-song usually suggests). Pizzicato celli and bass
sound ‘heavy and solid (the notional object); the guality

they have for me is that of stability or security against
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the soaring, yearning qu;lity of the violin (the formal
object). The poignancy of wide intervals has been note&?
they may be perceived as stretching or reaching upward and
falling backward. The poignancy is the formal object and the
reaching or falling is the notional object. But it is not
really necessary to have formed the interpretation of the
sounds as reaching or falling in order to hear them as
poignant. Similarly, the allusion té the "transfiguration”
theme need not be recognized in order to hear this sequence
as calming, and the two flutes need not be heard as the song
of a lark in order to determine the contrast between this.
cheering sound and the over-all lonely~quality. The two
piccolos trilling'on a single pitch might be heard as parﬁ
of the dying away of the music, as the final twittering of
ﬁhe lark, or as the end:of struggle in life as the larks end
their climbing. But again, tpﬁs notional object is not
necessary to hearing the last bars as sad or lonely~or calm,
In other words, the notional object can be metaphorical
interpretations of the sounds or imagined pictures and may
differ considerably pigyeen listeners, particularly if they
do not know what the\ﬁgsic is "about" (as, in Hospers' |
example, La Mer may?géjﬁnterpreted as being a train rushing

\

through a tunnel Qt a 5}enzied dance of goblins), or it may -

“‘ -
be so generalized as to be about anything that has the

affective quality that is the formal object.
We have seen, however, in the previous chapter that one

v o
very important kind ¢f notional object 'is a description
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arising from one's own affective experience. In judging the

Four Last Songs to have, the quality they do, I relate this

quality to my own experiences that have the same affective
quality for me. Thus, listening to the work fifteen years
ago when I had not read the lyrics and when 1 was not véry
familiar with death, but was, even so, familiar with certain
other aspects of life experience, such as abandoning“an
insoiuble life éituation, or losing someone close, not by
‘death but by absence or the end of a friendship, or
realizing that some aspectﬁ of life are not as important as
they once were, and thus being willing to abandon them, I
yet took the.music’to be saddening but calming (the formal
object); my life experiences up to that time formed the
notional object for my emotion. N%wrthat I am that maﬁy
years closer to my own inevitable death, nbw that I have
watched a few members of an older generation come to terms
Qithfthe end of life, the notional object of my emotion when
' listen to the music is both kinds of life experience. But
it is not always in a specific form of just this day and
that happening. I may think about endings in general in
life, of understanéing that some things do not matter ;ha
others cannot pe helped, of realizing that endings in human
relations bring an end to stress as well as an end to
pleasure. All these are part of thp object of my feelings as
well. They are the universalized description of my

particular life experiences and of those of others which,

through imagination, I have related to my own.
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The intentional object of my emotion when listening to

|
the Four Last Songs is my beliePs about what is saddening or

calming, what is worth my concern and what is not, what is
uplifting and what is stressful. The intentional object.of
my emotion may be my beliefs about death, but need not Le;
it is my beliefs, stated propositionally, about those
emotions that may be involved with death, but may be
involved with other endings as well,
(ii) The Learning Experience

The learning experience for me of listening to this
composition'shduld be fairly apparent. When I first listened
to the music, by re-feeling the emotions associated with
various'relevant life experéences, and by relating to each
other the affective aspect of these events) I gave a meaning
or structure to them; at the very least, I brought them to
consciousness and looked at them, not dispassionately, but
with all the emotions that surrounded them, yet at a step
removed from the actual experience. I probably made
generaligstions that modified my beliefs. Throughout the
intervening years, the music changed somewhat iﬁ meaning for
me as my own experience and my knowledge of the experience
of others expanded. By the present time, I unite all these
expefiences when I listen to the music, but in a rather
abstract way. I no longer think of this or that particular
segment of my life fifteen years ago; nor do 1 think very
specifiéally about anyone's death; but I do think about

acceptance and endings in a general sort of way, and I do

i
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think about my life right now in relation to these‘things. 1
believe that my understanding has grown through the
experience of the rather complicated feelings generated
througb listening to Strauss' last composition; I believe
that the structure that I have given to what has happened in
my life has been influenced by listening to this music.
(iii) The Work as Symbolic

»

The experience of listening to Strauss' Four Last Songs

meets Scruton's criteria for the work's being a symbol of a
certain complex stage of mind. This cannot be proven in the -
way that scientific or mathematical claims are. While I can
give some verification that the emotion I feel when
listening is appropriate, and what was inteqded by the
corposer, by referring to the lyrics of the song, I cannot
show, except by protesting Ehat I am honest, that 1 feel as
1 do only when hearing this work and not by hearing an
analysis of it, or that I have learned something from
hearing this work about my own emotions and those of others
that I would learn only from it. )

| However, if my honesty may be assumed, then it is
worthwhile_to review the six criteria with the Strauss work
in mind:

A. The sad serene feeling may be brought to mind or

re-experienced; it is difficult to describe.

B. It is this music that makes me feel this way, not just

any piece of music, or some other phenomenon.

C. 1 could not have obtained the same experience
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second-hand. If 1 had not heard the work, I would\notv

feel precisely this feeling. (Although remembering or
hearing in imagination the sounds of the music may bring
the feeling to mind, describing the sounds does not.)

Hearing these sounds as symbolic of "death or other

endings in life experience means that 1 will react in
some way towards wh:t they symbolize, in this case with
what for want of better description I . have called
sadness/serenity.

This attitude is toward all the aspects of the object of

my emotion, not just the music but the ‘affective gquality

that it symbolizes.

What I have learned through imagination by relating my

own experiences to each other, and what 1 have learned
of others' affective experience, 1 have learned in the

presence of the work from the experience of the work.

My experience also shows that in music; symbolism of

even the conventional and natural kind has extensibility of

meaning that is affective. Thus even the rising gsgquence

(soaring), the trilling flutes (the lark), and the allusion

to another work by the same composer are not included purely

so that the listener may recognize them, but to contribute

to the affective symbolism.

(iv) The Correctness of the Emotion and the Value of the

work

It seems probable that my reaction to the Four Last

songs is a "correct” one. If the symbolism of the music is a
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range of possible meanings, then my emotion is within this
range, whcé%or or not I realize that the music ff/:;;b\
death. 1s there then such a thing as an incorrect emotion
based on the sounds of the music? A typical incorrect
emotion would be the giggle of the eleven-year-old who has
never heard an opera singer, or the sneer of the opera goer
!po is unfamiliar with the way a biucs singer ,"belts out" a
song. It would also be the reaction of Aldous Hﬁiley,
previously quoted, who thought that the "solemn" Indian
music sounded more cheerful than the dance music which
followed. In all these instances, there is a lack of
familiarity with the style of the music. But given
familiarity with the style, is it pos;ible,.or even worth
worrying about, that one could have the "wrong" emotion when
listening to music? Two possibilities come to mind. One is
that a listener might find a work like Strauss' Four Last
Songs jolly and light-hearted (supposing he did not
understand the words), or the first movement of the G Major

Flute Concerto by Mozart profoundly saddening. Somehow, thi!"'

does not seem even remotely possible.: here are too many
cues given to even the slightly informed listener, such as
slow or fast tempi. If he does not react to these cues, a
more likely situation is no emotional involvement at all
rather’than an emotion that is opposite to what the music
symbolizes. Such a listener will be puzzled but not wrong in
his feelings. Thg other possibility is more difficult:

suppose I no longer feel as 1 once did when listening to the



141

Strauss work; or suppose a musicologist points out to me
various inadequacies of the work that ought to make me
realize that it is banal or trite or sentimental, but ! am
still as deeply moved as the fir;t time I heard the
composition; or what if I am now moved by a work that I'had
heard préviously and by which I was previously unaffected?

Which reaction is the correct one?

that, in terms of giining

- there is no one correct
y v

Here it must be admit
understanding of the emo

-

reaction in the sense of proper for every person and

every person's learning experience. Several reactions are
possible. As Scruton points out, one interpretation'ﬁay
affect a listener even though he realizes otbers-are
possible. We have said that there is unlikelyvto be an )
emotional response to music that ie the opposite to what the
music conveys. Either there is a response or not; if not due
- to a lack of ynderstanding of the music's symbolism, the
absence of respoﬁse is caused by the power of the symbolism
being exhausted for that particular listener. Like a |

- metaphor that becomes part of everyday vocabulary, music's
symbolism can lose its effectiveness. It may be that some
music has such a wealth of extended meanings through its
symbolism that it can never become trite for gny given
listener. What does seem to be the case, however, is that we
tire of certaifd music that ét one time seemed very moving,

or become excited by music that up to that point held no

emotional interest, and that some music will always affect
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us, wheéther or not we rationally know if it is "good" music.

It must be ncluded that for understanding of emotion

through its experience, the correct response - if it could

be called that - is the response of an emotion based on the

[

symbolism of the music, not on puzzlement, boredom or mere -

tgchnical interest.

: ﬁyt it would not seem desirable that one remain "stuck"”
in his reactions to music: .being moved 'by only one kind of
music, whether opera or Sousa marches or jazz would seem to
limit emotional response iﬂ?much the same way as limiteq

life experience limits emotional response, and would thus

- ; ,
inhibit unders}anding of the emotions based on their

experienEETpY/may be truly stirred by martial music, but the

feeiingslI have cannot at all compare with those that I have

listening to Strauss' Four Last Songs. On the other hand, I
am not going to experience the solid, cheering quality of

Semper Fidelis when I lose myself in Strayss. Nothing

further will be said about assessing value in music. They
value for.the individual listener, as far as understanding
L 3

the emotions is concerned, is the power of the music to

evoke feeling. We now turn to the education of -thegemotions.
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»\ 33 It mighﬁ be afgued that pitched notes are what is lacking
\for an affective symbolization in the bq'sun's signal. It is
true that melodic intervals in music can be symbolic of
affective qualities (see examples in paragraph to follow).

In a stgnal or sign, they are not, as the old army lunch
: >

’

call should show:
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=
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o . .
But distinctions begin to be blurred, for

Taps apd The Last qugydefinitely have affective

associations similar to those of the flag.
. v
P
&

34 ibid. quoting Aldous Huxley, pp.89-90. 24

35 Richard Strauss, Four Last Songs, soprano Elizabeth

Schwarzkopf and the Berlin Radio Symphony Orchestra,

conductor George Szell. Jacket notes-and English translation-

of lyrics anonymous.
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36 Richard Strauss, Four Last Songs, (London: Boosey ¢

Hawkes Music Publishers Ltd. Hawkes Pocket Scores, 1950) See

for example p.34, 4 and 3 bars before B, and p. 28, 7 and ¢

bars before E.
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CHAPTER S

Understanding and the Education of the Emotions

The learnxng activity that has been described in the

“

previous chapters may be summed up as follows:

1.

2.

géneralized notion of what he takdﬁ Eb have thgt x

The lxste::?"ﬂtars~sounds. ~

He takes these sounds to be symbolic of an affective

quality.
Heard this way, the sounds form an object for ‘mot1on‘

As an object f%{ emotion, the sounds are rela}tﬂ by the

listener to those things in life experience thﬁ& h r;g i

believes to have the affective qual1tyﬁ5ymb9\11”t¢8 b}\’m z "

sounds. These may range from personal expér1incétto a?~f ¢

-
S

5 Y,
+ o

XL d

4:1
‘*’a
affective quality (if the sounds are s

-

\denigg;‘fof”

example, then he will relate this qualjt to‘pérsoﬁal'

experience or to general .concepts suc injusticex. o

If, these sounds are an object of emot#on,ufr a. g1ven

,.

R i
listener, he experxences that emotione (u LA
) f4 r ‘e o

Imagination plays a part in any or akf,dfithese ways®

a. The listener re-experiences inci?@ ¢4 .from his past
. é" 1
life. M

"

b. He imagines possible future expﬁ@"‘i‘~ L
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- ’ )
participating in the Battle of Waterloo).

e. He relates various experiences to each other,
ranking, struqéuring, and otherwise giving a
modified meaning to his previous notion of a gﬁven
emotion.

Of imagining activities (a) through (e), (d) is probab{y

of Jpast significanc;<apart from its relation to |

universal hyTan experiences'like wvar and death.

Activities (a) and (b) are important in lgarding of

others' affective experience, but it is in te) that the

listener creatively gives form to what he has learned.

In imagining, the listener may well bring into.focus

experiences and ways’of”gombining experiences of which

! "
he was previously only subéidiarily awvare,

. Besides the experience of an emotion and the act of

imagining, the listener also reflects on his feelings.
Such reflection is clearly necessary for thg imagining
activity (e) above. Emotion, imagination, and reflection
may occur concurrently during listening; it also would
seem correct to say that reflection wéuld be highly
likely to continue followihg a profound listening
experience, but that emotion and imagining might also
occur, 4

It is quite possible that some, if not all, of what is
learned cannét be expressed propositionally, or that
only at a later time?is one fully aware of what has been

learned.
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L
something has been achieved as a result of this
. ’ ) : —
learning activity, something important to human beings and

. A
therefore worth being given the attnnt1on of education. The

o

1mportance has to do with learning og the affective natJ:e
of humanity. Understanding seems the most reasonable term to,
describe the learning that fakes place during theﬂgxperienée

of emotion while listening to“nusic, for although

13

'qnderstanding'Qmay not be a prscisely accurate term for
. describing the learning that occurs, the word has
associations that suggest it is not synonymous with

knowledge. One may know names and dates of historical events
' v, C e 3
but not understand their felevance or s;gnlflcétte. One may

know\mult1p11cat10n tables but not understand the number

theory that gives rise to themq\Epus, intuitively,

N
'understanding' seems thegmore suitable term to describe a

full awareness of ansgmotiqgh its physical manifestation,
. Al o
its causes, its place in the scheme of one's other,

exper1ences, its relation to other feelings, etc. J. M.

f

<

. °Moravc51k hag prov;ded an expkanatlon of 'understanding'

o,
» "

“that in most respects fits this 1 ing achievement.
. v ’ . “’ﬂ
,Understanding
R . ~ (.
Before turning to Mo?avcsik‘s analysis, however, there.

, ) ” o .
are two common uses of thp/ﬁordeunderstand‘ that should be
pointed out because they do not form part of the mganing

4

*wi&ﬂ_whichﬂve are ﬂbncerned. One is the use of the word to
N t-‘ ’
mean a belief that- ¥ less than certain. When we use such

¢ N . .
expressions as {;'understand that the postal rates are going
- ¢

4 3

N A
LN " . *
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up” orh"I understand that the building was locked earlier
than déual", we mean that although we are &airly certain
that what we way‘is the case, we are not positive. Usually
thf implication is that someoﬁe has told us authoritatively,
but that we do not know first-hand. The second use is as a
syq¢nym for simple comprehension. In this -use, one says, "I
) unaerstand French", or asks, "Do you understand what it is I

want you to do?" or complains, "I have read three articies
.

on 'understanding' and I don't understand any of them". The
first use’ (less than certain belief) seems definitely a .
special case. The second suggests that the verbs 'to know' S

and 'to understand' are sometimes interchangeable (as in the

.

second example, "Do yqQu know/understand what it is that I
want you to do?") and sometimes actually switch .meaning ("I
know French" suggests a thoroughness{ depth gnd breadth in

what has been learned that is not present in "I understand

~

French", which is simple comprehension). 'Understanding', as
¢

used by Moravcsik, and as used to describe what is achieved

-listening to music with emotion, is wmeither simple

comprehension nor synonymous with knowledge.

Lo ¢

(1) Mbravcsik's.InterpZetation of Understanding

What then is 'understanding' apart frdém being something
L1 N

more than simple comprehension? Moravcsik points to several
R )

aspects of understanding that showgit to differ

significantly from knowledge:

¥

1. Understanding is "a state of mind in which a

”

conceptualizatioﬁ . . . yields the insight that unites
‘ .
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our knowledge . . .".' It ié difficult to think of
knowledge as a state of mind,? and conceptualization,,

insight and uniting are all acts that do not always

apply to having knowledge per se.

2. Whereas we either know or do not know, and what we claim
\
to know is either true or not true, explanations, which

i

yield understanding "are assessed more in terms of
‘adequacy, insightfulness, or completeness - terms that

admit of degrees . . . truth . . . turns out not to be

an 'all-or-nothing’ affair."*® And understanding itself,
in Mdravésig's scheme, admits of degrees, for while his
. analysis is that of complete understanding, he,says‘ it
still accounts for those "situationslin which students

§ -

have moments of insight."*

\

T 3. Although;ge»zgh both undetstan§§§;d know proofé,
theories, languaées, sentences, peoplé, paintings and
situations, we can know buthqot claim to upderstand an
individual méuntain, street or tree.’

We shall return to these three aspects of understanding
when we attehpt to determine whether Moravcsik's analysis of
understanding, which is presented in terms of undet§tanding
proofs, theories} etc., applies to emotions. Bué first his
main argument: in skeleton, ‘it is that "the concept of
understandiné‘cannot be reduced to a compination of Knowing
that, knowing how, and kndwleégé by acquaintence [sic] . . .
[but] involves a non—proposition%} component."*‘ He fieshes

out his claim . by describing two related forms of

i



159

understanding, the understanding that is }inked ;6
explanations (the analysis of an _.entity) and understanding
that is linked to insights (a conceptualization). The second
type, which he illustrates with the understanding of proofs
and sentences, is extended to cover the understanding of
persons and artistic objects.

The ability to explain means 'understanding what' and
'understénding why'; this uanrstanding (which is the
understanding of the nature of an entity)’fequires
propositional. knowledge but, Moravcsik notes, of a special
kind, "knpwledge of proposit}ons expressing essentiai
structure."’ This.means_delineating not oniy the essential
constituents of an/entity, but the structure binding
together these constituents, its functioning, its causal’
antecedents and causal power.*® But although this kind of
understanding ("I understand what x”is") can be reduced'toi\v~
special kind of propositional knowledge, the kind of °
understanding indicated by the grammatical consxruct{on "1.

v -

understand X" can not. -~
To. say . "I understand xffgbé@'; is a concept of a
general or abstract nature méans coneeptualization or
represenfation has occurred, this bging a matter of
imagining, of "seeing it as"; it ig:iﬁnon—propositionéli
insight that may vary from person to person’ but "the :
structures conceptualized in non-propositional form are

analogous to the ones explicated propositionally in terms of

essential structures."'® Thus understanding a sentence is

.

| 3
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not the same thing as understanding what a given sentence is
(i.e., its naturé, as in the previous paragraph). While one
may know a lotiaboub“a proof or a sentence, it is quite

. possible that he does not understand either. What ﬁill be
lacking when one does not understand a proof is’thg ability
~to "see the significance of the proof, its consequences,
5bagterna¢§§§vwaYS of proving the same conclusions, or . .
i&tuiniéns concerning . . violations of [the rules]."”'' In
the case of avsentence, similar evidence of lack of

understanding can be seen, particularly where violation of

rules is not recognized, or where the agent cannot

"sybstitute to preserve the essential structure. But when the ”

i

iﬁsight described is ih place, Moravcsik claims, we 4
pogtulate -iihderstanding as "the underlying factor for the’:
&gtieties of know-howvand propositioﬁél knowledge"'?
“involved in knowing the premisses of an argument and how to
apgly the proof; or the elements of the sentence and how to
produce the sentence.'® Moreover, propositional knoyledge is
ﬁot only not sufficient for such understanding, it is nét
ngéessary either. "As long as the agent has the required
'non—propositional representation in his head, . . . a
propositiénal analysis . . . 1is not ;equireé, and in most
cases, it is not available to the competent agent."'*
Understanding, then, involves conceptualization or
representation of that entity of which knowledge of
essential propositions gives an analysis;'®

conceptualization yields the insight that unites our
[
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knowledge of rules, application, etc.'* Understanding is a
matter of "seeing the larger complexes, with their
ingredients interrelated in a certain way."'’ Moravcsik
believes his notion of understandihg is applicable to
understanding human beings. In place of intuition that a
rule has been vidlated, he substitutes the analogous
"sensitivity to having made an inappropria%e response,. or
having misjudged some gesture or thought of .the person . .
.";' To explain the phenomenon of claiming to understand a
person but not a tree, he points to human ratiOnality, of
which understanding is an essential ingredient. "Thus in-
attempting to understand persons, we turn understanding back
on itself."'®* I am not at all sure thaf it }s his own
undersfanding to which we turn when we attempt to understand.
another person, and that means that I do not have a clear
answer to why we can understand an individual person and not
an individual tree. But if it is possible to understand a
person, surely it is possihle to understand an aspect of a
person such as his affective nature or his separate
emotional responses. Let us see, then, whether understandin&‘
an emotion fits Moravcsik's notion of understanding.

(ii) Understanding an Emotion

being able to answer "what! a

PR S

words to be able to explain the néture"'

Moravcsik's terms, understandlng what sadness is, as, opposed

v

to undergtanding sadness. Sugh-understand1ng would entail

’
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being mble to explain the constituents of sadness in terms
of physical manifestations (tears) and inner feelings (a
heaviness); it might entail descriptions of typical behavior
in various situations when one is sad (a forced
light-heartedness when with happy people, perhaps). The
structure of sadness, thétyﬁhich binds the essential
constituents together, would be explained in terms of thgse
things that relate sad behaviors to each other -
similarities in behaviors, but also in the objects of
sadness like injustices, losses or suffering. The function
of sadness could be described in many ways: psychologically,
sociologically (as in Roger Scruton's analysis of 'learning
what to feel', to be outlined later in this chapter) or even
physiologicaliy. To describe the emotion's causal
antecedents and poﬁers, one must have\knowledgé of the sorts
of things that are objects for sadness a;d of the effects
that -sadness has on future personal experience and
activities involving others. It is not clear that explaining
the structure of sadness would not entail explanations of

.3 .
const1tuent§; causal antecedents and powers as well, for the

special prop051t10nalg'£owledge in an explanation 1s the
knqwledge of essentlal structure.®® But this is enough t- ”‘
show that one could hSue understandzng of an emoclon th-?

would enable one to. answer whaq and. "why" questxons, a
gﬁat such an explanatxdn would show s;dness to have a ¥
different essentxal struct&re from an emot1on like happiness
and a s1m1lar essent1a1 structure €2 some other emotions

”
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like nostalgia (which would have something in common with
happiqégg as well).

Bdézunderstanding ségpess (not just the nature of
sadness, i.e. what it ié){ is more than,being able to answer
vhat and why questions. It is . like understanding a proof in
that it invblves a.personal insight which need not eqtail
propositional knowld?ge. Sadness is seen a certain w;y by
the agent; it is thoﬁght to have certain characteristics
ranked and arranged in particular wé}s that are not always,
or even often, possible to explain propositionally; it also
forms part of the way the agent structures his whole life
experience. The descriptions of sadneésﬂin Chapter Four (The

Symbolism of Music) as related to Strauss' Four Last Songs

are these kinds of conceptualization, i.e., propositional
descri?tions which are only partially effebtive; and which
need not be available at alllto the agent in order to have
the understanding in question: Another example is the
’different ways of conceptualizing love: "léve has a bitter
taste",?' "a boy yho kills cannot love",?? "the
characteristic cunning of true love",?® andvéo on. Here it
is clearly seen that: one person's representation or
conceptualizatioh may be different from that ¢f another,
although in this case, the differences may be dug to the
agent's p;rtial understanding (but understanding admits of
degrees in Moravcsik's scheme). To 5ee love or sadness in

one of a numberl of different ways does not preélude the

realization that the emotion can be conceptualized

] o

i
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differently, nor the ability to do this at another time. 1
migl* conceptualize lowe in such a way that its "bitter
taste”, although I know it to exist, is scarcely evident in
my conceptualization. Yet at some other time, "the bitter
taste of love"” might be central. "Seeing as" is here like
the duck/rabbit analogy that Scruton uses to show the place
of imagination in judging art as an object for emotion.?*
The‘realization that an emotion like sadnesshgr love may be.
conceptualized in different ways and being able to do so is
analegous to the understanding shown in realizing
-alternative ways of arriving at the same conclusion in a
. proof. .
When one understands proofs and sentences, Moravcsik
says, there existiian intuition that enables one to see when
rules ha:e been bfoken. There are no rules that govern the
understanding of an emotion, but in understanding a pers@@gﬁ t
. ©r .
according to Moravcsik, one has an intuition of having
misjudged a gesture~or made an inappropriate response, and
{the same would be true of having misjudged an emotion in
anofher person. One could also realize that Z‘ﬁad misjudged

41

€ .

His own feelings, and that would include theﬂigsignificance,
. 2

causal lineage or powers. However, any of thfse
. ©«© .
characteristics of understanding need not: be known in such a

) b 9

'way that .one could state them propositioﬁally. When one can
"do this, one has made the analysis that is, as Moravcsi5 ol W
claims, parallel to conceptualization. Thus one could

.understand an emotion in much the same way as Moravcsik
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dgscribes dhdorstanding a'proof or a person,
(iii)UndersEanding, and Listening to Music with Emotion
The firstvthing to note is that the kind of

undersQanding that enables one to give explanations
(analysfs requifing propositional knowledge of essential

. structures) is a kind of understanding that, although it
could be the result of a creative mental act by the agent,
could also be the result of~havin¢‘the matter in guestion
explained by SOmeone‘else. The latter is not the kind of
understanding that is relevant to the learning achievement
that takes place as a result of listening to music, as
should be amply cléér. In fact, the kind of learning that
takes place as described in the preceding chapters is in
direct contrast to learning by description or explanation,
even though there can be an element of propositional
knowledge in the achievement. On the other hand, the kind of
understanding that.invol§e§ conceptjalization very
accurately describes th% experience outlined.” Of course ‘the
mere hearing of sounds is not understanding, but from the
moment they are judged symboli~ of a particular affective
.éﬁality, the agent is beginningnto structure the
constituents of the emotion, giving significance here,
changing a previous conceptualization there, making
predictions and interpreting the past. An analysis that
would enable one to explain the understanding of an emotion
may take place in reflection on the experience, but the

understanding is none the less there, whether or not it can
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ever be stated propositionally,

The learning achievement under consideration in these
chapters, as we have been seen, may be partial. Unlike
knowledge, wbich one either has or does not have, the
aéhievement we are discussing changes by expanding and
deepening - it grows - and while one way of conceptualizing
may be recogﬁized by the agent as valid, he himself ma¥
conceptualize the emotion differently. Grounds for judging
the learning achievement are the adequacy, insightfulness
and completeness that' Moravcsik indicates are the grounds
for judging explanations, rather than truth, "the 'all or
nothing' affair"” that is the criterion for theoretical
knowledge. Therefore, if one were able to explain
propositionally what one understood about emotion after
listening to musié,‘one‘s explanation dould be judged in
terms of adequacy,'insightfulness and completeness rather
than on any other grounds.‘

What is not accounted for in Moravcsik's explicdtion of
'understanding' as we have outlined i£ so far, is the
necessity for experiencing an emotion in order to learn the
sorts of things we have indicated. Moravcsik, howevetr, seems
to be referring to a similar phenomenon when he speaks of
the sort of understanding one has of a friend, where one
cannot describe the person but must simply say "come and
meet him/her”,?* as no generalizations ses:e to account for
the unigqueness of the individual as conceptualized by the

agent. Thus we come to understand this person only by
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experiencing him/her, ahd further (although Moravcsik does
not say this), only through our experiencing this person do
we understand the friend's (the agent's) attitude or
reaction. Similarly, only in expériencing an emotion like
sadness or love are we able to understand it, for
explanations and generalizations cannot account for the
emotion. Equally we cannot understand the reactions of
others to saddening thingé vithout ever having been sad. For
Moravcsik, this speciai understanding is unlike
understanding a proof or understanding a person in the usual
sense in that explanations and generalizations do not serve
to devélop understanding. But in the case of emotion,
although it is true that explanations and generalizations do
not adequately communicate the experience of emotion, one is
enabled to generalize on the basis of experience or in other
words extend his personal experience to that of others, and
this is what is accomplished by using imagination %hen
listening to music with emotion. Moravcsik's notion does nct
account for this aspect of the learning achievement we are
éiscussing.

Moravcsik concludes his analysis of understanding by
showing that experiencing a work of art is much like
experiencing an individual person, sb£:6ne's friend whom one
must meet in order to understand. As we have indicated in
Chapter Four, one of the criteria Scruton uses for an art
work being symbolic of an affective quality is that the

emotion must be evoked by that work.and not by a description
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of it. To further elaborate what Moravcsik says ab;ut art .
would confuse the issue here, but he does make a highly
signiticanf statement about emotion. It is this:
g It [a play or novell forces us to chart maps of

emotion, attitudes, and types of thoughts over seas

untouched by our own everyday experience. . . The

P°%Q§ of Gnderstanding [the character of] Oedipus is

"to form a conception whose basic elements

(shame, horror, despair over that which is not-

completely within our control, etc.) are indeed

represented in our experience but in totally

different forms of manifestation.’*
This describes precisely the learning achievement that has
to do with the universalized afféctive experience we have
indicated is so important.
(iv) Conclusion

I1f Moravcsik's an%lysis of understanding is valid, by

stretching his explanation only as much as he does to
accommodate the understanding of people, we can make it fit
the unde}staqding of emotions. This interpretation woula
enable us to call the learning achievement that is the
result of the activity described at the outset of this
chapter 'understanding'. Although the.fit is not perfect,
'underspanding' seems to be a’concept that will not lead the
reader to a misunderstanding of the argument in these
chapters, which is that listening to music with émotion

provides an importaai sort of learning having to do with the
* R . \
- &
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human comM@ition in it affective aspect.

The Education of the Emotions

L
.

We may now focus on the education of the emotions.
‘Through the learning activity described, the listener,finds
that he has clarified his own feelings by comparing and
contrast}ng them with other feelings he may have had, or the
feelings Q.f other people as they have been described to him.
‘He mayg \rgtlhgct. on the intentional o?ject for these feelings
ind'hié'ﬁeiieis may be modified, his sympathy for others
intenq@f{ed. fn all, his ;nderstgnding has increased as a
Jgépfc%§f the experience. This ié particularly obvious in
theﬁéééé where a person h?s noét responded appropriately

.

"ddfipg a Jiff gxpérignce,ubut feels the appropriate emotion

¥
-

b}

C8 | 1'. .
- whem lis%eni%g to music. Th€ loss of someone through death
’ LI o .

‘ ié‘gge most common~exgmple, but it is possible to think of a
“h!ppyf}experience that was not préperly enjoyed at the time
(ééfﬁdbs‘because of anxiety about another matter) but which
feiprns in ohe'i'imaginationfbhen listenihg to music, and is
tﬁén a tru1§ hapby event. Here it may be said that the

l;listener~has "learned what to feel™. This notion reqﬁireﬁ'
fufther investigation.

(i) Knowing What to Feel

Scruton considers knowing what to feel to be practical
knowledge, similar to knowing what to do. It well®may be, he
argues, that knowing what to do means knowing what to
feel.?” While theoretical reasoning produces knowledge of .

what to think and believe, practical reasoning produces

‘;
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- - knowledge of what to do and feel.?* All knowledge involves
N S . N
"a subjective state, an objective-;ighggess, and some -

‘;nonsccidental relatioqﬁbetween the two."?' For theoretical

»

7 . .
knowledge, the subjective state is certainty in beki'efy the
objective rightness is truth and the relatiqnship between

. . S oo \ s,
the two is, 1t‘would seem, the deliberate aim for truth.?

v

For practical knowledge, again the subjective state is e
certainty, but certainty of what to do and feel. The crucial =

aspect of truthMNn theoretical. knowledge is that, kit

indicates a success: one is successful in that he aimed to
) N\ 5 \

be r1g¥‘ succeeded in being right. The analogue for
/
b

success elief where practical’ knowledge is concerned is

success in aktion or emotion, and tpis'is revealed in ‘the
. | . | ‘
happiness that is the result. Such happinegs must be

déliBerater sought; the subjective state of certainty in
what to do and feel is related to success in-a behag:or s or

ﬁeellng S- prodpc1ng happlness by one's having delxberé&ely

a1med at happ1ness 1n.choos1ng that behavior ‘or feeling

~ th p1ness is ev1dence that one is right in the same way
' ~ \ -—‘-~\ '
that truth is ev1dence that oﬂe 1s rlght) ' But happiness:

[y

is, in thlS sense, ‘a kind of satlsfactlon in ex®rcising

‘moral1ty-" bt ﬁ? the. gu11tlessness ‘that resdﬂts f rom

/’*'P -
know1nnghat is expectedNSEG react1ng in that" way; one may

<4§ suff'r éxternallyr a$ when someone loved dles,” but ‘wily *
fw -n@t be a’ v1ct1m ‘of the gu\lt of . confused*feellngs (or »;;ﬁ
) - .
"”‘bghav1orr." e - ! J b v -
. e o o ‘r..m -
el .
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We have already referred to Scruton's two contrasting
examples, the one a poém by Emily Dickingon, in whjch she
uses the phrase "awful leisure" to descrlbe the situation in

. -~
which "one knows what grlef is but, being ove:pome by ’! 0\,
Ry .

disaster, grief seems 1mposs1ble- relief, indeed, seems % "

easier";’* the other from Homer's Odyssey, where Elpenor
’ - '

deseribes the mourning ceremonies that will be performed for
. y . . b4

him. In the former example, the bereaved do not know what to
feel,'tgut in the latter eian}ple,.thef common culture .
- prescripes certain attitudes and behaviors and the emotions

that accompany them. Note also this examplé of not knowing
[ 4

what to ﬁeel fx‘?‘b’fmuch llm field of l;{terature- X

. Dr. Stelner tried to feel pity and knew that he felt
' L 4
fear. But ‘he was fully conscious only of repugnance.
1 . e > : - '
. « Suddenly he was seized with an intolerable need

wff

<€
to giggle. “J
NS doubt ‘we g}l can think .of occas%on§ wher we knew what we
.. : y

should feel but could not-managé to really feel it, or when,

in truth, we r%alry'did'not know what to feel, when laughter
ke “ A Y '

and tears were qgually p0551ble.‘
One may ‘know what to do in the sense of knowlng whag

y

should be done’ w1thout belng able to do it, norl due t'o 1ack

o

of sk111 but QUe to a confused approach to the task. Of such
-

-a person we say, "He dbesn t: know what he's doing in ﬂaat .
Y

]Ob "0Scrﬁton s exam§1e is a pollt1c1an or admlnxstrator. ¥
Similarly, knowing what to feel involves not only an

understanding of what one should feel but also being 791e to
0 i . S A
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feel it.2* All emotzon 1nvolves understand1ng and activity Z
nothing};mportant is left when these are removed this,
Scruton says, is widely accepted Therefore it is possible
to educatean emotion to the extent that one can educate
understanding and activity. %hat is meant by this is that
ope's‘understanding of the intentional object-.for emotion
may be idcreased[ i.fl; that one's beliefs about what is

, e
proper cause for a given emotion may be changed or

clarified, and that.the actual acf:vity of feeliog may be,

as it were refined. As R.W. Hepburn explains, the tisk of
edegEting the emotions'"will be codcernedf} . with oosting
vague'and_imprecise or. crude emotions with‘more;séecific;'
appropriate and dlscr1m1nat1ng ones; with prevent1ng N »
emotional experience from(stagnatlng - replacing jaded and
repetitive habit-emotions with fresh and keentemotions,
coupled logicelly~to hew individualized ways of seeing."

K_i Imaginétion~is used in both educatirfg the ugoerstanding
antd activitf of feeling. "Imagine yourself in Ta givep]
situation," Sccptoh asks; "how would you, how mpst yoc, then
feel about your life and circumstances?"*‘® In answering thisg
question ‘one Qiil feel‘from his imagined situation a given
emotion and, from his understandmg of how ﬁe feels,‘hoose
attitudes, behaviors and associated emotions that are / 7
justified by his ‘deliberate aim for happlness, or | r‘%é% ﬁ
more correctly, 4 satisfactory state of be1ng In thlf:;ay,s
imagining can educate the understand1ng of what one shod&d

>
feel. One may also“tralnnoneself or another in act1v1t1esq%9
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o . ' *
(mental and physical) appropriate to a particular emotion,
according to-one's understanding of that emotion. Thus, one
learns that fire is to be avoided but alsoc to be feared;
that one should repair wrong-doing and also feel remorse;
that one should recoghize,a¢particular act as an insult and

o, also feel the appropriate reaction to that insult.*' This is

done by using the imagination to deliberatvely form ,a'.rbictur"
3 ‘ '

that emphasizes cert referred aspects to the exclusion

. -

‘:i/atteif. It is "not,f/matter of choosing to believe

» ——— B e -” - -

‘ something Luhatqu?‘fhat‘means) but rather of choosing to
. -

give it Fmphaéﬁs."" Presumably it would work this way: 1
, . 4 .
.would®choose to emphasize in my image the pain of beim%

¢ v .

burned or the destructive power of fire, rather than its :
cheery glow; I would emphasize the ridiculous aspect of the
*‘Sturing of the mamwhéd insulted me rather than its

.

thfeatenicg.side, ﬁf 1 yaﬁted~to‘persﬁade myseff that h? was
.~ not to be taken seriously. I would, im Schton;s own more
complex” example, deliberately aim é; ar attitude'by training
’mys;lf to be angry with those who despised’such an attitude.
Scruton's idea tMat one may,acquiré an attitude by
prac Tsing it.is reminiscent of Robert Solomon's comment
that the”b%é} way to feel é particular emotion is to pretend
that one has it. it should also be kept in mind that for
Scruton, an‘attitude is not something different in kind from
an emotion; in fact, an attitude in some cases is scarcely
distiguishable from an emotion, for between turbulent

passion and totally calm and rational belief come, on the

-~
pe
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one hané emotions, and on the othgf attitudes, side by side.
As we have seen, for %cruton, practising an attifude is a
matter of practising an actiﬂity as well, due to emotion and
action being linked togethér. This is not very difficult to
underst;;d, :fo_r often émotions do .yolve various actions:
lﬁar may entajl running, anger may invoalve throwing ; -

' S
mething®r stamping one's foot. What Scruton is saying

here, howeﬁér; igiihat going through the'action mhay H"duce'
the feeling that'goé;n¥&;h such actions, so that we migﬁt
say of the actor yhé does.not~¢gél“ge emotions of the
character hevportréys, that by j‘ing;l‘:ough b!i actions\of

‘ »
such a person, he may well develop the feeling he does not

_originallf possesss The purpose of the funera{ rite for ‘
EElpenor in‘the Odyssey is just that; by performing certaih‘~
* ritual acts, Odysseus will be ablé‘to feel the gfief that
Shese acts repgesent. Some of the acts are, no douﬁt}
outward manifestations of the state of mind, perhaps ritual

/ « _
wailingpfbut othaers are customs chosen arbitrarily or simply

»

evolved through time. In other words, the funeral ceremony
is symbolic - a symbol or symbols - SOQE natural and,some
not, for the emotion of gfief.fécruton comTéﬁts, "Alpraétice
that tells one 4§ét tofdo solely and .exclusively on the
occasion of such a death is a practice thai't‘&es its’

. meaning from the é;otion of g}ief."" As ;ell, such a‘ritual o

act as a funeral ceremony serves to render his feeling

objective, part of his participation in a common lot; it is

T ‘ i
Q:jgg;?)of a continuing activity in a public and objective

« | -

i
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world and c&ases to be a:tiva;e anxiety to be borne by
himself alone."** - |

However,, practising the activity associated with an

emotion with the resultifig acquisition of thjky itself

would have to entail an ‘object for the em

y ¥ -
simply pregending over ‘and over again to
-~ w . ' LT .

rituallSr reproducing ges ‘tacial expres'ﬁfns

characteristic of such ‘ We have argued that a ’

rapid heartbeat or swea s do hot in themselves

.

'onstix':ute a feeling in the s’enée of an-e‘mot.ion, that there
. :
m

A

-

.

]

ﬁst be an objéct such that a particula'r kind of judgment is
made. Yet here Scruton almést seems to be implying that the
object for the emotion will soméhov“udged as such (and
thus the emotion lfelt) by reproducin? the phy%ic_:al sympt,oms.

¢ . [ .
But this may not be ‘the case;ﬂor Scruton, educafion of the

~emotions in the® sense of knowing what to feel is a matter of

2. . s, . .
ﬂ%er‘smd‘ang as well as activity. Intentional understanding
v

colors the activity from the beginning: the person knows
from his society and his already present perfonal

\unde.rstgn’ding what™e should - but perhaps'.canhot - feel ~in

a pag:ti’cular : "uati-on,' il 'pa‘rticipating in ritual behavior

(behavior associated with a particular emotion Whether in
public ceremony or not), the participant associatés his

behavior with his beliefs about what hé should feel. He

emphasizes chosen details and experiences that fit these

%

beliefs. Moreover, if he, as Scruton suggests, id ;he.coh’r‘ée

of a publicly understood ritual relates his ex@}ence to”

.« ! -

. ‘ ,
1) ‘ L,

°
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those of others, theh the.experienceﬁghé hié”beliefs.abgut
that expefience are broadened, universalized. Elpenor‘s'
funeral rite is a symbol Pf loss through death; it takee its
meaning from the emotipnr grief. Someone unable to feel-as
he,K should feel‘after Elpenor's death, in participating in

' this e'remonyfis enabled, not onl EO loel grief, but to

bring together and give some str ure to his own and his

. 7
)"so'ciety's beliefs about what ts ¢ ;% for gr1ef. And it
would seem qu1te feasible for this to occur through the

d L]
emphasis on certain aspects of Uipenor s character and life,

since these#re chosen from beliefs alreqdy h‘ Even whe
‘pdrson who already feels sadness on the death of Elpenor
understands his sadness betterhand relates it to other
sadnesees throuéh this experiehce: the feeling befomes
universalized rather than private; his knowledge Qf what to

- feel is increased. A funeral tite isvchosen, Scruton says,
"as -a work of att.might beathosen, as the appropriate sign
of ends that cannot all'be‘tlearly‘stated,_and which are

L3

not, in any real sense gutSued . ;f. We have hgfelen
instance of pract1cal knowledge, o% the ab1l1ty to achieve
order where there mxght have been chaos.""

n In the experience of,listening to muﬁ@;, there 15
indeed something véry.similar to what S!vpten describeé.
What differs is the element of partieipation thatﬂseems to
be hresent in the funéral rite. But the activity of |

‘, "practisiné" feefing an e@motiop is quite\poseihlé'whete one
is an audience or an obse;ver. In fact, it is likely that
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many parts of the funeral ritual for Elpenor were to be

watched or heard by‘the mour
in : &

. Cgrta}i‘nly‘that is the case
i.l!bntempbrar Hestern rites. BY

;as'long as people
experxencc tﬁe ceremony as symbollc of the emotion that is

3 ﬁgs’r?ﬁté to the occas1on, they may practlse the emphasis
"in 1magxnatxon of certaxn qua11t1es of the«deceased with
the result of eventually partzcxpa!1ngg1n the aﬂbropr1dfé*
feeling. Scruton hlmself maiis a more d1rect connectxon
between art and knowledge of what to feel in a paragraph
discussing arch‘.bcture. "1t 1s," he says, ’possible that '
our enjoy. of the work w1ll involve us in thoughts about

other things." For example, he says, a funeral monument

refers to, or is reminiscent of things that are not

_—

“described, 'things like grief, or eternity or transcience,

IR}

’"or to samething one knows not what."** (Notice that the

" theme of one's inability to describpe his‘knowledge is

K3

_present with both the art wor& and the ceremonial rite.) The
- . - * A i .
;mplicatibn is that one is experiencing *somethigg one knows

N
not what” because the  work is an analogue for that state of

mind; that one holds certain un1versa1 aspects of life
”

before _th‘d (transcience, eternity), ignoring others and

feels ‘the ctiveﬁqUaiitios that th®y imply, perhaps

env1s1on1ng future p0551ble events or actual past events, -
’ L 4

"The ab111ty to part1c1pate 1mag1nat1vely in future

¢

Scruton glaims.*’ Here he connects aesthetic taste t& the

experience is one of the aims of aesthetic education,”

practical knowledge of knowing what it will be lii‘g to '“

o,

A
3

v
N
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fulfil one's aim, e form of knowledge which, he says, is,
1ntr1nt1ca11y practical and also 1nc1p1ent1y aesthetic. But
we.qngt h!ed to accept or 1nvest1gate this part of his
argumemﬂ 1Y foﬁlow the train of thought which suggests that

Knowl, g:0f what to feel in future life experiences may @

’!esult .ﬁnom.‘x) m‘txwt{ like listening to music,

wfk

1ng in a funeral r1te or looking at a monument. It

ough imagination, where various objects for the

"J /
wdical),. where the relevant affective quality in such

ga::ﬁoﬁon are compared (llfe experiences, real or
T-'."“hy~ e
'ihgned-e@uxences is emphasized to the exclusion of other

- ’ . . . . ] .
aepects or -otMer affective gualities, where one envisions

12

?

future siuua?ions nd the way one should feel in such

'situations xn ord to be-happy. (One's grief makes one .
‘\‘ ' ‘ .
happy if this serise, becfuse it leads to an orderly, ~

fulfilled I1fe where one does not suffer either - guxlt °or

]

confusion about his actions or feelings. In so doing, one

whxlx choose co::rage angd fr1endl1ness ov;r cowardice and . (/
hostility because the satisfactions thLy make p0551b1e are .
1ntr1n51cally\de51rable )¢

The notion that one may, by vxsuallzlng possible

situations and possible relevant emotjons, come to Some

decision as to what to aim for in order to achieve
happiness, lends itself to criticism on the grgunds of
whether happiness, even as described by Scruton,’ i‘s a .
desirable end. What one may visualize is the dgrision of

friends on one's taking a courageous stand against the



Y | 179

ma'ority'?f one'spsdc}egy, and therefore choose an opposite
a:igbn-and feeling. Happiness, according to Scruton, seems
to lie in the acceptance of the mores of ?ne's ibciety and
the abilt&y to react to events in ways condoned by that
society.‘i We do not need to go so far from our own society
as that straﬁge‘cﬁlture where "a child dumped on the ground
is seized and eaten by a leopard [and] the mother is
delighted; [and‘wheﬁsl an old woman falls down the mountain
side because she is blind so a crowd gathers to laugh at he;
distress,"®® (Should'wep living in such a society,- then be.
delighted or laugh in such situations?) Even our modern,
vefy loosely struétured culture provides exampléf of

dbpropriatg\behavior or feeling which, if ignored or
flouted, would be considered Qorthy of censure by other§,
but which due congideration could show to be mérally wr"!.
Yet imdgining gituations in the light of our beliefs about
those situations is the saving .gré‘ce of Scruton's notion,
for this enablgs Ls to see that true happinegs (or in this..
case, self*respect)Ama; lie in going against the conventions
of society. Thus, if the condition of moving within a common
culture is excluded, the ndtion of the educat}on‘of
ginﬁentional-underétanéing Mn the reélm of emotfonﬁ is still
valid.
Thg idea of practising an emotion is uncongenial on
_many grounds: it syggests an inauthenticity for any reactiom.
we might have to insults, death, po}sonous‘%nakes, vwinning a
lottery or the return of an absent friend; it suggests that

N (\
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training "Piquivalont‘to educating, for this is how the
activity ;ipectwot knov{:dge‘of an emotion is seemingly
acquired. But both these reservations are answered by thq
realization that activity and intentional understanding il k

together - that one affects the other and vice versa., It is

'pne 8 understanq‘pg that .the snake is harmful tﬁat affects

one s‘ab111ty to be afraid; 1t is the act of fearing .

(emphasizing the snake's harmful gualities) that affects our

understanding of the snake as harmful, the success
of\ practising an'emotion, when one knows} ne should ,

t g
[ ]

feel but cannot,"is‘questioﬂ%ble empirically. 'Why gan I

never, no matter how many funerals I attend, grieve for the... .

decefsed in the authentic way that I can months later when I
think“f some small incident or go to somé place where 1
shall no longer see that person? But when I do feel .what I -
could ,not feel at a funeral, it sqems to be because I do the
sort of imagining that. Scruton indicates: 1 emphasize the.
saddenlng aspects dt my meﬂ;;1es of the one who has d1ed

Thus\it must be emphas1zed that it is not the practising of
~

r‘out:ward manifestations of fear or gr1ef or anger that is

L 3
\key, bUt4§f° repetxtlon, by aﬁ effort Lf w111 .of chosen

imagMed affectrve aspects of the object df the emotion we
\

" should have. The activity that helps us learn what to feel

is primarily the mental activity of imagining. X
Thus through the imagining of possible sitpations, one
modifies or clarifies his beliefs. This is the education of

‘the understanding of what one should-feel. Beliefs form the

“
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intentional object for emotion, so that when images P
reflecting beliefs are concentrated in a ritual activity

such as a funeral rite, the emotion itself is modified of

refined through its experience. This is the education of the
activity aspect of fooiing. Scruton would no doubt allow

that during a ;it?al activity, one might also visualize

possible siguatioﬂs asking bneself, as he says, "How would

(1] . - then feel%about [my) life and circumstances?" In

fact this seems a>Fost likely occasion for this sort of ‘
imagining. This mJans th;é the ritual activity'sefves not \
only to educate the activity of fed‘ing but also the
understanding of what to Teel{ With zyis slight,

modifi;ation, the education;l process that,Struton describes~

now closely parallels the learnigg*activity and achievement

that takes place when one listens to music :qth emotion, All.

that is required is the substitution of theract of listening .« ~

*to music for the ritual ceremony (funeral, wedding, -

]

thanksgiving, e§c.). The listene; hears the music as

symbolic of an affective gpality (just as the funeral js

symbolic of affective,qualities associated with'a death). he -

- ,A
UETES

Lraws together in imagina}ion s1tuatlons which evbke‘d‘
ffectwe Quality ancb experiences the appropnate émoti
(the education of the act1v1éy of feel1ng) he v15ua11zjE
possibilities and inevitabilities in his own life and that
_of other human beings, and in so doing answers for* himself

the question Pf how he would or must feel in those
circumstances (the education of the understandi‘g‘::;:ct of

’

\
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'ahder.tand\ng, emotion, imaginatfon, conceptualization,

how to feel). The result of this conceptualising is &
understanding in Moravcsik's sense of the understanding
friend, a friend vho cghnot be described in such a way

he may be understood by propositional explanation. It

. ®
gonceptualization of it itself and the way it fits into

"other aspects of one's life is developed, just as it is »

th?bugn.gctually experiencing the friend that one's
underq;inding of him is developed.

The education of the emotions tHrough lxsten.ng to

music thus-may be seen as a spirdling process:

O

xncreaseg understandxngnﬁrefxned emotion, imagination, new

conceptuallzat1on, further understand1ng. 'Prior to listening
to a piece of music, one has an understanding, a
\

conceptualization of a particular emotsien not only of its

physical symptoﬁs but of its -place in one's personal

. -.

structute of human events (its 1mportance, under 'what
.

circumstances it is the approp{1ate reaction, etc.). This

_:(_understandlng is brought to Bear vhen.one 1nterptets the

m{‘ ob]ect of emot1on (ih”&b?!-ohse the mu%xc) th1& <

-

o

understandlng formsfthe 1ntent1onal object of the emotion,

The agent experiences\ the emotion and imagines in the
S )

various ways indicated. In that act, and subsequently upon

reflection, he is conceptualizing and thus adjusting or

changing h{s p'fv1ous conceptuailzatxon The result is a

-

nt ;n 1ncre&!§&@br refined understanding.
# '._' : A% L1 ' .

?

T e = ) . - “ *.
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;This new Qﬁéerstanding.aftocts subloqu;zt interpretation of
the object of emotion, and therefore, the feeling itself is
refined; it is a "fresh, keep emotion”. The activity of
" feeling the‘emotlon has been educated. Again throuéh
;mggining and feeling together, one acts mentally to
reconceptualize, and increased understandingxis the result.
Learning‘what to feel, in the imaginative act of
choosing what to aim for and thus choosing what feelings to
Qalue, involves a self-consciousness that might not be
apparent in simply choosing certain ends and deciding on the
means to achieve those ends, for in imagining;what it Qould

f
be like to be in given situation, we must be aware of our

own reactions - as individuals, as members of a culture and

*as human beings. To understand a snake as being an objectfof
fear rather than a challenge to one's own aggressive urgcs
(and thus not an object of fear at all, but of a-kind qf
excited happlness 1n the. posszb111ty of vahquxshxng a/kather

' small foe) or "to see the fallen bljnd woman ‘as an obJect of \

)
pity rather than of laughter, tequ1res this kxnd of

self-consciousness, ‘ e

F T ¥is Murdoch's notion of "attention .. a just and

loving, gaze directed at an 'individual’ reality"*' turns a
: I
similar consciousness to others - as ifdividuals, as members

of a common culture, as fellow human beings. Both Murdoch

and Scruton see such consciousness as lying at the root of

mo;él choice. Neéither believes in the validity of the eﬁptyu

! 3 N roat . . ¢ ‘. » . \d
arbitrary, totally private decision that the exxstentzal;sts\
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emphasize. Both insist on the exercise of imagination in o

w, is rather a slow piecemeal process of gradually

L .

creasing understanding.*?
i

(ii) Self-understanding

. ! ,
The place of imagination in the education of the

\
emotions becomes more and more apparent. We have ﬁeeh that ;
imaginatibn'is essential tovleagéing what to feélf‘
Supposing, howevet, that one has a fairly gtrong,sense of
what to feel and is in fact able to react with appropriate
feeling to various,exbgriences (this may well be the rule *
rather than'@he;exception), the und;rstandiné thét one mighf
expect to gain from experiencing emotion thle listening to
music is~of fwo kinds,‘understanding of oneself and '(jiﬁ
understanding of othérs, Self-understanding itself diviées
into two kinds: the first is quite basic; it is the |
clarification of embtional experience. The seconé iévperhaps'
more complex, being the connecting and structuring of one's
experience into a meaningful whole, the "order where there
mighf have been chaos." |

Music stands as an anélogue for feelingh‘much as

- ceremonial rites do. In listening to music, we re-experjence
in imagination certain events in our lives that are the
"real” reason for whatever emotion we feel Qhen experiencing

—the symbol of that affective event and other similar events.
Because we are one step removed from the original situation,

we may concentrate on certain aspgcts of it, minimizing or

excluding others that are extraneous to the feeling. In L~

N
A\

3
/
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re-experiehcing emotions in the context of listening to
music, they aré-fno longer dar§ and impenetrable goweré;
‘ . : . . . . .

they becqme;‘as it were, transparent,"" for the less one

understands one's feelings, the more one is their'!!by; and
. i . . W

g
o .

experiencing emotion through music or other art helps to
correct the iﬁpoverishmeht that is the result of "the
tyranngy of a few repetitive, blinkering, undiscriminating
: A » 1
S B

J

emotions."**
/»fbe other way tﬁéf listening to music devélops
self-undersianding may be seen in the way that, ,as a symbol,
it allows us to relate several expefienCes of the éame
emotion. As well, seemingly dissimilar experiences may be
connected, for Fhe symbolism in g;t may unite them at some
deeper emotional level of meaning.®® Reference has already
been made to Wollheih's notion of mental connectedness and
its effect on a person's success in achieving a sense of
wholeness in his life. Experientially remembering, for.
Wollheim, means re-experiencing what has happened inftﬁe
past, including its affective aspect. Such a memory has its
efféci'oh present experience, influencind our fPnterpretation
of fts affective aspect, and the present experiencé is
orwardly transmitted to future experience in similar
fashion..In subséquent returning to memories of past
experience, the affective aspect may be altered by the later
experiences, but all are bound together into a kind of

pattern or form that can be changed and modified buf®is, as

Wollheim says, "of a piece."**‘ An example of such
7 -

-y ‘ | Y
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structuring of experiepce is in the description of ‘listening

to Strauss' Four Last Sonds. over a period of several yearse

Y ¢ N
. - . . ) .
Through the experience of listening to this music, various
o 3 . .

- personal experjences’ are biought together, the one
influencing the other and a universalized idea of what is
symbolized in the music is formed through personal
experience (in this instance, loss through\déath or oéher
0endings in relationships). As new life experienées occur,

they become.part'of an ever-changing pattern tﬁét we have

given to our understanding of an emotion; we are thug

~prevented from looking at our affec;ivé ekberiedces in a

kmerély habitual way.*’ Wollheim comments thHat when one“has

.no conscious knowledge of the past influencing_him, he is
acsba;ly being influenced unduly by the past .because hé has
no control over it.** Thus listening to music can make
conScious'our structuring of our lives, a process which
takes place through imagination, by the connecting of
experientially remembered affective expériehces.k
(iii) Understanding the g%éiings of Others J

‘.Tolstoy believes that art unites mankind. "Every art ' ‘l
causes those to whom the artigt's feefing is_transmitted to

.ugite in soul with the artist and also with all who receive
the same impression."”‘Such a statement is compatible with:
the thesis that music provides a valuable learning |
achievement through the experience of emotion, an

achievement that is an understanding of man's affective

nature. Emotion, as we haye seen, is a public phenomenon

—~
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that is’discussed in some manner among individuals, and the
empotions of one person in our experience may be compéred ¥ ]
with those of another in another experience. Monroe |
‘Beardsley interprets this position to mean simply this, "If
two people listen to the same music .. in so far as they
have learned to make similar responses, éﬁey share an
experience. All shared experience helps to bring people
together in mutual respect."‘® But there is much more to the
‘position thanpwould apbear from Beardsley's interpretafion. )
Certainly, if you and I attend thegsame pgrformance and ére
mov;d in much the same way, we will feel that we have' shared
an experience. The same would be true if we watched the same
football game or drove the same icy highway. But the mutual
understanding.or sympathy that is gained from listening to
- music is not merely the sharing of the experience of the
music. In fact, we may not listen to the same music at all.
Yet you might find you understand me better because you have
experienced emotion while listening to music, and I,
listening to something quite different, might find that the
sounds have given me, through their symbolic nature, an
understanding of an aspect of you that I had not, until this
'time appreciated. I s' not that we necessarily understaﬁd
the same quality in each other, so much as that we “
unde;stand each other better in an all-over way.
Let-us~réturn to the example of sad music: sad musitc is

the focus for my emotion of sadness; all sorts of saddening

experiences from my life may parade through my imagination
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as the notional objéct for my emotibn: but 1 may also.
vxmagme experiences that have not, but mxgh’t. possibly occur
'in my life, or exper1ences that I know to have occurred in
zyour lxje; I may relate my own exper1ences to each other in
a éay that 1 'never have before, but I may also relate you}
experiencef to mile or to sadness itself, beCause by
imagining your\situétién, 1 emphasize its particular

. affective qua}ity.and tﬁqp practise the feeling of sadness
P;sociate&’with it. By'imagining possible situations and
newly realizing;how I would feel should such a situation
occur, 1 am daining an understandiﬁg of how those who have
”alréédy exberiénced such a situation mustvfeel. 1 am

) beginning to devélop a universal picture df‘sadness thaf
rélates n;ﬁ just to my own personal experience but to those
of all men‘everyuhere. With such a sympathetic“view of my
'fellows,-L%-seéms‘unlikely that I_could exist cémfortably‘in
that’strange society where people gather to laugh -at an old
‘blind woman whé has fallen, for I would.bnderséand in a mége
than‘§cademic way what it would be to be weak and confused,
éo feel alone and to suffer the scorn of others. But I would
also know from understanding the‘feelings of others, when‘
indignation for someone’s plight, when anger at lack. of
concern, when scorn for callousn«ss would be my emotion.
Understandlng the feelings of others means not only that I
react sympathet1ca;ly,“but that I react appropriately ‘
according to my understanding of tQ? feeling of the othef.

And from an understanding of this reaction as well, -l
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further develop the form I have begun to create, the form

that is a universalized picture of-sadness, and vhich now)

| 4

begins to merge into other feelings liwe aggg; and scorn./A

quotation by, Jacob Bronowski sums up this kind of
%

understanding of emotion:

Every human personality is unique, but it is unique
becahde.it containsg within itself a special
arranéement of ;11 those things that we all share,
And whas}P wofﬂ of art does is catch some single
opening, some facet of the kaleidoscope, which acts
as a door .. We understand not just this persoﬁ anq-

that person but the whole human predicament.*’

(iv)Summary

The education of the emotions involves both

understanding and activity. This occurs in the following

1'

. manner:

By imagining possible situations and the resultant
feelings associated with those situations, one develops
a sense of what one should aim for (what one should
feel) in order to attain happiness or self-respect or a
fulfilled life: this réquires both’a self-cénsciousness
and a similar attention to the feelings of others. .
By selective imagining, that is, by emphasizing certain
aspects of memories and hypothetical situations, one may"
'practise' feeling. ‘

One's practice of'feeling influences what one's reaction

will be to an imagined situation where one is

AL
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determining one's aims, but one's beliefs that come out
.of such imagined situations will also determine the
selection of details of events that are emphasized when

one imagines the kind of experiences that involve the

ractice of an emotion.

4. :\:ymbolic object for emotion allows one to experience
feelings in just Quch a selective way, to imagine
possibl; situatipns and the experi;nces of others, thus
bringing together instances of an emotion in one's mind.
ﬂbis facilitates the drawing together, structuring, and
generaiizing that take place in conceptualizing
feelings. Mui?g‘js suchba symbolic object.

5. Thé’rgsuls of education of both the understanding and
activity of feeling is self-understanding in the form of
clarification and structuring of one's own emotions, and
understanding of others inAthe form of sympathy as well
as an appropriate emotion towards a given behavior on
the part _of others. Such understanding may be partly
determined by one's social mores, but is also an
individual matter and a matter of universal life

experiences like birth and death.
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CHAPTER 6
Schooling and the Education of the Emotions

v

lxpe opening chapter suggests that the approach, to the
teaching of music followed in schools is at odds with the
‘approach to music taken by adults..The suggestion is that,
as adults, we find aome'significance in music that we do not'
pass_on to children, but instead struggle ourselves to
understand with varying degrees of success. This
significance of music that we ourselves have missed
experiencing as children is its symbolism of affective
qgualities. What we seek is a broad hunan understanding, of
ourselves and others, derived from the understanding of
fhuman emotion. This understanding consists in the experience
of emotion and reflection on the experience, both of which
may be obtained in the presence of the symbol of that
emotion (music). Chapter Five indicates that the emotions
are educable, that if such an education 1s deliberately
acquired, a good way to acquire it is through the experience
of listening to music.

A person whose emotions ate cultivated through
education is no more a finished product than is a person

. . >

whose rationality is cultivated-through education. The
education of the embtionsﬂis an ongoing process:

understanding increases; it is broadened and deepened. A

198
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person whose emotions are educated is.someone who knows how
to feel and who, by.iméginiﬁg the circumstances of others,
can feel what others feel. He is someone who ;an resbond
increasingly appropriately to the situations he encounters

in life, and who can understand why others respond as they
do. A pérson who is educated emotionally is familiar with
this own feelings in such a way that he is not their victim,
He is increasingly able to6 understand his feelings, relating
one feeling to another and all to the life‘exbefiences that

0

are his. §
How is such an education achieved in fhe classroom?
Specific techniques cannot be Jescribed hére. But surely a
haphazard appfoach is not indicated. Ngither is the present
emphasis on music performance, élthough’prefgrmance is
important. Essential is an environment conducive to gmotion.
Where showing emotion or talking about it is thought
"silly", little progress caﬁ be maqe. Secondly, MOT Qs «
listening to musjic with less visual stimulation wou:?‘seem
to be iw og“;. When our vision is directed towards specific
images, as in Walt Diéney's Fantasia, the imagination is
used differently. Although understandingoof emotion may be
the ;gsult of such a visyal/aural expﬂiﬁence, it is possible
to become so absorbed in the pictures Q¥ stories that the
relation between any emotion associated with the music-story

“

and personal life experience is not explored. In other ’7

e

‘words, children need the chance to develop their

imaginations in order to develop understanding of emotion.
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If such development of the imagination begins with
imagining fantasy pictures, it would seem that the step must
soon be taken to that of ‘emphasizing the affective quality
that the music symbolizes. The teacher, instead of asking,
"What do you think of when you listen to this music?" must

say, "How does this music make you feel?" To do this, some

understanding of the symbolism of the sounds must be

“-
present. If the answer to the first question is, "It makes

me think of the hockey game last night," when the. mu;ic is
obviously slow and dréamy, then either the hockey game was
‘particularly dull, or the student does not understand the
symbolism of the music. It is the shared meaning of a symbol

that counts, and this probably comes about by talking about

the feelings that the music evokes, in spite of the
difficulty in éfticulating the experience. One other way of
coming to understand the affective meaning of music at a

. . . . ) /
very basic level is to move to music. Of course, one . /

/

sﬁspects that there is enough natural symbolism present that,
school-aged children are not apt to mistake lullabies for //
marchés, but, the act of listening for an affective quality
rather than imagining justxanythiﬁg at all does require
encouragement, With more mature students, it might be
possible to tﬁlk‘about‘the atfective qualities‘of the music
in much the same fashion as the experience of Strauss' Four
Last Songs was analysed in Chapter Five. Just as analysing a

poem does not necessarily ruin the poem for future reading,

neither would analysing the affective qualities of a piece~
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of music necessarily ruin it for futﬁy! 1igtening. However,
the difficulty is the same in both cdges: tbe problem*of
expressing feelings in words tends tO"ESuit in the
trivializing of the expe}ience.

A wide variety of music is necessary EOf‘}istening: not
'just symphonic music, not just currently popular husic, not
just sihple music. Short excerpts of complex music are just
as suitable as "children's songs". Music that can be
understood on a very shallo¥,1evel may later bg understood
at a deeper level. This is a part of the educatign of the

emotions, as we saw in the examples o? the Four Lgst Songs.

Whatever the kind of music, in order to gain education of
the emotionsh'the music must be understood as an object for
emotion; i.e., it pugt be judged saddening, cheering,
excitjng,{etc. But this does_not mean that all listening to

music must be for the sole purpose of evoking and eduycating

the emotions. At present,\hqggggzi”VEry little listening to

—y , .
music' is done at all, and the emphasis is not apt to be of

the sort just described.

#

® Emphasis in school music programs tends to be on

o

perfo}mancq; ' gential effect of training on a musical

{nstrument or sing&ng in a bhoiq may be the experience of

the emotions symbolizea\by the music one is performing, but
;

this is not Qecessarily the case. We have noted thét the

actor in a play may pfetend, in fact that some pretense is

necessary in order to maintain technical control over the

effect he wishes to achieve and that a performer of music
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must have the samévcontrql. thé ﬁusq be emphaii;ed in ’
teaching children to play muqital instruhents or sing is the
effect "they are tryinq to create in the audience, whether it
is egcitemgnt or tranqﬁility, joy or ;adness: This effect is
attained by technical mastery of the music being\berformed,
but technical mastery of‘the notes, tone and rhythm is not
enough in'itself. It is how these are used that makes a
performance affective. Many ‘teachers of instrumental and
choral mysic stress the use of technical excellence to. ,“
communicate affective qualities in preformance, but probably
just as many do not.

>

To change the approach in this regard is a matter of a
i ¥

change in teacher training, but to introduce more listening

_to music in the music classroom is a much more difficult
task. The traditional attitude of viewing ﬁusiL as a "frill"™-
subject and of concentrating on concerts and performance' )
competitions will not be changed witheout changing the 1
outlook of principals, parents, and 6ther staff members, not
to mention the students ‘themselves. To listen to muSic in a’
classroom in the way that one reads a book or watches a film
is an almost unimaginable situaéion. It i's possible to
integrate a smallyamount of listening into a choral music or
band class, but it is'difficult because of the pacing@of the

. lesson, which is of more importance in this situation than
in the €;;;hing of a mathematics or Social Studies class due

to the strong "training" component. Again, emphasis on a
listening program in music courses in Faculties of Education

r
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would facilitate a change. \

I1s the current ﬁetformance'approaép to teaching music
netessarily wrong? Could not learning‘of\emotion by
listening to music and learning to perfofm'music go
together? {es, if we are saying that peréormance and
listening are not'neeessarily mutually exclusive, and that
listening‘is not simply a way of enhancing performance
skills., However, along with the eﬁphasis on performance is
the motive of socialization. A school ban‘ or a school

operetta production serves as a smaill scale model for -
%

-

cettain 1deals prevalent in our soc1ety The first is the
motive ;; compet1t1on. One. competes for'brest1g1ous

‘ positions and. defends them, sometimes by dubious means,
against ail comers. The decond is the emphasis on success by
standards that 35; pubdicly measurable: the virtuoso
technique, the smooth-Pproduction, etc. To be seen'to be a
"star” in thepgroup is as important as being a star. Since
such behaviour is not only prevalent in our society but
fzvored by large segments of it, it miéht be claimed that
the\attitude to performance in school music programs serves
well to adapt students to the society in which they will
function. But self-serving in@ividualism is, in all repects,
' counter to the kind of socialization based on human
understanding that is the subject of theée chapters: through
the expetlence of lxstenlng to music with emotion one better

understands not only oneself as an 1n31v1dual but also

others and one's relation to others; and in learning to feel
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as one should feel, considerasion of others is essential in
determining wha&, ultimateﬁy, will result in happiness. Thus
the current prevalent attitudes to performance in school
music classes cannot co-eiist with the educational aims of
listehing to music outlined here. The norm should be

& co-operation, not competition, treating others as friends
rather than tivals, appreciation of the failures and \
successe f others and an eibectation of like treatment
from Vﬁ::’ja situation-that is in fact the case in the best
school programs).—As far as performance itself is concerned,
emphasis should be on the communication of affective
‘qualitie; to the audience. Technical prowess should not be
an end in itself, but a means to the end of evoking emg}ion
‘through the music, so that the audience participates in the
learning activity that results in understanding emotions
through their experience. Competition for position in bands
and lead‘roles in operettas cannot be abandoned; it is the

-

only way to assure an enjoyable quallity of performance,
i.e., one that evokes emotion withoht éhe distractioh of
wréng notes and out-of tune playing or singing. But the
criteria for choosing will not be simply technical
virtuosityf-but the ability to use this to affect an
‘audience. It will, as well, include an ability to work with
oﬁhers as a group, to blend with their sounds in order to ?
create the best over-all affective performance (such an .

understanding of others may well be the result of the kind

. . | ' . . .
of learning achievement that comes from listening to music).
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\
The task of the teacher, school, staff and parents in the

production of concerts and the preparation for festiva}s is *
no different; it should be to create something that will
affect the audience) not by amazing them with feats of
skill, but by ustng that skill to move them, thus increasing’
" their understanding of emotion, If suph an approach is used
in the performance of music, it need not c;nflict with the
important learning experiené;—gained from listening to
music, an experience which is now almost totally absent from
music programs.

As for the ‘attitude among sgme educators that music
(and the other arts) are a mere 8iversion from the
"important" subjects, a relief from tﬂ:/serious business of
learning, this position cannot be accepted if it is believed
that listening to music provides an importanf learning
achievement, i.e. the understanding of emotion through its
experience. Learning through listening to music can be fun:
and so can any other learning activity, but it is not on
that account to be trivialized.

But is there any good reason to educate the emotions by
listening to music, or, for that matter, to educate the
emotions at all? The first part of the question is fairly
simple: imagiﬁed experience is much easier and less painful
than actual experience. More can be experienced in
imagination than could ever occur in a lifetime, and without

the irreversibility of actual experience. One can learn what

one should feel and do in a given situation without ‘actually

!
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making the mistakes of reacting in a way that one might
7 ‘

_regret. Music is a facilitator of the act of { agining much

as a ritual ceremony is.

8

feelings make one vulnerable, anger’ ?fy
in a responsible position could trig
civilization, however justified such anger might be. Yet it
is pfecisely because of the desperafe plight of our
civilization that it is imperative we not be the victims of
our own little-understood emotions, and at the risk of being
vulnerable to the insensitivity of others,‘it is
increasingly necessary to be able understand their feelings
and why they react as they do in particular situations. At a
time when Eurppeans had‘little contact with their fellow
hdman beings in Africa, Asia, or North America, they could
afford (although at the expense of the indigenous peoplglifo
view them as exotic creatures with few of the sensitivities
they themselve possessed. To see others as much like
ourselves: with similar feelings and similar causes for
thése feelings is to begin to understand how to co-exist
with other races, nationalities, and those who differ
mentally or physically from the norm in our own culture. It
is not just a matter of sympathy, or of excusing
unacceptable behaviour; it is a mattef of‘learning\the

appropriate emotional response. To react qQuickly with

3



indignation to instances of callous’or cruel boha&ior s as
important as feeling sympathy for the victim. In suqh\
education of ‘the emotions, involving as it does the pursuit
of personal and universal happiness through the
understanding of one's é:n affective nafure, the affective
nature of others, and what_emotions are appropriate in what
situations, is an importaﬁt‘part of moral education.

Particularly with the notion of learning what to feel,
the dreaded word 'indoctrination' threatens an ideal of
humanization through music. Probably the picture that comes
to most minds is the blind fervor.of Nazi youth, raised on
stirring martial music. With music, the truth of what is
_presented is not at issue, If the music evokes feelings of
pride, courage or camaraderie, it is as true as those
emotions are "true”". The question is when are such feelings
appropriate, and the answer, which is an explanation of the
int;ntional object for emotion, is a statement based on
one's beliefs about what is worthy of proud and courageous
acts, and who is a worthy comrade. Music, of itself, cannot
indoctrinate but it can give emphasis to chosen béliefs
through the listener's practising the emotions associated
with those beliefs. It is therefore a dangerous tool indeed
in the hands of the indoctrinator. 1

All that has been said here i?dicates a position for
music as promoter of autonomy, as a significant, perhaps

essential vay in which each @gf us can, through imagination,

understand ourselves as human beings, and thws our human
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~condition. Because of its danger in the hands o!rtho
indoctrinator, or even the commercial manipulator (witness
the music carefully chosen for supo;karket.), it is
important that educators ltré}s’thc students’ pdrsonal
exploration of the intentional objects for their emotions
held vhile listening to music, and that they neither impose
a narrow range of music literature nor their own beliefs on
o

their students. o

-
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