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David Bard-Schwarz, “Music and / as Sound of a Listening Subject”

Listening Subjectivity: the enunciation and representation of a network of threshold crossings
among an immanent text, the cultural contexts in which the work was both written and received,
and the visceral and symbolic memories of the composer and us as we experience the work.

The Divided Subject: the psychoanalytic foundation for subjectivity in Freud. The idea that the
subject consists of an irreconcilable tension between the primary processes of the unconscious Id
and the secondary processes of the conscious Ego.

Lacanian Psychoanalysis: after Freud, the approach to the psyche and its histories predicated
upon the idea that the psyche and its histories are at once propelled by and blocked by the objet
petit a—that thing with just a little bit of otherness at the heart of subjectivity.

Example 1: Lacan’s Sketch of the Psychic Apparatus

Example 2: Mahler, Ninth Symphony; first movement mm. 1-4, reduction
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Example 3: Mahler, Ninth Symphony; "mi-re" motive first movement
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Mabhler, Ninth Symphony; first movement: mm. 316322

Example 5
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Mabhler, Ninth Symphony; Progression Across the Development

Example 6
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