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actualization of that material. Parts of songs may be repeated q(
libitum, and this process of m\nm&v\ repeating a part is given specia]
semantic recognition: it is called “doubling.” It is in doubling that
the most freedom of embellishment is permitted. The natives finq
particular pleasure in these improvisations and report .ﬁrmﬁ such
repetitions “mek it sweet.” *¢ Not only is the singer permitted free.
dom with respect to repetition, but he also has considerable latitude
with regard to the order of the several phrases of the song, One
singer told Roberts: “You can change it aroun’, you know, an sing
about the akee in de middle or at de en’.” **

Embellishments also receive recognition as facets of artistic ex-
pression. The more noteworthy deviations are referred to as “four-
ishes.” According to Roberts, the technique of oBWmewnwmbﬁ of
flourishing, has reached a level of consciousness which “almost
amounts to extemporaneous composition.”

Evidence that such songs are indeed a kind of ideal type is fur-
nished by the fact that the natives themselves believe that the thread
of the song is all one needs to maintain the identity of a song. This
process of variation is often more noticeable in the performance of
instrumental music where the presence of a text does not act either
as a restraining, conserving influence or as a kind of “automatic”
cause of slight deviation. One flute player heard by Roberts was a
particularly accomplished musician, and her report of his perform-
ance is most interesting.

No one would have been more capable of playing a part over exactly,
yet this he seldom seemed able to do. The urge to embellish and play
with the tune was greater than any to reproduce it exactly. I <<o~.~E
whistle the two versions to him and emphasize the &mmaoboom.v which
he would readily perceive, but when asked which was correct he would
laughingly reply that it made no difference if one had the thread. He
said the flourishes were not the tune proper, which always, (or nearly
always) remained the same, and so it did within limits that are rather
difficult to define.3?

The relationship between deviation and aesthetic Emmmﬁm. (and
aesthetic play) is emphasized throughout this article. According to
Roberts, such folk musicians weave in “variations at every o@mo.n-
tunity. The more clever, the more pleasure they give.” ** Changes in
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detail “were welcomed with delight and it was in these that the
individual expressed his own self.” 4

Much of this material duplicates what has already been discussed
in connection with ornamentation. For in the case of folk material,
successive deviation is also successive embellishment. By way of
illustration, Example 104 presents Barték’s transcription of two
verses of a folk song together with what he has analyzed to be the
basic structure underlying the elaborately embellished version
which the singer actually presents.*? In this example, at least, it
seems quite clear that successive ornamentation is not a direct prod-
uct of changes in text. The role of text changes in determining orna-
mentation is often overemphasized since it is almost as common to
embellish and vary two verses which have precisely the same text

2
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EXAMPLE 104 *#

as it is to vary the ornaments applied to verses with different texts,
though, of course, textural changes will intensify the tendency to
vary ornamentation.

Real jazz, as most writers have recognized, is a kind of folk music
involving both simultaneous and successive improvisation upon a
basic ground plan. This ground plan is essentially harmonic, though
the specific tune used as the basis for variation may also be an im-
portant departure point for embellishment and deviation.

Hot jazz melody is improvisatory, but its structure is held to a coherent
formal pattern which restrains it from complete chaos. This coherent
pattern is provided by the harmonic sequences of the underlying accom-
paniment. . . . It is the simple harmonic phrase . . . that provides
the unifying influence in hot jazz improvisation. . . . This phrase is
repeated over and over again, with occasional interpolations, perhaps,

* Given by permission of the Columbia University Press.
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of similar chordic sequences, forming a sort of ‘ostinato’ on which melodja
and rhythmic variations are built. . . . At each variation of the harmon;,,
* phrase a new melodic and rhythmic superstructure is improvised by ¢, 5
hot player.4s

Here, too, the aesthetic effect of the music depends both upon thg
listener’s awareness of the basic ground plan, which is the norm
from which deviations are made, and upon his ability to compare
the successive variations as they follow one another.

It is rather difficult to establish a relationship between successiye
deviation and affective responses in the realm of primitive musjq
(see p. 239). Yet many observers have noted the fact that primitiye
musicians do derive aesthetic pleasure from music and particularly
from the process of variation. Willard Rhodes, for instance, dis:
cusses the aesthetic play interest which singers of different American

_Indian tribes exhibited in each other’s songs and especially in the
same song performed by singers of different tribes.** The aesthetic
importance of successive deviation in primitive music is also noted

; by Jones:

But it is quite wrong to think that the tunes are repeated over and over
again with no variation at all. There is variation: it is frequent and it is
“subtle. A slight change here, an extra note there, make all the difference
to those who know what they are listening to. . . . It is all a question
_of nuance: and it is only the practiced European listener who can per-
ceive and enjoy this cunning compound of bold repetition and subtle
variation. .

INDIRECT EVIDENCE

The evidence advanced in support of the hypothesis that musical
meaning, whether affective or aesthetic, arises when a tendency to
Hmmwosm is inhibited is not confined to chapters vi and vii. These
chapters present what might be called direct evidence. This mate-
rial has consistently demonstrated the connection between the inhi-
bition of tendencies (deviation) and the affective aesthetic response.
And while this evidence is not exhaustive, it is clearly representative.
" The central thesis of this book is also supported by less direct,
though not less convincing or important, considérations. First, the
very fact that it has been able to furnish a basis for the analysis of
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music of very different styles and' different cultural levels is per-
suasive. For it indicates that the account presented has reached a
workable level of generality. . 2

Second, the hypothesis advanced has provided the basis for a
reasonable and consistent account of many problems heretofore un-
solved or ignored. For instance, it has led to a new and fruitful use
of Gestalt concepts in aesthetic analysis; it has accounted for- the
affectivity of the minor mode in Western music without recourse to
mathematical mysticism. Employing corollaries of the hypothesis
we have been able to understand and explain processes previously
merely described; for instance, the “filling in” of tonal systems (the
tendency toward equidistance ), the use of ornaments, and the intro-
duction of new tones at the end of a musical pattern, and the func-
tion of poorly defined pattern processes.

Finally it is important to emphasize that a theory of music does
not exist in a kind of splendid, irrelevant isolation. If it is to be
fruitful, music theory must not only be internally consistent but it
must also be consistent with and relevant to concepts and theories

/in other realms of thought. Thus it is significant that many of the

concepts presented in this book have clear counterparts in the theory

of games and in information theory. To cite only one instance of

this: it seems possible to equate the inhibition of a tendency, which
of necessity gives rise to uncertainty and an awareness of alternative
consequents, with the concept of entropy in information theory.

A theory is valuable, not only for conclusions it reaches and the
phenomena it explains, but also for the questions and discoveries to
which it leads. If the ideas presented in this book can lead to new
questions and through them to new answers, if they can lead to re-
formulations of old questions and through these to new methodolo-
gies, and if they can lead to a more fruitful analysis and criticism of
music, this will be their best ultimate validation.



VIII

Note on Image Processes, Connotations,
and Moods

Image Processes and Affective Experience

The affective experiences thus far discussed result from a direct
interaction between a series of musical stimuli and an individual
who understands the style of the work being heard. Because the
forces shaping such an experience are exclusively musical, the form
of the affective experience will be similar to the form of the musical
work which brought it into being. &
 Not all affective experiences are as direct as this. Often music

_arouses affect through the mediation of conscious connotation or
unconscious image processes. A sight, a sound, or a fragrance evokes
‘half-forgotten thoughts of persons, places, and experiences; stirs up
dreams “mixing memory with desire”; or awakens conscious conno-
tations of referential things. These imaginings, whether conscious
_or unconscious, are the stimuli to which the affective response is
really made. In short, music may give rise to images and trains of
thought which, because of their relation to the inner life of the
particular individual, may eventually culminate in affect.

‘But if such image processes are really unconscious, we can never
know them. ‘

. . . only feeling penetrates into awareness, a feeling aroused by some-
thing of which the subject is quite ignorant. Self-conscious minds seem
to have a repugnance for such isolated disembodied mental phenomena:
they are felt to be morbid and eerie. Consequently a process of rationali-
_zation is undertaken at once. Whatever is in the focus of attention at the
moment when the affect arises is held to be the direct cause of it.!

256

Note on Image Processes, Connotations, Moods 257

Thus many affective experiences attributed directly to musical stim-

uli may in point of fact be the products of unconscious image proc-
esses. Because neither we nor the subject himself can know any-
thing about such unconscious image processes any discussion of
such an experience is clearly impossible.

Often, however, image processes are conscious. The listener is
aware of the associations which he makes while listening. Conscious
image processes may be either private, relating only to the peculiar
experiences of a particular individual, or they may be collective, in
the sense that they are common to a whole group of individuals
within a culture. The image processes of a whole community will be
referred to as connotations.

Private images, even when they are brought to consciousness
without psychic distortion, are problematical because it is almost
impossible to trace the relationships existing either between the
musical stimulus and the image processes aroused or between the
image processes and the resultant affect. The peculiar experience of
an individual may, for example, cause a “happy” tune to be associ-
ated with images of a sad occasion.

Even where the original association appears to be relevant and
appropriate to the character of the music being played, affective
experience may be a result of the private meaning which the image
has for the particular listener. For example, the image of a trium-
phal procession might within a given culture be relevant to the
character of a piece of music; but the association might for @H.?.mwo,
reasons arouse feelings of humiliation or defeat. Thus while the
image itself is relevant to the music, the significance which it has
for the particular individual is purely personal. a

Image processes, whether private or collective, are tremendous
temptations toward extramusical diversion. For an image, even
though originally relevant to a particular passage, may itself initiate
further image processes. The development and proliferation of these
may, however, proceed without reference to the subsequent suc-
cessions of musical stimuli. That is, one image may follow another,
not because of the associations which obtain between the images
and the progress of the music, but because of the associations in
the mind of the listener between the images themselves.?
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Neither the form nor the referential content of such experiences,
however affective they may be, have any necessary relationship to
the form and content of the musical work which presumably acti-
vated them. The real stimulus is not the progressive unfolding of
the musical structure but the subjective content of the listener’s
mind.

Yet, in spite of the many and cogent objections which can be
leveled against the relevance of such responses, it seems probable
that conscious or unconscious image processes play a role of great
importance in the musical affective experiences of many listeners.
Indeed, it is often difficult for even the most disciplined and ex-
perienced listeners to escape the deepseated power of memory over
affective experience.?

It should be noted in this connection that not only do memories
frequently result in affective experience but affective experiences
themselves tend to evoke memories and arouse image processes
appropriate to the character of the affective experience, whether
sad or gay, noble or tender, as determined by the objective situation.
In other words, even the most purely musical affective experiences
may give rise to image processes which, developing their own series
of associations, may become independent of the musical succession
itself. : i

Connotation

By connotations, as distinguished from image processes, are meant
those associations which are shared in common by a group of in-
dividuals within the culture. Connotations are the result of the

associations made between some aspect of the musical organization

and extramusical experience. Since they are interpersonal, not only
must the mechanism of association be common to the given cultural
mgnmy but the concept or image must have the same significance for
all the members of the group. The concept must be one that is to
some extent standardized in cultural thinking; it must be. a class
concept that has the same meaning for, and produces the same atti-
tudes in, all the members of the group. In the West, for example,
death is usually depicted by slow tempi and low ranges, while in

3
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certain African tribes it is portrayed in frenzied musical activity; yet
this results from difference in attitudes toward death rather than
from differences in the associative processes of the human mind. The
particular way in which a connotation is realized or represented
in music cannot be understood apart from the beliefs and attitudes
of the culture in question. .

Some connotations are entirely traditional. Association is by con-
tiguity; i.e., some aspect of the musical materials and their organiza-
tion becomes linked, by dint of repetition, to a referential image.
Certain instruments become associated with special concepts and
states of mind. The organ, for example, is associated for Western
listeners with the church and through this with piety and religious
beliefs and attitudes. The gong is linked by contiguity to the Orient
and often connotes the mysterious and the exotic. In fact, even
where this association does not seem intended, as in Varése’s Ionisa-
tion, it tends to modify our response to this music. Certain modes of
tonal organization may awaken connotations. The pentatonic mode,
for example, is used in the nineteenth century to represent things
pastoral. Certain intervals may be used to indicate special concepts
or states of mind. For instance, the diminished fifth was closely asso-
ciated with expressions of grief and anguish during the baroque
period. Or specific tunes may be employed to evoke concepts, mem-
ories, or image processes. This is a frequent device in the music of
Charles Ives. :

As a rule such associations are used in combination so that each
reinforces the other. If the composer wishes to evoke connotations
of piety and those connected with religious beliefs, he will not only
employ the appropriate instrument but he will also use techniques
of composition—modality, polyphony, and so forth—that have the
same associations, :

Notice that all these associations are intracultural. The gong will
not have a special exotic meaning for the oriental in whose music it
is common, though it may have other different associations for him.
Nor will the pentatonic mode connote things pastoral to peoples
who use this mode for all kinds of music, for cultivated art music
as well as for folk music.

Because such associations are completely cultural and in no sense
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